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Abstract

This dissertation addresses how graphic satirists between 1881 and 1914 used posters and press illustrations to build up and project a propaganda campaign centred on their public persona as artists engaged for a specific political cause. At the turn of the 20th century, artists working as press illustrators identified themselves as belonging to a growing movement of intellectuals who were taking active roles in politics. Among these artists, however, were several who identified with a specific political organisation, such as anarcho-communism or revolutionary syndicalism and so used their visually available work to support the propaganda movement of the cause for which they held sympathies. Visual imagery was held to be directly accessible by the working classes whose attention the anarchists were hoping to capture. Visual satire, long censored for its dangerous potential to incite the working classes against the government, was a privileged medium because of its versatility in creating a language based on shared irony and cultural references between the artist and the readers. It was hoped that artists could better communicate abstract ideas to their readers like a vision of an anarchist utopia or, in campaigns launched by the artist, a vision of ideal masculinity. This study uses analysis of original illustrations and posters made by the artists, supplemented by any journal articles, novels, memoirs and personal letters written by, to or about the artists, to investigate how the artists aimed to project the role of the artiste engagé through a constructed public persona. This study will contribute the theory that artists used themselves as models, through self-portraits, to show to the reader how to interact with the abstract ideas in their political campaign.
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Introduction
The French Third Republic began with an uneasy commitment to republicanism and a deep suspicion of the bourgeois government on both the left and the right wings of the political spectrum. Initially expected by many only to last as long as it took to install a new monarch, the Third Republic eventually outlived all the regimes since the 1789 revolution. It was no less politically divided for its longevity and, over the first four decades, France was torn by the lingering resentment bequeathed by the Second Empire and the Paris Commune. The legacy of the Second Empire was a hatred of authority on the left as left wing groups, the socialists, the Blanquists and anarcho-communists, reacted to the industrialisation of French cities and manufacture and the increasing exploitation of the industrial working classes.[footnoteRef:1] The first congress of the international worker’s association was held in 1866 where it was decided that the aim of the association should be the emancipation of the industrial working classes.[footnoteRef:2] For the groups right of centre, the legitimists, the bonapartists, the Orléanists and later the Boulangists, the Second Empire bred a deep suspicion of modern urban living because it was supposed to be the cause of decadence seen in the bourgeoisie, of the gradual domestication and softening of French men, and thus the reason behind the defeat by the Prussians in 1870.[footnoteRef:3] The radical right idealised the rural peasantry as a last bastion of French vigour and promoted the idea of an authoritarian future of a France ruled over by a martial aristocracy.[footnoteRef:4] As such the Third Republic was attended with much less enthusiasm for republican ideals of the sanctity of democracy and the inevitability of progress that had accompanied the previous two Republican attempts. This lack of enthusiasm rapidly deteriorated into disillusionment on the right and the left as successive republican governments failed to produce either the strong military leadership hoped for by the right wing nationalists or the social reforms demanded by the socialists and anarcho-communists. As France went into an extended period of economic and demographic stagnation and, at times, decline, the threat of revolution (by way of a general strike) or a military coup d’état was held over the heads of the government from both sides of the political spectrum.[footnoteRef:5]  [1:  Stephen E. Hanson, ‘The Founding of the French Third Republic’, Comparative Political Studies, 43; 8/9, pp. 1023-1058, accessed at https://journals-sagepub-com.libproxy.york.ac.uk/doi/pdf/10.1177/0010414010370435, 03/11/2019, p. 1034.]  [2:  Jean Maitron, Histoire du Mouvement anarchiste en France, (Société Universitaire d’Editions et de Librairie, Paris, 1951) p. 38.]  [3:  K. W. Swart, The Sense of Decadence in nineteenth-century France, (The Hague: M Nijhoff, 1964), p. 148.]  [4:  Venita Datta, Birth of a National Icon. The literary Avant-Garde and the Origins of the Intellectual in France, (New York, State University of New York press, 1999), p. 122.]  [5:  Swart, The Sense of Decadence, p. 172.] 

The legacy of the Paris Commune was equally bitter. The Commune brought to France the reality of a civil war that was both deeply embarrassing and disappointing. For some, the Commune was an example of why France should never be allowed to descend into a state of anarchy and efforts were made to present France to the rest of the world as a united and dignified nation in the 1870s.[footnoteRef:6] For others, the Commune was a tantalising precedent for the Prudhonnian model of a federation of mutualist associations and self-governing communities. Though lessons were learned from the experience of the Commune, it was hoped - especially among the anarcho-syndicalists - that this form of social organisation could be adopted after the present regime was overturned.[footnoteRef:7] The Commune became a myth in living memory and left a pantheon of heroes in its wake and, even after the general amnesty in 1879, its supporters resented the government for its continued suppression of commemorative activities and art works.[footnoteRef:8] Both extremes of left and right believed they had a patriotic duty to restore France either to her former military glory (by way of recapturing the lost regions of Alsace-Lorraine) or to rid the majority of the population of its parasitical bourgeois elite. Anarchists, chronically divided in other respects, were, on the point of the bourgeoisie, united: the bourgeoise needed to be removed so that France could be rejuvenated and finally progress into a state of equality and individual freedom. How this future would be brought about and what, exactly, it would entail was the cause of the division.  [6:  Jean T. Joughin, The Paris Commune in French Politics, 1871-1880: The History of the Amnesty of 1880, (New York, Russell and Russell, 1973), p. 67. David A. Schafer, The Paris Commune, (Basingstoke, Palgrave Macmillan, 2005), p. 106.]  [7:  James Joll, The Anarchists, (London, Eyre and Spottiswoode, 1964), p. 121.]  [8:  This included outrage against the building of the Sacré Cœur, in itself an objectionable monument to be built by a supposedly anticlerical government. Schafer, The Paris Commune, p. 171. See also Joughin and the Socialist idealisation of the Commune as a model for a proletarian revolution, The Paris Commune in French Politics, p. 155.] 

The group which would become the anarcho-collectivists split away from Marxism and its authoritarian vision of communism under the impetus of Bakunin in 1872.[footnoteRef:9] Bakunin declared himself anti-communist and collectivist, claiming that the future he envisioned was one of economic equality and freedom rather than slavery under an all-powerful communist state. He differentiated the idea of collective property from centralised property, claiming that it was only with the former that a society could be truly equal. Though Bakunin also initially rejected the term ‘anarchist’ because, as he said, it did not signify a positive vision like ‘collectivism’, his followers would later call themselves anarcho-collectivists or anarcho-liberalists.[footnoteRef:10] Jean Maitron describes anarchism as a subset of socialism, drawing the distinguishing line where the anarchists insisted that the current state had to be overthrown in order to allow the hoped for equal society to form, unlike the socialists who believed that change was possible from within the existing political framework.[footnoteRef:11] This distinction, while Maitron stresses it is not entirely accurate, helpfully focuses on the central, antiauthoritarian theme which allowed the various anarchists ideologies to overlap.[footnoteRef:12] From within the anarcho-collectivists, another branch of anarchism - syndicalism - emerged in the 1880s. While the anarcho-collectivists and later the anarcho-communists (an ideology championed by Peter Kropotkin) defined themselves mostly by the future they envisioned, the anarcho-syndicalists or revolutionary syndicalists were principally concerned with the means of revolution. The syndicalists believed that the bourgeois government could only be overthrown through a general strike, by which they meant a general industrial strike. Their vague idea of utopia relied on a collectivist society made up of interdependent, syndicate-like associations but their priority was a propaganda campaign to educate and inspire enough rage in the working classes to risk their livelihoods for the anarchists’ promise of a better future.  [9:  Joll, The Anarchists, p. 107.]  [10:  The difference between anarcho-collectivism and anarcho-communism is that under collectivism, there would still be a system based on wages whereas under the latter, all products and services would be exchanged directly without the intervention of money. Mikhail Bakunin, Bakunin on Anarchism, ed. Sam Dolgoff, (Montreal, New York, London: Black Rose Books, 1980), p. 369.]  [11:  Maitron, Histoire du Mouvement Anarchiste, p. 13.]  [12:  Some anarchist groups, later communists, believed that they could bring about a revolution more efficiently by creating an anarchist party and getting a presence in parliament.] 

Anarchism, specifically revolutionary syndicalism, steadily became more prominent from the 1880s but the entire movement was briefly eclipsed by the propaganda by the deed tactics which seized the nation’s attention between 1892 and 1894. Propaganda by the deed, though voted as an official anarchist tactic by the 1881 congress in Le Havre, was primarily the action of individuals enraged against the state.[footnoteRef:13] Individualism was a subset of anarchism which, though never having more than a minority presence within the movement in France, was highly influential in shaping how the rest of the nation viewed anarchism at the end of the nineteenth century. Unlike anarcho-collectivism or anarcho-syndicalism, individualist anarchism was concerned primarily with individual freedom rather than the emancipation of the working classes. While general freedom was acceptable to individualists as a secondary goal, they believed first and foremost in ensuring that they could not be subservient or beholden to any society, capitalist or collectivist.[footnoteRef:14] Rather than being revolutionaries, they were rebels, the original révoltés, and it was their acts of violence which forced the government to launch a crackdown on anarchism and instate the ‘lois scélérates’, penalising the anarchist press and associations for any incitation to violence. After 1895, the anarchist movement abandoned propaganda by the deed tactics and turned its focus more exclusively on infiltrating the syndicates and inciting a general strike.[footnoteRef:15] [13:  Vivien Bouhey, ‘Anarchist Terrorism in Fin-de-Siècle France and its Borderlands’, The Oxford Handbook of the History of Terrorism, ed. Carola Dietze and Claudia Verhoeven, published online 2014, accessed at https://www-oxfordhandbooks-com.libproxy.york.ac.uk/view/10.1093/oxfordhb/9780199858569.001.0001/oxfordhb-9780199858569-e-015, 04/11/2019.]  [14:  Maitron, Histoire du Mouvement Anarchiste, p. 485.]  [15:  Ibid., p. 262.] 

As Maitron suggests, the ideals of anarchism were closely aligned with socialism and they attracted intellectuals and artists who were sympathetic to socialist ideas but were disillusioned by the apparent mediocrity of the republican parliamentary system. The anarchist press, including titles like Jean Grave’s Les Temps Nouveaux and Émile Pouget’s Le Père Peinard, gave them opportunities to share their outrage at the poverty suffered by the working classes and to show their support for a more egalitarian society. On the twenty-fifth March, 1896, Jean Grave (1854-1939) sent a letter to his friend Camille Pissarro inviting him to contribute to an album of lithographs that Grave hoped to sell to raise money for his journal, Les Temps Nouveaux. In the letter, he stressed that:
	“Le dessin devrait par quelque côté que ce soit, avoir trait à l’idée, mais l’auteur 				aurait la liberté la plus complète pour le choix du sujet, et pour l’exécution…”[footnoteRef:16] [16:  Aline Dardel, Catalogue des Dessins et Publications Illustrées du Journal Anarchiste “Les Temps Nouveaux”, 1895-1914, Université de Parix IV, Thèse de doctorat de troisième cycle en Histoire de l’Art sous la direction de Monsieur le Professeur Bernard Dorival, 1980, p. 99.] 

Grave hoped that these images would increase the readership and make his journal financially viable. They were also part of his mission to educate the readers about art, to encourage them to educate themselves and to inspire in them a passion for anarchism and a hatred for the injustices of the bourgeois regime which held them in a state of ignorance.[footnoteRef:17] As a self-taught theorist, Grave was a great believer in free thinking, education and enlightenment.[footnoteRef:18] He hoped that by reproducing high quality art in his journal, selling at ten centimes per issue, he could make it more readily accessible to his readers in the anarchist movement, some of whom were of the artisanal class and possibly low paid, who would not have the means or inclination to appreciate art otherwise. The reproduction of art was controversial to artists, particularly the history painters who regularly exhibited in the annual Salon and wanted to preserve the prestige of high art, who saw their work cheapened as a result. However, this ambition was accepted and encouraged by Grave’s friends among the artistic community who agreed with him on the importance of educating the working classes so that the society imagined by the anarchists, after the toppling of the bourgeois regime, would be one of refinement and cultural sensitivity.[footnoteRef:19] [17:  Louis Patsouras, The Anarchism of Jean Grave: Editor, Journalist and Militant, (Montréal/New York/London, Black Rose Books, 2003), p. 88.]  [18:  Dardel, Catalogue des Dessins, p. 63.]  [19:  Ibid., p. 100.] 

Unfortunately, several artists among Grave’s correspondence complained that they did not know how to represent abstract ideas. Grave’s stated aim to create propaganda of ideas was decidedly vague.[footnoteRef:20] In his memoirs, Grave claimed that one of his motivations was to speak out against abuses of power and to keep up with the international workers’ movement.[footnoteRef:21] It can be guessed that these themes fell under his umbrella term “idées”.[footnoteRef:22] He nevertheless relied on diverse collaborators to conceptualise these ideas and provide material for Les Temps Nouveaux. He was generous in the amount of editorial freedom he gave them to choose their own campaigns, suggesting that “idées” referred to the inspiration of the collaborator rather than Grave himself.[footnoteRef:23] Instead of producing the political art Grave hoped for, some artists said they preferred to offer help in other forms. In a letter to Grave, Francis Jourdain explained his reservations: [20:  Jean Grave, Le Mouvement libertaire sous la troisième République : Souvenirs d’un révolté, (Paris, Les Œuvres représentatives, 1930), p. 146.]  [21:  Ibid., p. 157.]  [22:  Unfortunately, though the letters written to Grave survived, the letters he wrote in response have been lost and therefore his exact replies are not available to give insight into this question.]  [23:  Grave, Le Mouvement libertaire, p. 158.] 

	“J’ai essayé jadis de faire quelques dessins de propagande. J’y ai si complètement 			échoué qu’il ma fallu, depuis déjà plusieurs années, y renoncer et que j’ai dû, à mon grand 	regret, refuser à de bons amis ce genre de service. Je n’ai pas du tout le sens de 			ça et ce que je fais est d’une laideur et d’une imbécilité abusives.”[footnoteRef:24] [24:  Letter to Jean Grave from Francis Jourdain, 21 Oct (no year given), no. 1505, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris.] 

In the end, Jourdain and others like H E Cross supported Grave through contributions to the tombolas that Grave organised periodically throughout the active years of Les Temps Nouveaux. Grave would ask his friends among the artists to contribute lithographs as prizes, without also demanding that they depict a subject in line with the anarchist message of the journal.[footnoteRef:25] Jourdain and Cross, along with artists like Paul Signac, were faithful subscribers to the journal and offered front covers of the brochures printed in the press of Les Temps Nouveaux. Attempts at representing “l’idée” made by Cross, Signac and their fellows among the neo-impressionists (artists who regularly exhibited work at the Salon des Indépendants and prided themselves on their innovative art which broke with academic tradition) included delving into a language of emotive symbols.[footnoteRef:26] For the majority of the artists, the bourgeois regime was most successfully represented through easily recognisable symbols of authority (military uniform, clerical costume, the paraphernalia of the justice system) whereas the act of revolution itself was represented through the worker with his pick or hammer, perhaps in the act of demolishing the bourgeois regime.[footnoteRef:27] It was this visual language that was supposed to communicate Grave’s and their own idea of an anarchist future. Though academically trained artists, the attempts of some only resulted in mediocre, depressing images that did not manage to be inspiring as Grave hoped. They were mostly without humour, taking on a sombre and pedagogical note as many found fitting for the tone of the journal which was meant to be serious, intellectual and educational.[footnoteRef:28]  [25:  Dardel, Catalogue des Dessins, p. 103.]  [26:  Neo-impressionism is a coinage by Félix Féneon in 1886 to designate a group of artists, including Camille and Lucien Pissarro, Paul Signac, Henri-Edmond Cross, Theo Van Rysselberghe and Hippolyte Petitjean, who wanted to improve on the impressionism of the previous generation. Their work aimed to make impressionism more precise in colour and form, in particular with the introduction of the pointillist technique. Their work has been linked to anarchy because of the socio-political sympathies they showed in their pastoral and (sub)urban land and cityscapes. See Robyn Roslak, Neo-Impressionism and Anarchism in Fin-de-Siècle France. Painting, politics and Landscape, (Aldershot, Ashgate Publishing Ltd, 2007).]  [27:  Dardel, Catalogue des Dessins, p.106.]  [28:  In a letter by Paul Signac to Grave, he commented that Les Temps Nouveaux stood out as a journal with high intellectual standards. Ibid., p. 103] 

The artists who responded were nevertheless attracted by the idea of using art as a means of protest and revolt against the bourgeois regime. Eager to support Grave’s enterprise, they refused payment at standard rates. Several artists, Camille and Lucien Pissarro and Paul Signac among them, whose reputations as artists were well established and who could expect high prices for their work, willingly offered their contributions to Grave’s journal for free.[footnoteRef:29] Aristide Delannoy, writing in a letter to Grave in response to Grave’s request for illustrations to appear in the journal supplement in 1905, said: “ce sera un vrai plaisir de faire de temps en temps le dessin que l’on aime.”[footnoteRef:30] Some artists, Francisque Poulbot, Charles Naudin, Théophile Steinlen and Gustave Jossot for example, had already made reputations for themselves as keen political satirists in journals such as L’Assiette au Beurre and would go on to illustrate journals like La Guerre Sociale, Les Hommes du Jour, La Voix du Peuple, L’Action etc as well as the front covers of brochures and political posters.[footnoteRef:31] These artists would become celebrity figures in the minds of their anarchist readers and their peers among the artists. Their work defined the concept of the artiste engagé by demonstrating the possibilities open to artists who wanted to use their work to denounce the government’s activity.  [29:  Ibid., p. 54.]  [30:  Delannoy to Grave, no. 172, 1905?, file 14AS/184/B, no. 172 - 179, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. ]  [31:  Grave, Le Mouvement libertaire, p. 219.] 

This study will make a distinction between artists who were politically opposed to the state and artists whose work either independently supported the state or who received sponsorship to produce art in support of the state. This distinction is necessary because art produced to oppose the state is informed by a consciousness of the risk, both financial and political, involved in going against state-sanctioned opinion. Artists had used their work to contribute to political discourse before this period. Honoré Daumier and Gustave Courbet are just two who, over the nineteenth century, became notorious for their visual opposition to the state.[footnoteRef:32] These artists were, however, isolated by their means of demonstrating their opposition and severely restricted by the repressive censorship laws which were in place between 1835 and 1881 with short periods of relief during the Second Republic and the Paris Commune.[footnoteRef:33] The end of the nineteenth century marks an abrupt change to this repression and with it a new opening for artists to engage in political discourse. The objectives of their engagement had also changed in this period, focusing less on criticising personalities in the government and more on political ideas and alternative systems of political organisation, such as an anarcho-communist system. [32:  David Kerr, Caricature and French political culture, 1830-1848. Charles Philipon and the illustrated press, (Oxford, New York; Oxford University Press, 2000). Clive F. Getty, The Diary of J. J. Grandville and the Missouri Album: The Life of an Opposition Caricaturist and Romantic Book Illustrator in Paris Under the July Monarchy, (Fairleigh Dickinson University Press, 2010). Vincent Petit,  'L'anticléricalisme est un art. Le Retour de la Conférence peint par Courbet et commenté par Proudhon', Ridiculosa, pp. 233 - 245.]  [33:  See Robert Justin Goldstein, Censorship of political caricature in nineteenth-century France, (Kent, Kent State University Press, 1989) for a detailed study of the battle between the caricature journals and the censors.] 

The four artists in this study - Adolphe Willette, Gustave Jossot, Aristide Delannoy and Jules Grandjouan - have all been chosen because they stood out as models for the artiste engagé for the opposition. They all made financial and political risks by making their dissent public and using their own faces in their signatures to personalise their campaigns. As their political thoughts matured, they developed highly individual and recognisable visual styles with a symbolic idiom which made it easier for the artist to convey repeated abstract ideas through metaphors and analogies that appealed to and resonated with the reader. Importantly, ironic humour was central to their visual style. Humour added a layer of personality to the visual idiom, appealing to the reader and creating a sense of camaraderie by pointing to a shared ideal vision of the world. Self-portraits took on an important role within the visual idiom as a model of masculinity or a champion for the people. The aim of this dissertation is to explore how successful these artists were in drawing ideas as Grave had hoped with the aim of inspiring in readers belief in revolution .[footnoteRef:34] The call to these artists to join the anarchists predated Grave’s idea and subsequent appeal for his journal. Peter Kropotkin, in 1885, made an appeal to artists across the arts to become engaged on behalf of the revolution: [34:  The four artists that I have chosen are all distinct from the neo-impressionists. Their work was more politically orientated, aiming as much or more at criticising the government and its institutional supporters than sympathising with the working classes in idealised land and cityscapes. The concentration of their work in the press also distinguishes them from the fine artists whose work was most often in creating fine paintings and exhibited formally in the annual salons.] 

	“Vous, poètes, peintres, sculpteurs, musiciens, si vous avez compris votre vrai 				mission et les intérêts de l’art lui-même, venez donc mettre votre plume, votre 				pinceau, votre burin, au service de la Révolution.”[footnoteRef:35] [35:  Peter Kropotkin, Paroles d’un Révolté, (Paris, Flammarion, 1885), p. 66. Accessed at https://gallica.bnf.fr/ark:/12148/bpt6k5496690s/f4.item., 02/05/2019.] 

The four artists in this study responded in different ways which were all highly idiosyncratic but had varying degrees of success in terms of creating an inspirational message that fed into the revolutionary narrative. Not all of the artists identified as anarchists but this study will maintain that their willingness to denounce the bourgeois regime or to support political campaigns, some of which were their own initiatives, with their art makes each artist a model for the anarchist artiste engagé. Their varied positions also reflects the diversity within the anarchist movement and the fluidity of the concept of the artiste engagé. To fully examine this diversity, this study explores the four different models that these artists represent. Willette, at his peak between 1883 and 1904, was an incohérent artist from Montmartre whose work deliberately challenged the paradigm of the bourgeois family and the social conventions expected of the typical bourgeois man. Willette was not consistent in expressing a desire to overthrow the government. He both drew highly suggestive and symbolic references to revolution (see his ‘Sainte Démocratie’, discussed later in his dissertation) and stood as a candidate for a parliamentary seat. However, his depiction of Montmartre as an alternative social order presents a more consistent and tempting vision to his readers of how France could and should be without the management of the bourgeois regime. Jossot, whose anarchist work was most influential between 1894 and 1907, was a self-pronounced individualist who used caricature to rebel against standards of art established by the academy and against standards of appropriate behaviour as set out by the longstanding bourgeois codes of conduct. Jossot openly denounced (and grossly oversimplified) the anarchist movement as a whole for being too conformist in its internal hierarchy, specifically blaming the rank and file anarchists for meekly following directives from above. He nevertheless personified the individualist anarchist who refused to support anyone other than himself. Aristide Delannoy, whose career started in 1900 but was cut short by his premature death in 1911, represented the anarcho-collectivist position. Openly identifying as an anarchist, Delannoy used his connections with the mining community in the Pas-de-Calais region to denounce the systematic abuse of the working classes. His work typically portrayed the moment of rebellion as when the worker rose up against the regime and the overlords of capitalism. Jules Grandjouan was a self-professed revolutionary syndicalist. He was the main poster artist and one of the most prolific press artists for the Confédération Générale de Travail (CGT) and their organ, La Voix du Peuple, between 1900 and 1911. His work featured scenes of revolt by the working classes or of the harmonious society that the workers could expect once the bourgeois regime had been overthrown. These four models do not exhaustively represent the diversity within the anarchist movement but they reveal how anarchism was a broad umbrella term for a group of people who each had their own reasons for rebelling against the capitalist authority. Their work and presence in the field of protest art had an inspirational effect on other artists and anarchist sympathisers, helping to define the place and role of the artiste engagé within this movement.
Literature Review
The existing literature on artists’ engagement in politics in general and in graphic satire in particular presents the artists of Paris at the end of the nineteenth century as primarily accessories to the polemical debates, such as in relation to the Dreyfus affair, and not as leading figures in the political scene. Their political art has been thoroughly analysed but with the focus resting heavily on the content rather than on the individual artist’s motivation and intentions. Artists in Paris over the pre-war years have mostly been described as a homogenous group whose anarchist or socialist sympathies were of interest only so far as they supported leading journalists such as Jean Grave. Their own writings and contributions to political campaigns have been largely ignored and left unanalysed for the potential insights they give to the historian about how the artists saw themselves and wanted others to see them in this period. This study aims to correct this oversight by asking the following questions: How did the artist identify himself both in the press and in the world of academia and what roles did he envision for himself? How did the artist create a public persona to project this self-identification and how did the different media (both written and visual) chosen affect the presentation and reception? This question will cover the strategies and styles the artists employed, like realism and humour, to create a distinctive and unique persona. Finally, how did the artist engage with other artists both within the framework of the anarchist movement and in more academic contexts and how did the artist’s self-projection change when directed towards his peers? This study will conclude that the work produced by the four artists in this study - particularly work including self-portraits -, combined with how they conducted themselves to a public audience, projected a personalised version of the artiste engagé which influenced the public perception of what role that artist should have in the political debate to a greater or lesser extent depending on the artist. 
The politics of art in the nineteenth century
The four artists in this study were products of a century of change in the politics of French art. The sequence of events that Albert Boime outlines, in The Academy and French Painting in the Nineteenth Century, is useful for this study as it provides the groundwork for explaining why press artists at the end of the century were able to branch out into innovative styles. As Boime shows, the art industry in France in the 1830s was divided between the Academy (whose outwardly non-political aim was to improve the skills of its students and conserve the traditional artistic styles) and the “juste milieu” artists who, rejected by the Academy, competed with their former masters for sponsorship and the direction of public tastes.[footnoteRef:36] The state supported “juste milieu” artists founded the École des Beaux Arts in 1817 and used government sponsorship to create art which promoted the public image of the constitutional monarchy. The Academy declined as the state-dependent artists grew in power and prestige, winning over the buying public with their larger, more frequent exhibitions aimed towards exhibiting artwork for sale rather than artwork to impress.[footnoteRef:37] Able to depart from the rigidity of the Academic regime, the programme of state sponsorship at the École meant that innovative styles which would have remained marginal in an Academic art world were allowed to flourish. This paved the way for an independent avant garde to gain attention and influence, ultimately using the public’s attraction to innovative art to break away from the previous generation. Boime does not go so far as to analyse the art produced by the avant-garde at the end of the century, which will be the focus of this study, but he does show, through the impressionists, the establishment of an artistic milieu which appreciated the documentary style of drawing that was important to press artists like Jules Grandjouan who were eager to reveal the hardship experienced the working classes. The impressionists famously shocked the art world by creating works which flouted the Academic requirement that a painting be “fini” or finished to a polished standard. They innovated by painting as closely as possible from observation rather than following the patterns and models favoured by the Academy to teach drawing technique. Though they were not offered sponsorship from the government and therefore not formally in league with the state, these artists supported the government’s narrative, current at the beginning of the Third Republic, stating that order and rationality had returned to France after the chaos of the defeat by the Prussians and the wounding fiasco of the Paris Commune.[footnoteRef:38] Though Boime indicates that this support of the government indicated a nationalist sentiment among the impressionists, his study does not explore much deeper into the personal feelings behind the artwork, which will be the focus of this dissertation. [36:  Albert Boime, The Academy and French Painting in the Nineteenth Century, (New Haven, Yale University Press, 1971).]  [37:  Patricia Mainardi, The end of the Salon : art and the state in the early Third Republic, (Cambridge, University of Cambridge Press, 1993).]  [38:  Albert Boime, Art and the French Commune, Imagining Paris after War and Revolution, (Princeton, Princeton University Press, 1996).] 

The authors of a collection of essays edited by Phillip Dennis Cate and Mary Shaw are more diverse in their approaches to the innovations and political activity of the Montmartre avant-garde.[footnoteRef:39] They show how, In reaction to the sober works of the impressionists, a new avant-garde arose in Montmartre with the objective of rehabilitating French wit in the tradition of Rabelais, calling on his works as a blueprint for what French humour should be. The assessment of the tongue-in-cheek, anti-academic and anti-institutional work produced by this avant-garde has been useful for this study in part for the brief introduction to the milieu in which Willette established his public persona but also for the presentation of how that milieu was a source of ongoing inspiration and momentum for the fraternity of artists who settled in Montmartre. Basing themselves both geographically and spiritually in Montmartre, their humour and ideas were spread through an eclectic society of artists, writers and performers who seemed to playfully compete against each other to be the most outrageous. Started by Émile Goudeau in 1878, the Hydropathes (whose membership included Paul Arène, Léon Bloy, Paul Bourget, Sarah Bernhardt, André Gill, Émile Cohl and Laurent Tailhade), later renamed the Hirsutes, were the precursors to the Salon des Artistes Indépendants who set up magazines and weekly meetings to share their art and ideas. The above mentioned collection of essays shows how the Montmartre avant garde, defined by their self-proclaimed nickname the Incohérents, were a major influence for artists starting their training in the 1880s and 1890s, the artists who will be the case studies for this research. The essays, however, are focused on this community spirit, rather than on the lives of individuals, and take for granted the incohérents’ insistence that they were non-political, though they were sceptical and mocking of everything political, and preferred to see themselves in a light of carefree bonhomie. The essays agree with the existing consensus that for talented, academically trained artists (such as Adolphe Willette, Henri Pille, Toulouse-Lautrec and Caran d’Ache) to be happy to make fun of their classical training and to indulge in useless innovations meant that the political work produced by these artists was only a part-time occupation and that their activism was not a central part of how they saw themselves and wanted to be seen by others. [39:  Ed. Phillip Dennis Cate and Mary Shaw, The Spirit of Montmartre: cabarets, humor, and the avant-garde, 1875-1905, (New Brunswick, N.J., Jane Voorhees Zimmerli Art Museum, Rutgers, the State University, 1996).] 

This study hopes to demonstrate that this willingness to mix a fine arts education and new experimental and easily reproducible art works is a distinctive behaviour of a younger generation defining itself in opposition to what came before. This study relies on what Pierre Bourdieu writes about the distinctions of taste and cultural output which are closely related to class and age distinctions, among other identifying distinctions which segregate society into groups.[footnoteRef:40] The use of symbols as a coded language is a central theme of this study and Bourdieu supports this theory in his assessment of art works which act as symbols of a class or subgroup since they are designed to appeal (even subconsciously on the artist’s part) to members of the artist’s group and, in so doing, define that group as having different tastes, cultural interests and political visions to other groups. As such, an art work both creates a group to whom it appeals aesthetically and defines the group by symbolising what makes their taste different to others. This effect, as will be seen, played an important part in how artists created public personas for themselves as the producers and central figures of the group identity. Bertrand Tillier analyses this process of class distinction in his study of the ephemeral printed image.[footnoteRef:41] He shows that the art of the printed press, relegated to the undignified and vulgar popular arts since the seventeenth century, was largely ignored by the art critics of the day. Art forms dismissed as ephemeral did have their champions, such as Baudelaire who defined the nineteenth century as a period of ephemerality and Rimbaud who openly stated that he liked popular art.[footnoteRef:42] It was not until the end of the century with the explosion of the popular press that print culture became a medium of choice for serious artists. This study will take Tillier’s conclusion further to show how, for the artists, their use of the popular press was both a way to define themselves as different from the previous generation and a way to reach out to a popular audience which they wanted to cultivate as the future citizens of a post-revolutionary, idealised social organisation, an ambition which was inherently political. To a certain extent, the poster bucked this trend by starting its rise to fine art status in the 1830s. According to a study by Bradford R. Collins, the lion’s share of this process was thanks to the efforts of Jules Chéret whose romantic and erotic adverts for the opera and venues of popular entertainment helped pave the way for others artists to make names for themselves on the streets of Paris.[footnoteRef:43] This study builds on Collins’ point, which is principally made through research on the artistic merit of Chéret’s posters, that the artists appreciated the exposure they could get from making posters to explore how they used this exposure to promote their self-image as engaged artists and how the spectators reacted to their work, thus demonstrating the success of their self-projection.  [40:  Pierre Bourdieu, La Distinction: Critique Sociale du jugement, (Paris: Éditions de Minuit, 1979).]  [41:  Bertrand Tillier, « L’éphémère imprimé & illustré : un objet à la lisière de l’histoire de l’art du xixe siècle », Fabula / Les colloques, Les éphémères, un patrimoine à construire, URL : http://www.fabula.org/colloques/document2921.php, accessed 02/02/2019.]  [42:  Tillier, “L’éphémère imprimé & illustré”, p. 4.]  [43:  Bradford R. Collins, “The Poster as Art; Jules Chéret and the Struggle for the Equality of the Arts in Late Nineteenth-Century France.” Design Issues, vol. 2, no. 1, 1985, pp. 41–50. JSTOR, www.jstor.org/stable/1511527.] 

Caricature
This study adopts the view established in the existing literature on the history of caricature and satirical art in the press that the role of the caricaturist was to be someone who deforms the ideal standards of beauty and thereby forces the readers/viewers to question their cultural and social preconceptions. Werner Hoffman’s work spanning the history of caricature from Rome to the Renaissance to the 20th century, has been useful for his conclusion that caricature was a reaction to codified standards of beauty.[footnoteRef:44] Caricature distorts the idealised beauty in a “conscious protest” in an attempt to show that those ideals were illusory. This study will make the additional case that caricature also had a useful social function because it gave the caricaturist’s intended readers a language through which they could tackle the social taboos that they, along with the caricaturist, felt stifled their freedom of expression. During the French Revolution, caricature came to the fore as a preferred expression of disgust for the monarchy and the aristocracy among the popular classes.[footnoteRef:45] Over the nineteenth century, as caricature was increasingly found in illustrated journals, the intended audience became more select, targeted at the bourgeois readers who could afford illustrated journals on top of more general newspapers. Caricaturists echoed the positivist narratives which naturalised class difference and reassured the bourgeoisie that they were justified in their social superiority.[footnoteRef:46] This process was reversed by the end of the century when a new generation of anarchist artists, frustrated by the preferential deference to the bourgeoisie in the press, produced journals for the proletariat whose illustrations were voiced in working class dialects.[footnoteRef:47] This study points out that the deliberate targeting of the working classes, so that they could see themselves the authors of their own humour at the expense of the bourgeoisie and the governing elite, was a political act on the part of the artist which established their public persona as anarchic. [44:  Werner Hoffman, Caricature from Leonardo to Picasso, (New York, Crown Publishers, 1957).]  [45:  Antoine de Baeque, The French Revolution and the Meaning of Citizenship, ed. Renée Waldinger, Philip Dawson, and Isser Woloch, (Westport Connecticut and London, Greenwood Press, 1993).]  [46:  James Cuno in The Popularisation of images: Visual Culture Under the July Monarchy, ed. Petra ten-Doesschate Chu and Gabriel P. Weisberg, (Princeton University Press, 1994), p. 36.]  [47:  Anne-Marie Bouchard, Figurer la société mourante. Culture esthétique et idéologique de la presse anarchiste illustrée en France, 1880-1914, University of Montréal, 2009, p. 54.] 

Caricature also gave artists a medium to question cultural assumptions in ways that classical, formal art could not. This dissertation refers frequently to Ernst Gombrich, who, in Art and Illusion, discusses how artists use representation and interpretation to deliver an ironically deformed version of reality.[footnoteRef:48] This study will develop on Gombrich’s point to say that this deformation was highly stylised and unique to the artist, thus becoming a part of their signature work which identified them to the public. Gombrich’s conclusion is based on the observation that caricaturists use suggestive sketches which create an expressive approximation of a likeness. They indulge in a game of graphic play, creating visual puns (such as the image of a rabbit which, turned on its side, looks like a duck) to trick and amuse their readers while insinuating insults for their antagonists. It is a game for the reader to recognise the identity of the likeness, not from its realist representation, but from the references to reality hidden in the puns or the accurate depiction of the typical expressions of that individual. The expressive depiction departs from the standards of beauty because the likenesses were distorted by exaggerated facial expressions.[footnoteRef:49] The accuracy of the association between the individual and the expression, however, ensured that the caricature became an unforgettable part of that individual’s public face, permanently turning them into an object of ridicule. In an essay discussing the theory of iconology, Gombrich points out that caricatures adhere to a fixed code created out of the artist’s personal way of deforming his subjects and so can be read like a map, using the caption as a key.[footnoteRef:50] Drawing on how artists use deformity and suggestive likenesses in caricature, this dissertation will explore how artists create idiosyncratic visual languages to establish an exclusive means of communication with their complicit readers. [48:  E. H. Gombrich, Art and illusion : a study in the psychology of pictorial representation, (London, Phaldon, 1972).]  [49:  Serenity was considered by the classical Greeks and adopted by classicists to indicate internal beauty or majesty. Umberto Eco, On Beauty, (London, Secker and Warburg, 2004), p. 45. The expressionless face was also considered beautiful because it ensured the features remained symmetrical. Gombrich, Art and Illusion, p. 297.]  [50:  See W. J. T. Mitchell, Iconology, Image, Text, Ideology, (Chicago and London; University of Chicago Press, 1986), pp. 88-91.] 

Nineteenth and early twentieth century commentators on caricature tended to focus on the most famous caricaturists of the nineteenth century, André Gill, Cham (Amédée de Noé), Henri Monnier, J. J. Grandville, Paul Gavarni and of course Honoré Daumier, ending their histories at the end of the Second Empire. Despite this focus on individual artists, however, their work is mostly descriptive and relies on speculation about the artists’ intentions based on the work produced rather than drawing on the artists’ habits and activity beyond their press art. These studies were also written from the perspective of the art critic rather than the art historian and the conclusions drawn lean towards judging the quality of the art rather than the political implications. Bayard, in particular, was scathing of the caricature produced in the 1890s, claiming that it relied too much on obscenity to be of high political value.[footnoteRef:51] In a comparison with the sedate humoristes, however, he described caricaturists as more daring and individual in their humour with distinctive signature styles that gave them widespread appeal among the general public. Champfleury analysed the leading caricaturists of the nineteenth century in conjunction with the original characters which they created or embellished on in their representations of the everyman in their narratives: Daumier with Robert Macaire, C. J. Traviès with Mayeux and Henri Monnier with Monsieur Prudhomme.[footnoteRef:52] These characters were used as protagonists or as objects of ridicule in the caricatures’ narrative. This study finds these contemporary accounts of caricature useful because of how they draw attention to how caricaturists and satirists distinguished themselves through the creation of original characters or signature art styles. In Les Mœurs et la Caricature en France (1888), John Grand-Carteret described political and social caricature from the sixteenth century through to the nineteenth with the bulk of his work focused on the last century.[footnoteRef:53] Like the others, he paid special attention to Daumier, Gavarni and Grandville who he called the masters of modern caricature. His interest, however, was more the subject matter of the caricature, in particular the depiction of monarchs and emperors. He also studied the interaction between the caricature magazines and the censors, lamenting that once this conflict had been resolved in 1881, the quality of political caricature decreased for want of a satisfying antagonist. Unlike the others of his period, his work looks at caricaturists as a profession rather than individuals, therefore focusing less on individual and distinctive style and more on the general themes which appeared in graphic satire.  [51:  Émile Bayard, La caricature et les caricaturistes : ouvrage orné de nombreux dessins des principaux artistes et de portraits par l’auteur, (Paris: C. Delagrave, 1900), accessed at https://gallica.bnf.fr/ark:/12148/bpt6k6281912h, 24/01/2019.]  [52:  Champfleury, Histoire de la caricature moderne, (Paris: E. Dentu, 18?), accessed at https://gallica.bnf.fr/ark:/12148/bpt6k205641c, 24/01/2019.]  [53:  John Grand-Carteret, Les mœurs et la caricature en France, (Paris: Librairie illustrée, 1888), accessed at https://gallica.bnf.fr/ark:/12148/bpt6k9693359b, 24/01/2019.] 

More recent studies of the production and the consumption of caricature in the early nineteenth century show how the demand for caricature, in particular political caricature, increased steadily over the period in conjunction with the ever improving printing technology. This approach is useful, especially when trying to gauge how the artist’s public presence was received by their readers. Though these studies typically do not look at the artistic journals at the end of the century, their methodology can be applied to the analysis in this dissertation. Recent studies are also useful for how they draw attention to the genealogy of dissent through graphic satire in opposition to repressive press laws. Political caricature was restricted severely by successive regimes from 1835 onwards (with brief interludes of freedom during the Second Republic and the Paris Commune). Richard Goldstein offers a useful history of the censorship of caricature over the course of the nineteenth century.[footnoteRef:54] Successive governments, fearful that seditious images would incite anti-government action among the illiterate or poorly literate classes, imposed harsh fines, restrictive printing laws and prioritised the rights for the so-called victims of caricature. Caricaturists struck back through an elaborate language of symbols and metaphors which managed to ridicule the authorities while slipping through the nets of the censors, a strategy which continued even after the end of censorship, a point which Goldstein neglects in his concluding chapters. Goldstein argues that the end of the nineteenth century marked a collapse in the quality of political caricature because the lack of censorship meant that the caricaturists no longer had such a visible and obvious target for their ridicule. This opinion, which seems to rely on Bayard’s and Grand-Carteret’s testimony, should be contested because it does not take into account the innovations made by the Incohérents and the anarchists who, despite not calling themselves caricaturists or even politically motivated, continued the tradition of forcing readers to reassess their preconceptions and the fact that the sceptical attitude towards politics was a political stance in itself. It can nevertheless be said that censorship provides an ideal atmosphere for creative reaction through caricature. David Kerr focuses on Philipon and La Caricature and the battle against first the July Monarchy and later the heavy censorship laws imposed on caricature journals in 1835 and the birth of a new tradition of French satire in the press. He shows how Philipon came to personify caricature’s struggle against the state due to the wider depiction of him in both the French and international press, turning him into a celebrity and a symbol of rebellion against a repressive regime.[footnoteRef:55] The point that an individual from the arts can become the symbol for a political movement will be highly relevant to this study. [54:  Goldstein, Censorship of political caricature.]  [55:  Kerr, Caricature and French political culture, p.3] 

James Cuno studied the reading habits of French consumers and the popularisation of press illustration in France in the first half of the nineteenth century.[footnoteRef:56] Caricature mainly fed the bourgeois (the class of the artists and the paying public) appetite for images and, though sympathetic with the working classes, the purpose of the caricatures was to reassure the middle classes that they were not in danger of being overrun by violent groups. Caricaturists established an idiom of stereotypes which made use of popular scientific theories to demonstrate that class was a biological and not a social phenomenon.[footnoteRef:57] Elizabeth Menon made an in-depth study on the fictional character Mayeux, telling a story of how he was created and adopted by several artists to become a symbol of the everyman.[footnoteRef:58] He represented the cunning if vaguely repulsive petit bourgeois, possibly placed at or just below the social status of the reader, who could either be a successful trickster or the victim of the caricaturist’s mockery. His grotesque features were juxtaposed with his warm heart which appealed to a wide audience and turned him into a highly versatile and multidimensional popular antihero. These studies demonstrate how caricature developed around a stylised idiom of stereotypes which could be adapted to fit different settings but were always recognisable and welcomed by the readers. The characters became laden with symbolic and layered cultural meaning which was only fully accessible to those readers familiar with the caricaturist’s cultural and political background. These characters were the forebears of artists' self-portraits/personas which were used to represent the artist’s complex and multilayered political and social position.  [56:  Cuno, The Popularisation of images.]  [57:  See Judith Wechsler, A Human Comedy: Physiognomy and Caricature in 19th Century Paris, (Chicago and London, University of Chicago Press, 1982).]  [58:  Elizabeth K. Menon, The Complete Mayeux. The use and abuse of a French icon, (Berne, Peter Lang, 1998).] 

Studies into the later half of the nineteenth century show how caricature continued to be a preferred medium of protest and political sedition in the press. Bertrand Tillier, in La Républicature, explores the idea of the body as the focus of caricature, drawing the conclusion that the caricaturists’ art lay in exaggerating certain features of the body to make it appear that those features were in some way diseased or deformed.[footnoteRef:59] This conceptualisation of the body has been highly influential for the central argument in this dissertation because it reinforces the theory that the artist’s body can become a metonym for a political movement. In the case of caricature, deformity would be layered with cultural and social meaning to imply the victim of the caricature was morally or physically culpable of either committing a political crime or transgressing social taboos, the result being that the victim’s public standing or political authority would be compromised. Where the artist is portrayed, the aim is to turn the artist into a hero dressed in symbolic references to his political ideal. Alain Deligne centres his study around a definition of caricature as an image loaded with meaning, drawing on the Italian root caricare, to weigh down.[footnoteRef:60] This meaning was often an accusation so charger, the French translation of ‘to weigh down’, took on the implications of a public hue and cry. While Deligne’s focus on the etymology of caricature is useful, it does not see beyond the genre of caricature to assess how realist art could be used to weigh down the antagonist with guilt, as will be demonstrated in this study. Deligne explores techniques of adding weight, blame and implications of responsibility to a portrait in the portrait-charge. The overall effect is that the caricaturist changes the minds of his readers by altering their perspective. This point, as will be stressed in this study, is important because it is by altering the reader’s perspective that the artist can persuade the readers to see the need for a new kind of hero to idealise (in the place of the antagonist) and to see in the artist the model of that hero. Jacques Lethève brings the study of caricature into the Third Republic with his comprehensive history of caricature in the press during this period. It includes a study of censorship, a profile of the artists in general who went into caricature and an overview of the themes commonly picked up by the artists.[footnoteRef:61] Lethève stresses that visual satirists based their mockery on observation of society around them, leading to a prominence of social commentary aimed at the artists’ own social milieux.[footnoteRef:62] This familiarity allowed the artists to reach out to the readers through shared references to form a community around a discourse of visual images. This discourse consisted of knowledge and social references which made up the layers of irony in the artist’s humour. The potential and effectiveness of this means of building a relationship between the artist and the working classes in particular as seen and exploited by the anarchists will be discussed at length in this study. [59:  Bertrand Tillier, La Républicature: La caricature politique en France 1870-1914., (Paris, CNRS Éditions, 1997).]  [60:  Alain Deligne, Charger.  L'Idée de poids dans la caricature, (Pairs, L'Harmattan, 2015).]  [61:  Jacques Lethève, La Caricature et la presse sous la IIIe République, (Paris, A. Colin, 1961). Caution should be taken with this text as it contains a few inaccuracies, for example the Grandjouan’s biographical details appear to be confused with Delannoy’s. ]  [62:  Lethève, La Caricature et la presse, p. 128.] 

The object of this study will be to investigate the intentions of the artists as well as the content and context of their work. Marcia Pointon has pointed out that, particularly in the case of the costumes worn by the subjects of portraits, too much dependence on the assumption that the artist and sitter have made conscious choices about every aspect of the portrait runs the risk of misunderstanding the cues of fashion and social context which were outside of the artist’s control.[footnoteRef:63] Care should be taken, then, not to presume that every detail in a portrait is deliberately laden with meaning for the reader to find and use in their comprehension of the artwork. This warning is similar to the poststructuralist position, triggered by essays by Roland Barthes, Michel Foucault and Jacques Derrida in the late 1960s and 1970s, that rather than interpreting a text through an analysis of the author’s biography and possible intentions, a text should be read and understood on a linguistic and textual level without speculation about the intentions behind the narrative voice.[footnoteRef:64] In the place of analysing an artwork from the perspective of a single subject, a plurality of subjects have taken its place allowing for various alternative interpretations, all of which could be taken as valid.[footnoteRef:65] Caricature, however, stands out, as an art genre, for being more interested in delivering a specific message than accurately presenting a likeness or recording a moment in history. Deligne’s point that caricatured portraits are loaded with meaning which convey a weight of responsibility and blame on the subject means that the reader will be looking for cues within the details of the portrait in order to find puns and ironies proposed by the artist.[footnoteRef:66] While, as Linda Hutcheon has pointed out, these ironies cannot be said to be entirely of the caricaturist’s creation - that is irony is an indirect form of communication which requires the reader to interpret a cue through lateral thinking based on a shared discursive context, the purpose of caricature is to act as a form of visual communication between the caricaturist and the reader which is heavily reliant on non-verbal symbols including the details of the subject’s dress and appearance.[footnoteRef:67] For this reason, this study will focus on the artists and their self-presentation as a useful angle from which to investigate caricature as it uncovers the mechanisms of the discursive relationship which allow caricaturists to become unofficial leaders in political opinion. [63:  Marcia Pointon, Hanging the head. Portraiture and social formation in eighteenth-century England. (New Haven and London: Yale University Press, 1993), p. 111.]  [64:  See Seán Burke, The death and return of the author: criticism and subjectivity in Barthes, Foucault and Derrida, (Edinburgh, University Press, 1992), p. 21. This approach to criticism and textual analysis has been hotly contested since its emergence. See William Gass’ ridicule of Barthes’ essay, ironically suggesting that Barthes was calling for his own suicide. William H. Gass, “The Death of the Author.” Salmagundi, no. 65, 1984, pp. 3–26. JSTOR, www.jstor.org/stable/40547668, p. 3. The criticism of realism, which claims a neutral style of writing in which the author’s voice is reduced to an objective recount of facts, has pointed out that it is not possible to separate objectivity and subjectivity and that the author’s bias will always have an impact on the text. See Linda Nochlin, Realism, (London, Penguin Books, 1971), p. 15.]  [65:  This pluralist position on art history is not without its critics. Keith Moxey argues that tensions still exist between the various interpretations and that challenges to the status quo are diffused and muted by the cacophony of competing viewpoints. Keith Moxey, “After the Death of the ‘Death of the Author.’” The Practice of Persuasion: Paradox and Power in Art History, (Ithaca, London: Cornell University Press, 2001), pp. 124–142. JSTOR, www.jstor.org/stable/10.7591/j.ctv3s8mnj.11, p. 128.]  [66:  Deligne, Charger.]  [67:  Linda Hutcheon, Irony’s edge: the theory and politics of irony, (London, Routledge, 1995), p. 11.] 

Humour
One of the questions addressed by this research asks how humour can contribute to the creation of a distinctive public persona. To answer this question, the role of humour in building communities and solidarity must first be understood. Looking at the theory of humour in general terms, theorists have attempted to explain why certain situations are amusing or bring pleasure. The oldest theory is the Theory of Superiority attributed to Aristotle and most famously developed by Thomas Hobbes.[footnoteRef:68] This theory maintains that something is amusing because it makes the individual feel superior in some way to the target or butt of the joke. The most obvious example is slapstick where a fool clumsily performs or fails to perform a task in a way that makes the spectator feel superior but can also, depending on the spectator’s level of insight into how the performance was done, command admiration for the artifice of simulating the clumsy action. This insight was recognised by Baudelaire as a sign that the comedian has managed to communicate to the spectator what he understood to be an essential duality in humanity. The spectator is both superior and inferior, both better than the clumsiness of the buffoon and still susceptible to mistakes, clumsiness and, most damning - to Baudelaire - being caught in the undignified state of laughter.[footnoteRef:69] Henri Bergson, a theorist and critic who was contemporary to the artists in this study and writing half a century after Baudelaire, provided a version of this theory when he claimed that humour derived from watching a person act in a mechanical way that was less than human. Their clumsiness or inability to perform everyday tasks made the viewer feel superior.[footnoteRef:70] Similarly, comparisons between humans and animals and humour based on grotesque representations of humanity can be explained in the terms of the superiority theory, as demonstrated by Simon Critchley.[footnoteRef:71] Animals are compared to humans in a way which is favourable to the animals, thus making the human target look worse than beasts and definitely beneath the intelligence and mental dexterity of the joker. Christie Davies developed this theory in his book on ethnic humour.[footnoteRef:72] He suggested that an important part of ethnic humour was based on picking on a group who is either of a different nation or a sub-group within the humorist’s nation by making them appear stupid. This would then appease the humorist and the spectator’s doubts about their own failings because these seem less severe than the stupidity of the other group. What the superiority theory of humour provides for this study is an understanding of how the humorist can build a rapport with the reader by creating an ‘us’ group at the expense of the ‘other’, the butt or the antagonist of the humour. This effect is strongest if humour is analysed from the angle of superiority since, with the other theories to be examined next, the explanation for humour does not require that there is an antagonist. [68:  John Morreal, The Philosophy of Laughter and Humour, (Albany, State University of New York Press, 1987).]  [69:  Charles Baudelaire, Variétés critiques, volume I: La Peintre romantique et volume II: Modernité et surnaturalisme, 3˚ édition, (1924), accessed at gallicalabs.bnf.fr/Bibliothèquedel'INHA on 30/06/2015, pp. 101 and 114. ]  [70:  Henri Bergson, Le rire. Essai sur la signification du comique, (1900), (Paris, Éditions Alcan, 1924), p. 16.]  [71:  Simon Critchley, On Humour, (London and New York, Routledge, 2002), p. 29.]  [72:  Christie Davies, Jokes and their Relation to Society, (Berlin, New York; Mouton de Gruyter, 1998).] 


The second (in chronological terms), and possibly most prominent, theory is that of incongruity. This theory suggests that when a juxtaposition of two or more stimuli strike the viewer as odd or surprising, if the result of the juxtaposition is benign (as opposed to offensive or frightening), then the viewer will laugh or be amused.[footnoteRef:73] This theory acknowledges that incongruity is not sufficient for humour to occur but it is a necessary factor.[footnoteRef:74] It is the oddness in what the person sees which appears funny because it offers an alternative and often strikingly different interpretation to the literal meaning or original impression. The popularity of the theory of incongruity probably stems from its ability to explain how the perception of an incongruous occurrence can stimulate the mind to think of alternative logical explanations. This in turn explains the subversive effects of humour such as its potential to shake up preconceived visions of how society should be organised.[footnoteRef:75] Observation of this subversive effect will play an important role in this study of political satire because, for the most part, the intention of the artist was to undermine the existing power balance or to challenge a social taboo. By associating their work with humour, in particularly a wry, ironic humour which maintains the seriousness of a situation, the artist can establish a lighter tone to their public persona which ultimately makes them appear more human and relatable to their readers. A humorist can point out an ironic incongruity to the reader in order to draw attention to the presence of injustice or neglect that had previously been passed over as insignificant. Though the irony may exaggerate the incongruity, this is necessary in order to draw attention to the point the humorist wants to make. The exaggeration also makes the humorist’s humour stand out as a prominent feature of their self-projection. [73:  Several theorists have taken issue with the emphasis that early humour theories place on laughter. Clark and Martin both use amusement rather than laughter as a better tool for analysis as it allows for more subtle demonstrations of humour. See John Morreall, The Philosophy of Laughter and Humour, pp. 146 and 175.]  [74:  ‘Michael Clark, Humour and Incongruity’ in Morreall, The Philosophy of Laughter and Humour, p. 150.]  [75:  ‘Mike W. Martin, Humour and Aesthetic Enjoyment of Incongruities’ in Morreall, The Philosophy of Laughter and Humour, p. 180.] 


A third theory, put forward by Sigmund Freud, is the relief theory.[footnoteRef:76] Freud’s thinking was based on an analysis of the physical manifestations of humour, in particular laughter. He recognised that laughter was an uncontrollable, impulsive action seemingly triggered by an accumulation of emotional tension. This tension could be caused by suppressing desires to breach social taboos or negative emotional energy the release of which would violate social convention. A joke which plays with convention allows the listener to release some of that emotional energy in laughter as they play with the topics that cause the build up. Freud’s laughter is uneasy, almost guilty but healthy in its function to minimise violent outbursts. Freud’s theory, while interesting, has only secondary importance for this study which will mainly study humour from the angles of superiority and incongruity. The idea that laughter and amusement are intensified by building tension, however, should be kept in mind and has reappeared in later theories. Simon Critchley suggested that time changes and becomes distended while a joke is being told.[footnoteRef:77] For the joke teller and the listener(s), a joke is an occasion for all parties to enter into a different way of thinking, one which suspends normal logical reasoning for a joke logic which, while making a certain kind of sense on its own, never fully resolves all the incongruities and therefore exists outside of or alongside to reality. Anticipation builds over the course of the joke as the listener(s) wait(s) for the resolution in whatever incomplete form it may take. The punchline, when it comes, is sudden and signals an abrupt return to normal passage of time and logical reasoning. The juxtaposition of the seeming perfection of the resolved joke logic alongside the insufficiency of this logic to meet normal standards of reason is pleasurably surprising and amusing. The amusement comes as much from the effort of solving a puzzle offered by the joke, playing with distended logic as well as distended time, as it does from the sudden release of tension but the tension is an important part of the pleasure since it allows the anticipation to build. Though visual humour cannot be imparted according to a specific timing controlled by the humorist, the theory of the distention of time still applies. The reader approaches the visual humour with an air of anticipation because s/he is expecting to find an amusing pun or ironic reference. To the reader, the humorous drawing is a visual cipher to decode, opening a suspended state until the reader fully appreciates the humorist’s irony-laden message. While this study mostly looks at artwork produced for propaganda purposes, whose purpose is to create an immediate and shocking impact, analysis of how an extended perusal of an intricate piece of satire can build tension in the reader can be helpful in so far as it reflects how a reader can become emotionally involved with the gradual development of a narrative through graphic satire. As the artist portrays, for example, an autobiographical experience in political activism through a series of satirical drawings, the reader becomes more committed to the cause the artist stands for, thereafter associating that artist with the cause. [76:  Sigmund Freud, Wit and its relationship to the unconscious, (London, T. F. Unwin, 1916).]  [77:  Critchley, On Humour, p. 7.] 


None of these theories are sufficient to encompass all the possible manifestations of humour but, put together, they help to define the important aspects of why certain situations are amusing. Theories which look at the application of humour to society and the relationships between humans that are built as a result of humour incorporate elements from all three of the theories. Mikhail Bakhtin, for example, in his study of carnivals, examines the importance of role reversal as a mechanism to release social tensions. Here, the incongruity of seeing poor peasants taking on positions of authority and being able to take control of the management of their township, creates an atmosphere of play and fun in which the peasants can enjoy watching their superiors look foolish.[footnoteRef:78] In this atmosphere, the hierarchical relationships that exist in the normal running of the society are tacitly ignored for the duration of the festival. This relieves social tensions because, unlike in a revolution, the tensions are not permanently reversed but the lower classes can still let go of their frustrations and anger for long enough to refresh their self-esteem. The result is that the bonds formed in that society through the hierarchical relationships are reinforced since the peasants willingly return to their lowly status at the end of the festival period. The way in which all three of the main explanations for humour are identifiable in Bakhtin’s explanation is a good indicator of how a combined approach is the most useful for understanding humour. [78:  Mikhail Bakhtin, L'œuvre de François Rabelais et la culture populaire au Moyen Age et sous la Renaissance, (Paris; Gallimard, 1970).] 

The application of humour in art and literature is a widely documented field which has been very informative for this study on graphic satire where art and writing combine. Irony and parody have a prominent place in both visual and verbal satire. Linda Hutcheon, in her discussion of irony, argued that irony is developed in a dialogue: it is not simply made to be ‘got’ by the reader, but requires invention and interpretation on both sides to become humour.[footnoteRef:79] This interpretation has been highly influential for this study as it shows how irony is instrumental in creating a rapport between humorist and reader. Irony is a means of communication which allows subjects to share their alternative interpretations or observations regarding a text or spoken word. Acknowledgement of these shared alternative views both leads to the creation of and reinforces the existence of discursive communities which are built on shared visions of the world. This study applies Hutcheon’s theory to caricature, where the humorist signals irony to the reader by portraying an antagonist in an incongruous situation which is made more incongruous by tacit knowledge about that antagonist. The reader, who shares this knowledge with the humorist, will be able to read the caricature as it appears on the page but also see layers of subtext in which she can imagine the indignation or dismay of the antagonist at being caught in such a state and the implications that the state, figuratively and realistically, would have for the antagonist’s public status. For example, a politician caught naked would evoke both the politician’s embarrassment and the assumption that the politician is hiding compromising secrets from the voting public, an assumption made ironic by the outwardly honest persona the politician projects. Nakedness would then symbolise the dismantling of that politician’s dignity and the credibility of his public persona. [79:  Hutcheon, Irony’s edge, p. 11.] 

Parody is another technique frequently used in graphic satire to establish a rapport between humorist and reader as it also relies on shared knowledge of the original text or context. Jerry Palmer and Margaret Rose both studied parody and came to similar conclusions.[footnoteRef:80] Parody can be both detrimental and celebratory of the original text (by drawing attention to an original text, parody extends the life of that text). The text itself could be the target of satire or the text could be a vehicle to target something/one in the satirist’s contemporary society. The text, thereby, is a source of shared cultural knowledge to form the basis of a humorous code. These theories for irony and parody can both show how humour can form ties between individuals in interpersonal languages based on shared experiences and sense of humour. When applied to visual humour, these languages are formed out of metaphors and symbols which are recognisable to and resonate with the reader and the satirist. The humour creates a bond which can form the basis of a political or socio-cultural group who use their shared humour to subvert the mainstream interpretations of public discourse. As Davies points out in his study of ethnic humour, a shared sense of humour is an important foundation to a sense of belonging and is therefore invoked to deal with disquiet when foreigners intrude or threaten the familiar.[footnoteRef:81]  [80:  Jerry Palmer, ‘Parody and Decorum: Permission to Mock’ in Beyond a Joke, ed. Sharon Lockyer and Michael Pickering, (Houndmills, Palgrave Macmillan, 2005). Margaret Rose, Parody: Ancient, modern and post-modern, (Cambridge, Cambridge University Press, 1993).]  [81:  In his study on the Dreyfus affair, Richard Griffiths points out how quickly a humorous language of symbols was picked up on each side of the divide. Despite having very similar strategies, the two lexicons were easily and instantly distinguishable. The two sides developed their own ironic subtexts to immediately share with their sympathisers their feelings on the development of the polemic. Richard Griffiths, The use of abuse: the polemics of the Dreyfus affair and its aftermath, (Oxford, New York: Berg, 1991), p. 4.] 

Anarchism
The four artists in this study all identified with anarchism in some way and used their art to publicly express their political allegiances. Among the questions asked in this study will be what role the artists thought they could play in the anarchist movement. To understand how they might have been received and why they thought that the anarchist movement needed the involvement of artists specifically, the context of anarchism needs to be researched. Jean Maitron’s history of anarchism, based on research done in the 1950s, is a leading text on the subject, and has been highly influential for this study, as it documents in impressive detail the development of the anarchist movement in France from its origins in Marxism to its apogee in the first decade of the twentieth century to its modulation into communism in the 1920s.[footnoteRef:82] His history gives an account of how anarchist theorists like Fernand Pelloutier, Pierre Monatte and activists like Emile Pouget worked to infiltrate worker unions after it became clear that propaganda by the deed was only damaging the reputation of anarchism. While Maitron does mention the involvement of artists in propaganda activity, particularly in relation to the anarchist press, it is clear that artists were not his focus as they have only been given a peripheral role in his assessment. The same can be said of Jacques Julliard who built on Maitron’s research in the 1970s to focus on Fernand Pelloutier’s influence on the change from propaganda by the deed to direct action which was the founding principle of revolutionary syndicalism.[footnoteRef:83] This change turned anarchism into a movement focused more on the working class rather than the rebellions of discontented sons of the bourgeoisie. Julliard does not study in detail, however, how the work of artists helped to attract and hold the attention of the working classes. Publishing around the same time in 1970-1971, work by Peter Stearns and F. F. Ridley clarifies the place that revolutionary syndicalism had within the anarchist movement, indicating that it was only one of many theories and possible doctrines put forward by anarchist theorists, George Sorel, Griffuelhes and Yvetot among them.[footnoteRef:84] Ridley also nuanced the definition of revolutionary syndicalism, advising caution before deciding on its status as a fully formed doctrine endorsed and taken up by the proletariat worker unions. Rather, it was a group of ideas linked together and, as Stearns stresses, was only partially adopted by the unions. Both authors, possibly influenced by each other, claim that there was much more talk of revolution than action.  Roger Magraw corroborates this view when he writes that the CGT found itself haemorrhaging members by the mid-1910s, turning the CGT into a skeletal movement until a modest recovery in 1916-1917.[footnoteRef:85] This more delicate approach to analysing the rhetoric and reach of revolutionary syndicalism is an important reminder that the anarchists were not a homogenous group and that conflicting objectives and aspirations caused considerable difficulties between the rival factions. As this study will show, the artists at times fell foul of these tense relationships and had difficulty recruiting followers for their ideas among their fellow anarchist activists in the press.  [82:  Jean Maitron, Histoire du Mouvement Anarchiste.]  [83:  Jacques Julliard, “Fernand Pelloutier Et Les Origines Du Syndicalisme D'action Directe.” Le Mouvement Social, no. 75, 1971, pp. 3–32. JSTOR, www.jstor.org/stable/3807336.]  [84:  F. F. Ridley, Revolutionary Syndicalism in France: The Direct Action of its Time. (New York: Cambridge University Press, 1970). Peter N. Stearns, Revolutionary Syndicalism and French Labor: A Cause without Rebels. (New Brunswick, Rutgers University Press, 1971).]  [85:  Roger Magraw, A History of the French Working Class, Vol. 2: Workers and the Bourgeois Republic, (Blackwell, Oxford, 1992).] 

Pelloutier’s influence on the development of the anarchist movement has been of enduring fascination for historians. Writing later in 1991, Jeremy Jennings points to Pelloutier’s articles as influential in breaking the working class away from the Jacobinist tradition.[footnoteRef:86] He stresses that Pelloutier’s point that only the bourgeoisie had benefited from the 1789 revolution helped to delegitimise the Jacobin rhetoric that the Third Republic was the direct descendent of the revolutionary action and to justify the proletariat insurrection to overthrow the bourgeois regime. Several studies have analysed the transition of the working classes into an industrial age and the formation of a class consciousness complete with activists born of those classes hoping to defend the interests of those classes against the rest of society. Studies by Davide Turcato and Christopher Ansell show the influence that a need to find a practical way of realising the anarchist utopia had on the anarchist movement.[footnoteRef:87] For the revolutionary syndicalists in particular, the direct involvement of the working classes triggered a burst of enthusiasm and hope that regime change was imminent. The artists in this study shared this enthusiasm and, as Richard D. Sonn shows, came up with innovative methods to communicate with the working classes. Sonn connects anarchist theorists and the organisation of the working classes through the development of a “subcultural idiom” used to bypass the political elites in Paris.[footnoteRef:88] Through this idiom, the anarchists hoped to create a sense of exclusivity and group loyalty which would later be transformed into enthusiasm for a revolution. Anarchists like Emile Pouget used popular organs like Le Père Peinard, written in popular slang, to reinforce the impression that the anarchists shared a culture with the working classes and that a society built on anarchist ideals would be in the best interests of the working classes. Sonn is more attuned than others previously mentioned to the vital assistance that artists provided the anarchist movement but he, like the above mentioned historians, focuses more on the writings of leading anarchist intellectuals and journalists, thereby ignoring the graphic contribution. This study will show that artists, by injecting their personality into their work and extending that personality into their other activist activities, were able to have just as big an impact on the development and dissemination of anarchist thought as journalists.  [86:  Jeremy Jennings, “Syndicalism and the French Revolution.” Journal of Contemporary History, vol. 26, no. 1, 1991, pp. 71–96. JSTOR, www.jstor.org/stable/260631.]  [87:  Davide Turcato, ‘European Anarchism in the 1890s: Why Lanor Matters in Categorizing Anarchism’, WorkingUSA, vol. 12:3, (September 2009), accessed at https://doi.org/10.1111/j.1743-4580.2009.00248.x, 22/03/2019; Christopher K. Ansell, "Symbolic Networks: The Realignment of the French Working Class, 1887–1894," American Journal of Sociology 103, no. 2 (September 1997): 359-90; Christopher K. Ansell, Schism and Solidarity in Social Movements: The Politics of Labor in the French Third Republic, (Cambridge University Press, 2001).]  [88:  Richard D. Sonn, Anarchism and cultural politics in Fin-de-Siècle France, (Lincoln and London, University of Nebraska Press, 1984).] 

For primary materials on anarchism, this dissertation refers to texts by Peter Kropotkin, like The Conquest of Bread, the ideas of Fernand Pelloutier and the memoirs and correspondence of Jean Grave. The latter is of particular interest because Grave maintained extended relationships with several artists in Paris, including all of the four artists in this study. This insight into how the artists interacted with the anarchist press is a precious resource for understanding why the artists were so determined to be involved in politics and also shows another facet of their self-presentation. Kropotkin was influential in the anarchist movement for his seminal theories on the scientific legitimisation of anarchy and mutual aid and it is through reading his ideas that the context and inspiration for the artwork analysed in this study can be interpreted. Kropotkin defended the feasibility of the idea of the stateless society by demonstrating the “naturalness” of mutual aid in primitive and peasant societies.[footnoteRef:89] Using evolutionary theory to support his argument, Kropotkin claimed that “mankind” (he was notoriously antifeminist) had evolved to live in small societies built on relations of interdependence. He and other anarchist theorists like Grave and Pelloutier used these ideas to promulgate direct action by the working classes without relying on the parliamentary system.[footnoteRef:90] These ideas helped a branch of the anarchists, influenced by the works of Karl Marx and Friedrich Engels, to develop the communist ideology to fit their own unique political needs and context and claim that anarcho-communism was the natural alternative to either traditional feudalism or modern capitalism. These materials therefore give a history of how the anarchists imagined the revolution was going to take place and what they hoped would be the result. The obstacles which they encountered, culminating with the start of the First World War, prevented the revolution - in the shape of a general strike - from ever taking form in France though the artist Grandjouan welcomed the revolution in Russia with unambiguous enthusiasm.[footnoteRef:91] [89:  Jim Mac Laughlin, “Kropotkin and the Legitimization of Anarchism.” Kropotkin and the Anarchist Intellectual Tradition, (Pluto Press, London, 2016), pp. 93–141. JSTOR, www.jstor.org/stable/j.ctt19qgdvc.5.]  [90:  Many of the works by Peter Kropotkin and other leading anarchist writers are available at the Anarchist Archives. For Kropotkin, see http://dwardmac.pitzer.edu/Anarchist_Archives/kropotkin/KropotkinCW.html, accessed 25/01/2019. For Grave’s memoirs, see Grave, Souvenirs d’un révolté.]  [91:  Michel Dixmier, and Elizabeth Dixmier, L’Assiette au Beurre: revue satirique illustrée, 1901-1912, (Paris, François Maspero, 1974), p. 299.] 

Anarchism in the press 
More directly relevant to this study are scholarly studies of anarchism in the press. Michel and Elizabeth Dixmier wrote an influential resource on the French illustrated journal, L’Assiette au Beurre (1901-1912).[footnoteRef:92] Their work, which will be one of the key reference texts for this study, offers a history of that journal created by the initial director and editor Samuel Schwartz who wanted to lead a journal whose satirical take on politics would feed the appetite of a wealthy bourgeois market for controversial humour. They explain how Schwartz fell into financial difficulty and had to sell the journal to André de Joncières who prioritised profitability over the artistic freedom previously enjoyed by the artists. The Dixmiers’ knowledge of the history of L’Assiette au Beurre allows them to draw insightful conclusions about why some artists might have changed the focus of the content of their art published in the journals, particularly in response to efforts by later editors to censor the more risky ideas that they proposed. L’Assiette au Beurre, which sold for 40 centimes until the change of leadership in 1904 when the price was increased to 50 centimes, was a luxury item only available to the wealthiest who could afford an illustrated journal on top of the journal they bought for their daily news.[footnoteRef:93] Samuel Schwartz’s original business plan was to launch a satirical arts journal which fed the frondeuse nostalgia of an otherwise law-abiding and socially content upper bourgeoisie. The readers would be well educated and well established in their professions but still sufficiently in touch with their rebellious student days to enjoy laughing at anarchist or socialist mockery and ridicule at the expense of the political and industrial elite. They may also have shared political sympathies with the artists who were their peers socially, recognising the truth in the message that the social hierarchy was inherently flawed and unjust.[footnoteRef:94] These insights explain why the anarchist artists were so attracted to L’Assiette au Beurre and also show how they modified their self-presentation according to the audience they hoped to address. Ralph Shikes explains how access to this educated public through L’Assiette au Beurre offered a platform for young and new artists, especially those who aspired to engage in politics as anarchist artists, to air their political views and frustrations.[footnoteRef:95] This point is useful for understanding why the journal appealed to the anarchists in particular even if they could not directly access the working classes. It is also a reiteration of the point that even for the most active anarchists among these artists, their priority was still to be artists rather than journalists. This study will develop that point, however, by stressing that to be an artist did not mean to be apolitical. [92:  Dixmier, and Dixmier, L’Assiette au Beurre.]  [93:  Dixmier and Dixmier, L’Assiette au Beurre, p. 33.]  [94:  Ibid., p. 21.]  [95:  Ralph Shikes, ‘5 Artists in the service of politics in the pages of L’Assiette au Beurre’, Art and Architecture in the Service of Politics, ed. Henry A. Millon and Linda Nochlin, (Cambridge, MIT Press, 1978), pp. 162-181.] 

Also looking at the opportunities for artists to become politically engaged, Anne-Marie Bouchard has studied the impact that illustrations in the press had on the anarchist propaganda movement and touched on the implications for the artists contributing to the press.[footnoteRef:96] She criticises those historians who described all anarchist artists primarily as neo-impressionists rather than distinguishing the artists by their political engagements and views which could not be as easily categorised as their art style. Their ideas matched their enthusiasm to turn art into a useful medium to reach out to the working classes and to educate them in new scientific and social theories. Through anarchist propaganda, artists had a chance to change the public perception of them from elites concerned only with the beautiful or with the financial viability of their art to public figures with whom the working classes, primarily the labouring class living in urban areas, could relate and who could give the working classes a voice in the press. This was in part made possible by the advances made in lithography which made art more easily reproducible and therefore accessible to the poorer classes and journals.[footnoteRef:97] Bouchard uses Jossot as an example of the artist who used himself as a model for other young people to be more open-minded about their education. While it will be a central thread of this dissertation that Jossot did put himself forward as a model of free thought, Bouchard’s portrayal of him as an extroverted and public-spirited artist is not in keeping with Jossot’s sardonic and defensive individualism. Rather his self-portrait dared his readers to follow in his footsteps, deliberately setting a high bar so as to avoid imitations of his public persona. Bouchard’s research on the contribution of artists looks mainly at Le Père Peinard and L’Assiette au Beurre in general without focusing on the work of individual artists. It is the hope of this study that, by focusing and comparing the strategies employed by four artists across different journals and other media, this research will contribute to the field not just the point that artists contributed to the anarchist movement but the fact that artists had personal agendas and were highly motivated to add their original political visions to the public debate. [96:  Bouchard, Figurer la société mourante.]  [97:  The importance of the developments in lithography has been emphasised by the research on art in the press in the period. A particularly useful history on how it developed and revolutionised the printing of images is by Beatrice Farwell: The charged image: French lithographic caricature, 1816-1848, (Santa Barbara Museum of Art, 1989).] 

Another anarchist journal which has been well documented is Jean Grave’s Les Temps Nouveaux. Grave himself contributed to this documentation through his personal memoirs which detail the experience of publishing and organising Les Temps Nouveaux, and the two journals which preceded it, Le Révolté and La Révolte. The printing company associated with Les Temps Nouveaux included a publishing house for brochures and anarchist literature as well as a central hub for organising and publicising anarchist and socialist events. Louis Patsouras gives a detailed history of the life of Jean Grave and Les Temps Nouveaux, explaining his origins in the early anarchist movement and how he became an anarchist celebrity in the 1890s thanks to his involvement in the Trial of the Thirty period (1891-1894).[footnoteRef:98] Grave’s centrality to the anarchist movement sheds an interesting light on the relationships he had with the leading artists of the time. Grave’s vision for anarchism, always more concerned with the long term goals and against the violence of the acts committed by the propaganda by the deed activists, involved extending a cultural education to the working classes. The artists’ willingness to be involved with him reflects his leanings towards making use of culture in the propaganda effort and illustrates the eagerness of the artists to turn their art into a useful tool for societal change. This willingness is documented in Aline Dardel’s catalogue of illustrators and illustrations in Les Temps Nouveaux.[footnoteRef:99] It is an overview of how illustrations published in the journal itself and artwork for tombolas and other publications printed by Les Temps Nouveaux press were an important branch of Les Temps Nouveaux activities and, crucially, a lucrative source of income to help to support the otherwise struggling journal. Both Dardel and Patsouras have been particularly useful for this study because their work also covers the role that artists had within the anarchist movement. Their focus is, naturally, Jean Grave and so they look at the artists’ contribution from Grave’s perspective. This study hopes to mirror their work in showing the artist’s side of the relationship and ask why what ambitions the artists had in making use of Les Temps Nouveaux. Dardel’s catalogue was accessed in the private library curated by Michel Dixmier in Gentilly, Paris. This library, which holds a large collection of letters directed to Grandjouan, all the studies published about his work by his granddaughter and the unpublished, second memoir written by Jossot, has opened an important wealth of insights for this study. Principally, the resource material made available in this library has been instrumental in answering the question of how artists used a variety of media, textual and performative as well as visual, to promote and enhance the projection of their public persona.  [98:  Patsouras, The Anarchism of Jean Grave.]  [99:  Dardel, Catalogue des Dessins.] 

Journalism
Bouchard stated that the developments of protest and anarchist art could not be understood without studying the impact of increased literacy and availability of mass produced art through the press.[footnoteRef:100] This point of view is clearly shared by the other historians of satirical art in the press. The study of journalism itself, therefore, is a necessary component of the present investigation. As the press was the principal platform for the propaganda activity of the four artists in this study, a close analysis of how the press developed both in terms of technological improvements and the attitudes of journalists towards their profession is necessary. How the artists made use of the press in their self-definition and projection and how their public persona developed in response to the changing nature of the press will be important questions for this study. This study relies on the conclusions of Christian Delporte and Denis Ruellan who both stress that the professionalisation of journalism occurred in France in the final quarter of the nineteenth century.[footnoteRef:101] Traditional French journalism was based around the model of opinion pieces written by well-known chronicleurs who had close relationships with leading members of government. The literary quality of the articles was valued more highly than their accuracy or truth. Other news was written, and occasionally made up, by fairly anonymous petit-faiseurs who filled up the remaining pages of the journals. The model of the Grand reporter was imported from the Anglo-Saxon journalist tradition.[footnoteRef:102] These individuals privileged factual documentation and accurate relation of events they had personally witnessed. They became heroic figures famous for traversing the globe to bring back stories for their eager readers. Gaston Stiegler and Henri Turot, rival reporters for Le Matin and Le Journal, delighted their readers by trying to beat Jules Verne’s Phineas Fogg in circumnavigating the world in 80 days, each heading off in a different direction to see who would come back first. Stiegler won the race but both journalists made their names by sending back regular reports to their journals so that the readers could live the adventure alongside them.[footnoteRef:103] This development in how the journalists saw themselves and wanted to project themselves to their readers was reflected, this study will argue, in the self-projection of some of the artists in this study. This development, however, was not clear cut as this study will show since artists also expressed themselves in the authoritative tone of the chronicler which, along with their humour, established a definitive personality behind their work. [100:  Bouchard, Figurer la société mourante. p. 31.]  [101:  Christian Delporte, Les Journalistes en France, 1880-1950, Naissance et construction d'une profession, (Paris, Éditions de Seuil, 1999). Denis Ruellan, Les "Pro" du journalisme, De l'état au statut, la construction d'un espace professionnel, (Rennes, Presses universitaires de Rennes, Collection Res Publica, 1997).]  [102:  Ruellan tries to make this point controversial by arguing that there had always been an element of factual reporting in the French journalist tradition. His argument, however, is not very strong, relying as it does on a retrospective interpretation of the reporting done by opinion writers writing up their observations of Parisian cultural life. ]  [103:  Delporte, Les Journalistes en France, p. 70.] 

By the end of the nineteenth century, journalists (increasingly in the Grand reporter mould) were jealous of their professional status and eager to erase the stereotype of the rich bourgeois amusing himself by writing his opinion in the press or the failed writer trying to earn a living.[footnoteRef:104] Journalism was professionalised through the creation of journalist syndicates and the insistence on training and education of new journalists entering the field. Delporte, in his thesis of the development of satirical journalism between the wars, identifies the place of the artist in the newly professional industry. He argued that the artist-reporter did not consider himself (or herself though women were rare) a professional journalist until the 1920s. Before that, he was an artist first and foremost and contributed art to the press as a means of earning money or as a supplement to his real vocation (or ambition) to be a fine artist and to exhibit work in the annual salons. Paul Hogarth, in his short but illuminating work on the press artist in the nineteenth century, offers a different view.[footnoteRef:105] He wrote that the press artist was an intrepid explorer in the same mould as the reporter would become from the beginning of the nineteenth century. His book, however, is written from an Anglo-Saxon perspective so the two representations of the press artist, in different cultures, could easily both be true. Gradually nudged out of reportage by the photographer, the press artist turned to social commentary in the 1900s, becoming a public personality who was famous for his wit and opinions as much as, or perhaps more than, for the quality of his art. This study will argue that artists working for propaganda and leisure journals, not organs whose priority was to publish the news, could and did involve an element of journalism. This shows that the categories Delporte created for the artist and the journaliste-dessinateur did not apply to the artists in this study. Instead, they presented themselves as something in between, highly trained and technically proficient artists who used their work to expose to the public the hardships suffered by the working classes or to fight campaigns against an injustice or outrage that either impacted their work or touched them personally. [104:  This vision of journalists was substantialised by fictional representations of journalists in novels like Bel Ami by Guy de Maupassant, in which the journalist was portrayed as an unscrupulous parvenu making his way in the world by slandering or selling the secrets of others. Journalists were also presented as hopeful writers who turned to journalism after failing to succeed as novelists. Perhaps some snobbishness on the part of the novelists led to the demeaning portrayal of professional journalists. ]  [105:  Paul Hogarth, The artist as reporter, (London, Studio Vista, 1967). It should be noted that Hogarth’s work, written before Delporte’s, concentrates primarily on the Anglo-Saxon tradition of reporting.] 

A useful counterpoint to the study of press illustration is press photography because it offers a parallel profession to that of the engaged artist. This growing sector was in its infancy towards the end of the nineteenth century. It would, however, quickly overtake press illustration by the end of the First World War. Thierry Gervais explained how the quality of photographs when reproduced in the press had to come into its own before photographs could rival illustrations.[footnoteRef:106] In the nineteenth century, the appeal of images was mostly in their aesthetic contribution to the page. The interest in the authenticity a photograph could provide for a story was not on its own enough of a draw until the establishment of reportage in journalism and the demand for facts as opposed to opinions. Celebrity photographers and photographs sold for the excitement of the content rather than the quality of the production differed from illustrations because they were produced in series to draw out a narrative rather than have the event recreated in one image as interpretive drawings were wont to do.[footnoteRef:107] Tom Gretton corroborates this narrative of the growing prestige of the photograph in his study of the luxury consumer market towards the end of the nineteenth century.[footnoteRef:108] As illustrated magazines lost their dominance in the market, editors increasingly used photographs in an attempt to prolong the life of their publications. Photographs became a necessary addition as consumer demand for the integrity and authenticity that photographs represented increased. Gretton noted how the presentation of photographs changed in the thirty year period between 1880 to 1914 as photographs were displayed more attractively and given more space on the page in response to consumer demand. In her comprehensive study of press photography in the period, Anne-Claude Ambroise-Rendu notes that photography and photojournalism came into fashion with the change towards objective reporting and the reduced influence of opinion-led journalism”.[footnoteRef:109] She points out, however, that press editors used photographs to propagate a myth of reality, playing on the popular enthusiasm for realism that had been building up since Balzac’s Comédie Humaine. Staged and touched-up photographs subjectively interpreted reality but gave the impression to the readers of being a faithful and entirely accurate document of the events. The perception of reality will play an important part in this dissertation as artists manipulated their readers’ emotions through realistic representations of the working conditions suffered by factory workers or miners. Though they could not claim the veracity of photographs, their work was celebrated for being drawn in situ with living models which gave them and their work the virtues of being both sincere and well-informed. This sincerity contributed an air of authority to their public personas, allowing the artists to create an aura of prestige which helped to develop the heroic aspect of their self-perception. [106:  Thierry Gervais, “Photographies de presse? Le journal L’Illustration à l’ère de la similigravure’, Etudes photographiques, no. 16, May 2005, Colloque "Photographie, les nouveaux enjeux de l'histoire", pp. 166-181. http://etudesphotographiques.revues.org/729.]  [107:  Thierry Gervais, 'Jimmy Hare, photoreporter au tournant du XIXe et du Xxe siècle', études photographiques, no. 26 November 2010, Saisi dans l'action : repenser l'histoire du photojournalisme, https://etudesphotographiques.revues.org/3110.]  [108:  Tom Gretton, translated by Marc Phéline, ‘Le statut subalterne de la photographie Étude de la présentation des images dans les hebdomadaires illustrés (London, Paris, 1885-1910)’, Études photographiques, no. 20, Juin 2007, la trame des images/Histoires de l'illustration photographique, pp. 34-49. https://etudesphotographiques.revues.org/927.]  [109:  Anne-Claude Ambroise-Rendu, “Du dessin de presse à la photographie (1878-1914) : histoire d’une mutation technique et culturelle”, Revue d’histoire moderne et contemporaine, janvier-mars 1992, p. 6-28.] 

The artiste engagé
As before stated, the aim of this dissertation is to study how four artists represented themselves as engaged artists and it concludes that they identified and projected themselves as heroes for a society struggling in the face of change into a modern state. The hows and whys behind their responses to the calls made by Kropotkin and Grave to use their art in the service of anarchism provide an important context for this study because Kropotkin and Grave were instrumental in presenting the work of the engaged artist as an act of heroism. These calls were made to a section of society which was increasingly self-aware of their position as intellectuals who were flattered by the confidence that they could sway public opinion. David Drake defines the French intellectuals at the height of the Dreyfus affair in 1897-1899 as “leading figures in the fields of letters, science and education” who “were stepping outside their spheres of expertise and were publicly and collectively taking a position on a political (and also moral) issue.”[footnoteRef:110] This definition, while demonstrating the unique impact the Dreyfus affair - the reason for the novelty of a mass intervention in politics - had on the intellectual community, does not explore the complex context which led to the self-identification of the intellectual. This study agrees with Venita Datta’s identification of three groups claiming to be the intellectual elite in the 1870s and 1880s: the university intellectuals from new universities set up by the republican government to establish a revolutionary, egalitarian elite; the literary elite who were the established writers and poets from wealthy families; and the literary avant-garde whose widespread appeal with readers and critics alike gave them the confidence to challenge their more long-standing rivals in literature.[footnoteRef:111] Though these groups accused one another of being false elites, they were remarkably similar in their belief in the place the intellectual should have in society and the role he should have when engaging with politics. The intellectual aristocracy (a term which was mostly used synonymously with ‘the elite’) hoped to be the disinterested voice of culture and reason which would balance out the ambition of the career politicians and the mindlessness of the bureaucrats churned out by the new republican universities.[footnoteRef:112] Intellectuals who considered themselves members of this aristocracy believed that they were instrumental in halting and reversing the trend of decadence into which France, under the misguided beliefs of the republican government, had slipped.[footnoteRef:113] Above all, they claimed the intellectual’s role was to embody a ‘pure’ political class of morally disinterested men, detached from money and inspired only by the ‘ideal’ of how the social body should be governed.[footnoteRef:114] This disinterested position was not adopted by all intellectuals, as the four artists in this study will show. Instead, it will be argued that the exact definition of this ideal was fluid and that each artist moulded it to suit himself, thereby allowing his own image to embody the ideal. This aristocratic self-perception provides some context and insight into why the artist could see himself as a hero for the working classes who would be saved and inspired by his example. [110:  David Drake, French Intellectuals and Politics from the Dreyfus Affair to the Occupation, (Palgrave Macmillan Limited, 2005.) ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=343817. See p. 21.]  [111:  Datta, Birth of a National Icon, p. 70.]  [112:  Ibid., p. 73.]  [113:  Ibid., p. 77.]  [114:  Ibid., p. 80.] 

Within the anarchist movement, the intellectual class had their own debate over the role of art and the spirit of the new social body the artists should defend. Anarcho-communists were, in a similar vein to what the Dreyfusard intellectuals would go on to champion, strongly absolutist in their conceptualisation of their ideals. Anarcho-communists like Kropotkin and Reclus believed that anarchism could be founded in evolutionary science and that anarchism was at the forefront of an inevitable change of human moral, political and social behaviour. They took pride in their own scientific education and believed the anarchist intellectual should apply scientific verification to their conclusions in order to prevent the evolution from devolving into chaos on the back of unfounded principles.[footnoteRef:115] In this spirit, education was a vital part of the anarchist intellectual’s duties towards the working classes. Education through art was considered especially important because art and culture more widely were instrumental in connecting the individual to the surrounding environment and deepening his experiences of living.[footnoteRef:116] In a series of articles published in La Guerre Sociale (1908) by Jules Grandjouan and in Les Temps Nouveaux (1912) by Jean Grave and L. de Saumanes, the authors - all defining themselves as artists - wrote their opinions on what it meant to be an artist and, in particular for these anarchists on the left of the political spectrum, an artist working for the people.[footnoteRef:117] Their opinions fitted into a wider debate around how artists could use their skills and talent to educate the working classes. It is important to note that, like the intellectuals on the right, their beliefs in the aristocratic status of the intellectual were firmly established. They defined the people as a crowd or mob which needed to be managed rather than seeing the proletariat as made up of individuals who would then need to be considered as equals.[footnoteRef:118] While they were more or less optimistic that the people could be moulded into a social body able to think for themselves, they still believed in the pastoral role of the artist for at least their generation. [115:  John Hutton, Neo-Impressionism and the search for solid ground, Art, Science and Anarchism in Fin-de-Siècle France, (Baton Rouge and London, Louisiana State University Press, 1994), p. 56.]  [116:  Patsouras, The Anarchism of Jean Grave, p. 88.]  [117:  Jules Grandjouan, ‘L’Art et le Peuple’, La Guerre Sociale, deuxième année, no. 15, 11-17 Mars 1908, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f220.item, 11/2/2018; Jean Grave, ‘Qu’est-ce que l’art?’, Les Temps Nouveaux, 18th year, no. 1, 4/5/1912, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k6491423b/f2.image, 24/4/2019; L. de Saumanes, ‘Le Peuple et l’Art', Les Temps Nouveaux, 17th year, no. 45, 9/3/1912, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k6491415s, 24/4/2019.]  [118:  Datta, Birth of a National Icon, p. 82.] 


The artiste engagé in the context of the engagement of intellectuals in politics
These models of the artiste engagé came in a the wider context of intellectual debate on what it meant to be an artist and what role the artist had in politics and in education. Willette’s admiration of beauty and his belief in the artist’s role to create beauty was an outlook held by the majority of artists in the wider sense of the term (including artists beyond fine artists). Writing in the defence of Oscar Wilde on the occasion of his trial for homosexuality, the symbolist poet and writer Adolphe Retté claimed that art was neither moral or immoral. Paraphrasing Wilde himself, Retté stated that it was in the artist’s nature to feel deeply and to create works of beauty as a result of that intensity of feeling.[footnoteRef:119] This stance was common among the artists and figured highly throughout the campaigns waged by the artists to end censorship on suggestive nudity and partially undressed models. Retté’s view on the artist’s role in society was nevertheless complex. Not wholly for the idealistic - and much scorned - “art for art’s sake” movement, Retté could not bring himself to push artists into using their art to pursue a political agenda.[footnoteRef:120] Rather, he insisted in “L’Art et l’anarchie” (La Plume, 1893) that artists should be able to choose the purpose of their art.[footnoteRef:121] This view was echoed to an extent by Jean Grave in 1912 in Les Temps Nouveaux when he refuted the claim made by another contributor to that paper, Siegfried, that art had to be revolutionary.[footnoteRef:122] He believed that the point of art was to communicate an artist’s feelings and, should those feelings be forced, the result would be of inferior quality to something felt spontaneously.  [119:  Ibid., p. 132.]  [120:  The Art for art’s sake movement was dismissed as an outmoded concept. Vielé-Griffin claimed that, as a natural “function of man”, it could be no more an end in itself than “chewing”. Rather, art could be for the sake of creating beauty. See Datta, Birth of a Nation, p. 56.]  [121:  Adolphe Retté, “L’Art et l’anarchie”, La Plume, vol. 4 (01/02/1893), p. 45 cited in Datta, Birth of a National Icon, p. 56.]  [122:  Jean Grave, ‘Qu’est-ce que l’art?’, Les Temps Nouveaux, 18th year, no. 1, 04/05/1912, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k6491423b/f2.image, 24/04/2019.] 


Jossot shared Grave’s view on the artist’s freedom. In the preface to his later memoirs, Goutte à Goutte (unpublished but written around the late 1940s), Jossot advised that anyone who had ideas which they wanted to communicate through art should do so because “seules les idées hardies peuvent renover la face de la Terre.”[footnoteRef:123] An intellectual’s or artist’s ideas, for Jossot and intellectuals like Maurice Barrès and Henri Mazel, were important because they were pure of the  monetary interest which tainted cultural products made for a consumer market rather than a critical audience. It was a widely held conviction among the intellectuals that artists were the aristocratic elite of society and that their ability to reveal the truth should be protected and celebrated rather than censored.[footnoteRef:124] They held themselves to be essential in the effort of preventing the degeneration and emasculation of the French race. This decline was, in their words, caused by a lack of virile energy in society which could be rectified by the energy and fertility of artists’ ideas.[footnoteRef:125] Disdain for the bourgeoisie and their commercialisation of art, a process which resulted in inferior productions, was a constant theme in the writings by intellectuals on the place of the artist in society. It was in part this mindless reproduction of overused ideas which was responsible for the exhaustion of French moral calibre.  [123:  Jossot, Goutte à Goutte, p. 1.]  [124:  Datta, Birth of a national icon, p. 81.]  [125:  Ibid., p. 75.] 


Within the anarchist movement, the strategy for regenerating France’s social body was the education of the working classes. While the artists were still seen as culturally and intellectually superior, their role was to guide the proletarian “peuple” to discover their own spontaneous culture. The people, more closely in contact with nature due to their manual labour and roots in the peasantry, were deemed to be of stronger, more vital stock than the bourgeoisie whose exposure to the state education system had left them mentally and physically impotent.[footnoteRef:126] L de Saumanes, a contributor to Les Temps Nouveaux, likened the proletariat to artists because, like artists who suffered to create their work, the proletariat understood what it meant to suffer and toil in order to produce something of worth.[footnoteRef:127] He blamed the disdain directed towards the proletariat’s apparent lack of taste in art on the poor quality material provided for their consumption by the industries of entertainment such as the popular theatres and printing houses. Though Saumanes was heavily patronising in his recommendations, he clearly believed that once the working classes had been refined through contact with the anarchist intellectuals, and freed from the tutelage of the bourgeoisie, a new generation of cultured and revitalised French people would emerge from the ruins of the bourgeois regime. This faith in the regenerative potential of contact between the anarchists and the working classes was part of the wider ideology sustaining the Action directe movement. The purported reasoning behind the anarchist infiltration of the worker unions was to inspire and educate the workers to operate with the political and social sophistication needed to overthrow the bourgeois regime.[footnoteRef:128]  [126:  L. de Saumanes, ‘Le Peuple et l’Art', Les Temps Nouveaux, 17th year, no. 45, 09/03/1912, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k6491415s, 24/04/2019.]  [127:  Ibidem.]  [128:  Julliard, “Fernand Pelloutier Et Les Origines Du Syndicalisme D'action Directe.” Le Mouvement Social, p. 22.] 


Aside from their role as educators, the artiste engagé was also supposed to be the voice of moral protest against the corruption of the political and judicial system. The support for enshrining artistic freedom in the law was the result of the momentum galvanised during the Dreyfus affair and Emile Zola’s accusation, through the left leaning journal L’Aurore, of the corrupted judiciary. Zola’s contribution was an invitation for many intellectuals who had previously abstained from taking a side in the debate to settle with the Dreyfusards. This was not because they supported Captain Dreyfus’ innocence or even because they objected to antisemitism but because they wished to protest against the corruption of what they held to be the universal virtues of truth and justice. Grave was one such intellectual who had been dismissive of Dreyfus’ case because, seeing Dreyfus as yet another entitled bourgeois Jew, Grave could not condone defending him when thousands of working class individuals faced injustice without the same outcry from the media. Yet, as Patsouras wrote:
	"After the frustration and bitterness welling up from defending so many lost causes, Grave 		intimated that perhaps there was, after all, a higher type of justice in having one of the 			privileged becoming a victim."[footnoteRef:129]  [129:  Patsouras, The Anarchism of Jean Grave, p. 67.] 

Grave became more enthusiastic about the pro-Dreyfusard campaign when he discovered its potential for showing defiance against the state. He used it as a propaganda opportunity to promote the ideals of anarchism and a purified system for delivering justice in opposition to the corruption that was irreparably enmeshed in the bourgeois regime. The interest gained for the anarchist movement helped in highlighting other cases of injustice which resulted in the liberation of some imprisoned anarchists.[footnoteRef:130] [130:  Ibid., p. 68.] 


Searching for a model of the French hero
The increasing concern around the degeneration of French national vitality was countered by a rising preoccupation with finding a model for the French national hero who would rescue France from her decadence. The prominence of intellectuals involving themselves in politics was in part fed by a need to prove that the energy of their ideas could have an impact on French society. On the right, the ideal hero was built on a military type, a hero who excelled because of his physical courage and strength. This model of the hero was supposed to inspire a new generation of virile soldiers who would be integral in the reclaiming of France’s military reputation against Germany. This hero was not unintelligent, as several intellectuals on the right were keen to claim their own intelligence to be a vital part of their prowess as modern men.[footnoteRef:131] General Boulanger was supposed to be the epitome of this military and political intellectual heroism and leadership but he disappointed right-wing nationalist writers such as Barrès who had enthusiastically supported him when he fled rather than take power in the coup that had been organised around him.[footnoteRef:132] The importance of intelligence was, however, much more central to the hero promoted by intellectuals on the left. Though not always antimilitarist, these intellectuals refused to endorse the methods used by the military to train and, in their eyes, exploit the common soldiers of the infantry.[footnoteRef:133] The officer, traditionally a bastion of aristocratic power, was also a target for their scorn and criticism as he represented an outmoded elite who relied on violence and privilege of birth to sustain his power.[footnoteRef:134] Against this model of masculinity, they presented a modern intellectual hero who proved, through his moral courage and verbal dexterity, that the pen was mightier than the sword. Zola was the obvious archetype for this hero because of his seemingly selfless act to speak out against a miscarriage of justice even if it cost him admittance to the Académie Française which had been his lifelong goal.[footnoteRef:135]  [131:  Datta, Birth of a national icon, p. 147]  [132:  Ibid., p. 159.]  [133:  David Drake, French Intellectuals and Politics, p. 24.]  [134:  Dixmier and Dixmier, L’Assiette au Beurre, p. 44. The repeated use of theme of the abusive officer in the first two years of the journal’s print run (1901-1903) shows the impact the Dreyfus affair and the bitterness over the role the army played in the affair had on the cultural and intellectual scene. The abusive officer became a symbolic shortcut that immediately evoked the frustrations and enmities thrown up by the affair. ]  [135:  Suffering was seen to be an important characteristic of heroism. The theme of martyrdom in particular, though more often associated with Catholicism or the military, was used by educators in the republican school curriculum to inspire in its students a national pride that was firmly rooted in French history. See See Paul Gerbod, ‘L’éthique héroïque en France (1870-1914) in Revue Historique, vol. 268, no. 2, Oct-Dec 1982, pp. 409-429, accessed at https://www.jstor.org/stable/40953775, 29/04/2019, p. 414.] 


The intellectual left did not shun physical prowess as a heroic characteristic. Another favoured model for their ideal hero was Colonel Picquart who represented the new generation of officers who, educated in the Grandes écoles, combined intelligence with military capability.[footnoteRef:136] Picquart’s moral stance and persistence in seeking out justice for Dreyfus’ case drew the admiration of the pro-Dreyfus intellectual elite who saw in the colonel an emotional and spiritual role model comparable to Zola. The Intellectuals themselves were also keen to demonstrate that they were men of heroic potential who were both physically and mentally fit by engaging in physical activity, in particular duels.[footnoteRef:137] These actions were supposed to be evidence of their moral honour and physical courage since they were often fought to avenge an insult made about their work or moral character.[footnoteRef:138] For the anarchists, the idealisation of violence was in part problematised by the anarchist terrorists who defined anarchism in the early 1890s through their militant propaganda by the deed tactics. Emile Henry in particular was used as an example to illustrate the argument made by intellectuals on the right that modern education and lack of military service had a corrupting force on young and developing minds, leading to the weakening physical courage and the degeneration of French manhood. The four artists in this study show interpretations of the engaged anarchist intellectual which overcome this association. But what is perhaps more important about these artists’ self-portraits is the ironic sense of humour which is implied by the presence of the self-portrait in a press illustration and integral to identifying the artist they represent. This is the most noticeable in Jossot’s work but all four acknowledge on some level the irony of their appearance or inject their portrayal with a sense of humour. This levity is missing in the aforementioned representations of heroism, especially when the example offered is the author or creator. It is this levity which makes the artist a relatable and approachable figure to readers across class, ideology and education divides. The language created by caricaturists’ humour, in a tradition that can be seen in the reception of Philipon’s La Caricature, had the effect of inviting the readers to join a community built around an ironic idiom and feel a connection to the heroes they admired by sharing amusement at the expense of a common enemy.[footnoteRef:139] [136:  Datta, Birth of a national icon, p. 153.]  [137:  Robert A. Nye, Masculinity and Male Codes of Honor in Modern France, Oxford University Press, 1993. ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=272260, p. 150.]  [138:  This was the case for men who fought duels against the claim that they were effeminate homosexuals, a nebulous label which implied weakness, hysteria and lack of masculinity. Datta, Birth of an icon, p. 127]  [139:  Deligne shows how a caricaturist develops an emotional relationship to the reader through the intensity of his caricatures. This relationship creates familiarity and a shared language which helps build a sense of community between the two. See Deligne, Charger, p. 170. See also Hutcheon, Irony’s edge, p. 18 where she describes how the humour found in irony can help to define and tighten the cohesiveness of pre-existing “discursive communities”. ] 


The artiste engagé and the Dreyfus Affair.
The politically engaged intellectual or artist had existed before the Dreyfus affair but the artiste engagé, in particular the anarchist artiste engagé, was shaped by the involvement of artists and intellectuals in the Dreyfus affair.[footnoteRef:140] Writers and artists entered the polemical fray over this period either in defence of what they perceived as a violation of truth and integrity in the judiciary or in a patriotic outcry against a perceived act of treachery. Artists took on the role of the caricaturist to expose hypocrisy and to use their humour to ridicule the authorities in the eyes of their detractors. Their work was the visual element of the debate around Dreyfus’ innocence and the protest against the injustice and the authorities’ lack of integrity.[footnoteRef:141] The model of the artiste engagé began to take form as someone who took on social responsibility where it was lacking in figures of authority and intervened in politics to uphold their beliefs and attack the positions of their enemies. During the height of the Dreyfus affair, two rival illustrated journals, Psst…! and Le Sifflet, were set up by illustrators Jean-Louis Forain (1852-1931) and Caran d’Ache (Emmanuel Poiré, 1858-1909) on the anti-Dreyfus side and Henri-Gabriel Ibels (1867-1936), with the support of Hermann-Paul (1864-1940), for the Dreyfusards.[footnoteRef:142] While these journals were not the only publications to feature artistic commentary on the affair, they were the only ones devoted to the affair and the ones to set out the lines of division the most clearly.[footnoteRef:143] On the anti-Dreyfusard side, the figure of the Jew was vilified alongside the political and intellectual personalities who spoke out in defence, as the anti-Dreyfusards saw it, of a national traitor. On the Dreyfusard side, the reverse was true: they attacked leading figures in the army and the press who they saw to be traitors of eternal republican ideals of truth and justice. They used analogies of beautiful women to represent the purity of these ideas against the corruption and ugliness of the anti-Dreyfusard campaigners.  These journals often responded to one another’s insults in subsequent editions, establishing a visual debate which was as cutting as the verbal confrontations in the written press and in the Chamber of Deputies. Though both journals were short-lived and were not extended beyond the height of the affair, they showed that the artist had as relevant a part to play in political engagement as the journalists who had long since used the press to broadcast their opinions on politics.  [140:  Gustave Courbet is credited with being an example of an artiste engagé before the idea really took off. See Vincent Petit, 'L'anticléricalisme est un art', Ridiculosa.]  [141:  Bertrand Tillier, Les artistes et l’affaire Dreyfus: 1898-1908, (Paris: Éditions Champ Vallon, 2016).]  [142:  Norman L. Kleeblatt, The Dreyfus Affair. Art, Truth, and Justice, (Berkeley, Los Angeles, London: University of California Press, 1987).]  [143:  Phillip Dennis Cate, ‘The Paris Cry: Graphic Artists and the Dreyfus Affair’ in The Dreyfus Affair: Art, Truth and Justice,(Berkeley, Los Angeles and London, University of California Press, 1987), pp. 91-92. Cate lists titles such as Le Rire, Le Cri de Paris, La Feuille by Zo d’Axa and La Libre Parole, all of which had diverse political and artistic objectives but which employed artists to set out their views and which side they had taken in the affair. ] 

This study will show that, underneath this broad umbrella definition of the artiste engagé, there were the individuals who each performed the role in a different way according to his political convictions.[footnoteRef:144] Within the anarchist movement itself, an artist’s engagement would differ depending on how that artist identified within the broad spectrum of anarchist positions.[footnoteRef:145] Artists with socialist or anarcho-communist sympathies saw art aimed at educating the poorer classes, particularly in the press that was accessible to the working classes but also in public exhibitions, as a noble endeavour to reach out from their positions of wealth to the less fortunate. Anarchist theorists Pierre-Joseph Proudhon, Jean Grave and Peter Kropotkin all argued that art should be integral to the anarchist campaign in communicating clearly and directly the anarchist message. More so, it should have a more significant part in the daily life of every person living in the dreamed-of anarchist society.[footnoteRef:146] Artists who portrayed this ideal in their work included Jules Grandjouan, Poulbot and Théophile Steinlen. Individualists, on the other hand, saw art as an opportunity to display their individualism and to present to their peers their complete independence from social pressures and fashions.[footnoteRef:147] These individualists included artists Gustave Jossot and Laurent Tailhade, the poet Jehan Rictus and the writer Georges Palante. What many of these artists had in common, however, was a struggle against legal restrictions that limited what they could publish in the press. The lois scélérates in particular restricted the violence with which they could demonstrate their opinions. 1881 was the year political censorship of images in the press was finally abolished. It was, however, a short-lived reprieve for the anarchists who would be hit by the lois scélérates in 1894, allowing the government to imprison any artist they believed guilty of inciting violence. Crackdowns on antimilitarist artists and pornographic images were also supported by the government between 1881 and 1914, further limiting what an artist could safety mock in the press.[footnoteRef:148] Non-violent but still labeled obscene by the government, images of sexualised women were also restricted under the reason that they offended public morals.[footnoteRef:149] The fight against these laws gave artists a sense of purpose as a community, leading to group efforts and to the adoption of individuals from among their community to represent them in the fight for freedom of expression. [144:  Conspicuous by their absence in this study, women had a role, though it was less prominent than their male colleagues, in political activism in the press. See Mary Louise Roberts, Disruptive Acts: The New Woman in Fin-de-Siècle France, (Chicago, University of Chicago Press, 2002) and Willa Z. Silverman, The Notorious life of Gyp: right-wing anarchist in fin-de-siècle France, (New York, Oxford University Press, 1995). The political magazine industry targeted and assumed that its readership would be predominantly male. See  Helen Chenut, ‘Anti-feminist Caricature in France: Politics, Satire and Public Opinion, 1890–1914’, Modern & Contemporary France, 20:4, (2012), 437-452, accessed at  https://doi.org/10.1080/09639489.2012.720433, 07/02/2019, p. 440.]  [145:  Alexander Varias, Paris and the Anarchists: Aesthetes and Subversives during the Fin de siècle, (New York, St Martin’s Press, 1996).]  [146:  Patsouras, The Anarchism of Jean Grave, p. 88.]  [147:  Hutton, Neo-Impressionism and the Search for Solid Ground, p. 54. Grave, in his memoirs, showed himself to be wary of individualists who threatened to divert the message of the anarchists away from communism and the revolution he hoped for. See Grave, Mémoires, p. 181.]  [148:  Lethève, Caricature et la Presse, p. 47 and Delporte, Les Journalistes en France, p. 32.]  [149:  Annie Stora-Lamarre, L’Enfer de la IIIe République. Censeurs et Pornographes (1881-1914), (Paris, Imago, 1990), p. 57.] 

Art as language and the multiple meanings of symbols
As has already been suggested, realism was an important influence for press artists and became a strategic part of their self-projection as authoritative figures. Daumier, influential as one of the first press artists to devote his career to press art, was famous for drawing from life and imbuing his caricatures with idealistic political thought.[footnoteRef:150] Daumier was one of the star caricaturists in Philipon’s La Caricature which was one of the first caricature journals to run a campaign of insurrection against the state despite repeated legal obstacles being thrown in its way. Originally an artist himself, Philipon self-consciously styled himself in public as a leading rebel in the press, using his court cases as platforms where he could pit his voice and his humour against the July Monarchy.[footnoteRef:151] Though the slow pace of printing in the 1830s prevented la Caricature from being topical, Daumier’s caricatures were journalistic in an editorial sense: i.e. his caricatures were incisive comments on politics and society, conveying an authority to his readers who trusted and believed his commentary to be accurate. It was to Daumier that contemporary historians of caricature referred in their histories as the paradigm of the press artist. Bayard and Champfleury praised Daumier for his draughtsmanship and his ability, in his later art, to convey his satirical message through the drawings alone, dispensing of the need for a caption. Later caricaturists who were the defining artists of their time, for example Gill and Cham, were not treated as favourably. Their far more exaggerated styles, in particular the fashion for grossly swollen heads out of proportion to the rest of the body in the portrait-charges, were seen to lack the grain of reality which made a charge stick.[footnoteRef:152] Gill and his contemporaries, however, shared with Daumier the art of turning their caricatures into a coded language made of visual cues which poked fun at the authorities without incurring legal charges.[footnoteRef:153] Repeated symbols such as the famous pear (a symbol introduced by Philipon and Daumier in 1831 and used as an oblique reference to the then king Louis Philippe) provided the caricaturist with a useful alibi.[footnoteRef:154] The caricaturist could draw the pear in a compromising situation, thereby implicating Louis Philippe, while pretending to the censors to only be drawing an innocent piece of fruit.[footnoteRef:155] Readers could enjoy looking out for the cues, delighting in being in on a running joke which had the added allure of being at the expense of the authorities.  [150:  Deligne, Charger, p. 168.]  [151:  Champfleury, Histoire de la caricature moderne, p. 82.]  [152:  Bayard, La caricature et les caricaturistes, p. 32. Champfleury, Histoire de la caricature moderne, p. 41.]  [153:  See Tillier, Républicature, pp. 98-102 for his discussion on the diverse symbolic meaning of the pig in caricature, as an example.]  [154:  See Kerr, Caricature and French political culture for a discussion on the story of the pear. Roland Barthes used the concept of a semantic alibi in his discussion of the creation of political myths. An image could have, beneath its innocent face value, a political subtext which was only evident when the image was seen in a particular context. Otherwise, the creator could pretend that the image only referred to its innocent primary meaning, its alibi. Roland Barthes, ‘Le mythe, aujourd’hui’, Mythologies, (Paris, Éditions de Seuil, 1957), pp. 211-272.]  [155:  Kerr, Caricature and Political Culture, p. 179.] 

Gill achieved similar success with his pseudo portrait of a melon which he labelled M. X. He drew the melon in exasperation since the censorship laws had made it nearly impossible to draw portraits of the public figures he wanted to ridicule. The courts tried to condemn him regardless for the melon because several public figures claimed to be able to recognise themselves or each other in its features and therefore suspected themselves as being the butt of a joke.[footnoteRef:156] Gill was not charged since, as he demonstrated in court, it was really only a melon. The joke was on the censors and on all the public figures too sensitive about their public image to allow to have their caricature taken.[footnoteRef:157] These fictional representations had the appeal of realism because they seemed to more accurately describe the personality of the antagonist than the self-styled public image the antagonist projected. Realism gave the impression of objectivity and integrity and this was an inspiring example for later artists working at the turn of the twentieth century. They adapted the techniques pioneered by Daumier and Gill to project a persona of an impudent and bravely witty public figure who both shared the world view of the readers and spoke out on the behalf of this world view to the authorities. This personality was intended to be a powerful hero and an inspiring model for others to follow. This objectivity was an illusion though, as Linda Nochlin has argued, in art, it is impossible to be wholly objective even when trying to draw from life.[footnoteRef:158] The artist’s selection of subject matter is in itself a demonstration of personal bias. In a political context, the choice of the artist to represent a certain scene is made from the artist’s desire to elicit a reaction from the readers, the portrayal angled to intensify that reaction. For example, Daumier’s ‘Rue Transnonain’, a scene praised for its shocking realism, was a biting, politically biased comment on the government’s oppressive reaction to popular rebellion.[footnoteRef:159] [156:  Goldstein, Censorship of Political Caricature, p. 196.]  [157:  Between 1852 and 1881, caricature journals were required to get a written authorisation from any individual they wished to caricature. See ibid., p. 16.]  [158:  Nochlin, Realism, p. 15. This interpretation of realism has also been noticed by Vivian Rehberg in her investigation of Neo-French realism of the communist artist André Fougeron which, she explains, has both realist and ideological elements, making rhetorical compositions which are supposed to be interpreted. Vivian Rehberg, Work in Modern Times, Visual Mediations and Social Processes, edited by Valerie Mainz and Griselda Pollock, (Aldershot, Ashgate, 2000).]  [159:  Hoffman explains how Daumier’s commentary on society was a “larger-than-life” representation which focused on social ugliness. Hoffman, Caricature, pp. 41-45.] 

Ernst Gombrich, in Art and Illusion, has made a similar point. What is perceived in real life, as in a work of art, is based on experience and teaching. Visual input provides information only because the brain has some way of analysing and understanding what it sees. It learns to associate a combination of shapes and colours with a meaning.[footnoteRef:160] Art is a learned language which relies on pragmatic connections between symbols and meaning. Though the symbols seem to reflect nature, the artist’s selection and interpretation of those symbols cannot be neutral and will contain the artist’s ideas. Realist art is not, to use a term coined by Roland Barthes, the degré zéro of visual language.[footnoteRef:161] Gombrich’s analysis of caricature, the use of an abbreviated style to create not so much a likeness but an impression or an equivalence, implies a tacit understanding between artist and reader. A good caricature which sticks to the victim does so because the reader appreciates and adopts the artist’s interpretation. How the reader responds means more than the accuracy of the drawing. It is a two-way conversation where the reader is looking for information as much as the artist is communicating it. Caricature encourages this because the caption offers an alternative interpretation of the illustration, pushing the reader to look again and reassess what they originally judged to be the meaning of the art. This analysis of caricature reflect’s Hutcheon’s theory of a dialogue of irony. A shared sense of irony is frequently one of the methods used by the caricaturist to convey an alternative or subversive message to his readers. The meaning given to the abbreviated likeness becomes layered with the ironic connotations that the caricaturist highlights and the reader reinforces through positive feedback.[footnoteRef:162] This study will argue that the solidarity that this link, through humour and shared language, created allowed the artist to build a public persona that inspired trust as well as admiration. It gave the illusion of a hero who was approachable and relatable in a way that the noble or abstract heroes offered, for example, by the Dreyfusards, were not. [160:  Gombrich, Art and illusion, p. 251.]  [161:  Roland Barthes, Le Degré zéro de l'écriture, (Paris, Éditions de Seuil, 1972), p. 49.]  [162:  Dustin Griffin likens satire to a game played between the satirist and the reader in which, in order to understand the jokes, the reader must enter the game mindset or, in other words, be prepared to share the same ironic language as the satirist. Dustin Griffin, Satire. A Critical Reintroduction, (Lexington, University Press of Kentucky, 1994), p. 84.] 

The potential of humour to create language
It is important to understand the strategies an artist uses to connect with his readers because these reveal how the artist wanted his public persona to be received. The inclusion of humour in a shared visual language implies that the artist wanted to project a persona who belonged to a particular group who shared the same sense of humour. The use of humour also affects the place that persona is supposed to hold in a community, turning the artist into a central and unifying figure who mocks the outsider while providing the group members with a supportive image of themselves. Mikhail Bakhtin’s work on carnival and the creation of carnival language is a continuing source of insights for the development of the language of caricature and popular satire. Carnival language is the language of the counter culture where the content is a topsy-turvy version of the official culture. Much more informal, it uses familiar forms of address, physical gestures and touches and oral communication over the written word. It delights in ignoring or deliberately violating taboos as shown through the prolific use of insults, swear words, blasphemy; indeed, offensive language is expected and encouraged.[footnoteRef:163] This language is built on a vocabulary of base metaphors centred on the body, the human life cycle (birth, sex, ageing, disease, death) and the physical manifestations this life cycle takes in explicit graphic detail. It is inherently ambivalent as the offensive meaning of the insults and taboos still exists but is overridden or shares the space with positive and humorous intentions. The effect is regenerative because it inspires universal humour: everyone laughs at themselves and at everyone else.[footnoteRef:164] The reasoning behind the offence is questioned in a process which results in the reversal of the superiority of the world view which was offended. There is a levelling of perspectives and a greater understanding between social groups. [163:  Bakhtin, L’œuvre de François Rabelais, pp. 24-25.]  [164:  Ibid., p. 20.] 

Baudelaire’s theory of humour also came to the conclusion that comedy could be redemptive. Baudelaire’s theory was based on a model of humour similar to the superiority theory whereby the subject laughs at what appears inferior or foolish. He argued, as mentioned above, that to make someone laugh was to make them lose control of themselves, thereby making them foolish or inferior.[footnoteRef:165] The comedian who made the audience laugh was in a privileged position of both being the foolish one and the enlightened one in that he could transcend the debasing effect of laughter. Laughers thought they were superior when they laughed at a clown but the clown who made them lose physical control had the self-knowledge of his or her dual state and could present a mirror to the jeering crowd, watching the laughers make fools of themselves from the stage.[footnoteRef:166] Baudelaire held in highest esteem the buffoon of British pantomime whose idiotic behaviour, in particular when he laughed at the audience, made the audience see themselves in his hilarity and finally transcend the cycle of laughing and being the object of laughter. He described this as comédie absolue and distinguished it from comédie significative, which, he argued, was the French model of comedy.[footnoteRef:167] This latter form of comedy was not pure and united (the comedian is the comedy) but written from the perspective of an outsider. The French comic diluted the redemptive effect of humour by devoting his work to a political cause. Comédie absolue was redemptive because it undermined the complacent confidence the laugher had in his superiority and made him look at himself objectively as a flawed individual. [165:  Charles Baudelaire, Variétés critiques, volume I: La Peintre romantique et volume II: Modernité et surnaturalisme, 3˚ édition, (1924), accessed at gallicalabs.bnf.fr/Bibliothèquedel'INHA on 30/06/2015, p. 101.]  [166:  Michele Hannoosh, Baudelaire and caricature: from the comic to the art of modernity, (University Park, Pennsylvania State University Press, 1992), p. 72.]  [167:  Baudelaire, Variétés critiques, p. 107.] 

This interpretation would suggest, however, that caricature, being politically motivated, was not redemptive. Simon Critchley argued to the contrary that political satire can be redemptive because it makes the reader take an ironic distance and be objectively judgemental of behaviour which might seem reasonable but is in fact bizarre or ridiculous.[footnoteRef:168] It is a recognition that real life falls short of the idealised version of the world. His theory of ironic distance is not as elitist as the theory of absolute comedy but it achieves a similar objective. It acknowledges the ironic dualism of humour. Critchley claimed that redemptive humour is not demonstrated through laughter but by the wry smile that indicates the individual appreciates her faults and under-achievements. Like Baudelaire who argued that the sage, well aware of the dangers, never laughed unless to laugh at himself, Critchley’s wry smile signals the recognition of personal limitations.[footnoteRef:169] Those who have this self awareness are not perfect beings who have no urge to laugh but nor are they beasts who have no control over their laughter. This wry humour is more relevant to visual satire, particularly violent satire, than laughter because the intention of the satirist is not to provoke laughter but to create a moment of shared satisfaction and pleasure in the ridicule of a shared antagonist while also making the reader aware of the faults in the society which she supports as a citizen. [168:  Critchley, On Humour, p. 108.]  [169:  Baudelaire, Variétés critiques, p. 101.] 

Baudelaire was similar to Bakhtin in that he insisted that comedy was redemptive but his theory shows what the nineteenth century French aesthete thought was the purpose of the clown or mime and his visual language. Baudelaire’s admiration of the buffoon was the opposite of Bakhtin’s despair at what he believed was the end of the free language of carnival.[footnoteRef:170] Bakhtin claimed that this decline started with the creation of stock character types like the Commedia dell’Arte cast.[footnoteRef:171] However, this narrative does not take into account that Renaissance carnival language was just as formulaic and ritualistic. It might have been nonsense but traditions were preserved year on year and a recognised language was developed. Grotesque representations of the body solidified into proverbs and jokes which in turn became familiar visual tropes in caricature.[footnoteRef:172] Caricature became the privileged medium of freedom for imagination and insult and a means through which the carnival counter culture could be extended beyond the period when carnival was supposedly at its height. Caricature put the baseness of the human body under public scrutiny but also created an ironic distance as laughter at the embarrassment of the victim was a recognition of the fact that every body is embarrassing. The laugher laughs uneasily because he or she can imagine being in a similar position.[footnoteRef:173] Yet the laughter was also liberating because it was a relaxation of social hierarchy. Caricature could continue the role of carnival to bring into question the obedient avoidance of taboo subjects in a mocking parody of official culture even if this was on a smaller, more exclusive level to the universal impact of carnival. Both Baudelaire and Bakhtin were accurate, however, when they pointed to the decidedly adversarial nature of French humour in the nineteenth century. The humour was divisive rather than universal and, by the end of the nineteenth century, was knowingly used as a weapon in class warfare, a way of undermining the elites in order to bolster the confidence of the poorer classes or vice versa. This study will show how artists tried to use the grotesque to provoke disgust and to alienate the victims and as a way to get the reader to recognise the distance between the ideal promoted by the official culture and the reality brought into focus through the vision of the world the artist wanted to share with them. [170:  Robert Storey, Pierrot, a critical history of a mask, (Princeton University Press, 1978), p. 104. Accessed at https://www.jstor.org/stable/j.ctt7zvdc0?turn_away=true, 26/01/2019.]  [171:  Bakhtin, L’œuvre de François Rabelais, p. 43.]  [172:  Hoffman, Caricature, p. 26. Hoffman wrote that caricature depended on a model of beauty to deform which intrinsically limited it. It could not be made out of pure fantasy because it needed recognisable icons to mock. ]  [173:  Critchley pointed out that we laugh at the body but also ironically with the body. Human self-awareness makes it possible to both be (unconsciously exist) and have a body (look at the body objectively). He claimed that this led to a conflict between self-identification and self-alienation. Humans laugh at those who are awkward in their bodies but also look at themselves askance as if distrusting their own bodies not to be awkward. Critchley, On Humour, p. 43.] 

Within humour, particularly within graphic satire, there is often a deliberate attempt to provoke disgust alongside ridicule. Disgust heightens the effect of ridicule by further deconstructing the target’s character and belittling them in the eyes of the reader. Disgust is discussed in most texts relating to caricature because of the integral part deformity and the grotesque has to play in the art form. Peter Fingestein narrows down what can be accurately called the grotesque in his article “Delimiting the concept of the Grotesque”.[footnoteRef:174] He insists that the grotesque, a relatively rare form of art, was the confluence of a grotesque idea and a sufficiently well executed form, exaggerating the horror by juxtaposing it with beauty. He dismissed “mere” caricatures  as insufficiently well drawn and lacking the symbolic depth of an artwork which has been intentionally deformed to symbolise the horribleness of the concept. Fingestein’s dismissal of caricature is, however, subjective and does not take into account the communicative value of an artist’s signature style. When the artists in this study employed grotesques in their work, the effect was not always to draw a distinction between the ugly and the beautiful but to draw a distinction between the good ‘us’ and the bad ‘them’. Taken in the context of that artist’s body of work, the presentation of an antagonist as grotesque built on layers of implicit meaning established between the artist and reader, giving the grotesque a specific purpose as a message to highlight moral disgust.  [174:  Peter Fingestein, ‘Delimitating the Concept of the Grotesque’, The Journal of Aesthetics and Art Criticism, Vol. 42, No. 4 (Summer, 1984), pp.419-426.] 

Looking at disgust more broadly in art, Carolyn Korsmeyer investigates how disgust can trigger an immediate and violent response in the viewer.[footnoteRef:175] She points out how, in some disgusting art, the disgust actually has the effect of fascinating rather than repelling the viewer because it allows the spectator to confront, examine and explore taboo subjects without incurring social stigma for being curious. In comedy, which promotes distance and lack of sympathy with the antagonist, disgust intensifies this effect as it further marginalises the subject and adds a further layer of ridicule. Theorists such as Mary Douglas, William Miller and R. Rawdon Wilson have devoted studies to understanding the triggers of disgust and what disgust actually is.[footnoteRef:176] Miller understands disgust to be a violent physiological reaction to organic substances which are perceived instinctively as threats. Mostly related to disease and decomposition, these perceived threats impact on social ritual or cultural tradition to determine what are acceptable behaviours or interactions and what are taboo. Transgression of these taboos leads to social stigma or ostracisation as the individual is perceived as somehow contaminated by their actions or physical state (if they are involuntarily contaminated through a genetic or environmental accident). As has already been indicated, disgust has an instrumental role in visual satire. The satirist can create a disgusting image of an antagonist, knowing that this disgust will add a layer of irony as the reader interprets the representation of something taboo - such as diseased sexual organs - as an implied comment on the antagonist’s hidden but true nature - such as sexual impotency.[footnoteRef:177] The artist’s choice of how to portray the antagonist so that they appear disgusting gives insights into what disgusts the artist and therefore what motivates the artist to become politically engaged and to campaign to bring about political changes. It also shows, as will be discussed later in this study, how the artist wanted to influence the reader’s view of both the antagonist and of what should be held as abhorrent in society.  [175:  Carolyn Korsmeyer, Savoring disgust: the foul and the fair in aesthetics, (Oxford; Oxford University press, 2010).]  [176:  Mary Douglas, Purity and Danger: an analysis of concepts of pollution and taboo, (London; Routledge and Kegan Paul, 1966). William Miller, Anatomy of Disgust, (Cambridge, MA, USA: Harvard University Press, 1997. ProQuest ebrary. Web. 22 January 2016). R. Rawdon Wilson, The hydra’s tale : imaging disgust, (Edmonton; University of Alberta Press, c. 2002).]  [177:  Impotency was a popular insult used to undermine Louis Napoleon during the Second Empire. As an emperor, it was important for him to prove that he could reproduce and therefore ensure the continued stability of the monarchy. Inability to reproduce could also be interpreted as an inability to hold onto power as it suggested a fundamentally lacking masculinity, making the emperor an embarrassment to the nation and a disgusting non-man on a very personal level. Tillier, La Républicature, p. 21.] 

Development of the press and illustration industry
This dissertation concentrates on the period from 1881 to 1914 because it spanned a boom in the industry of the illustrated press. Despite its prominence during this period, this study will not do more than touch on the Dreyfus affair. The focus of this study is to investigate how avant garde and anarchist artists visualised themselves as artistes engagés and performed that role in an effort to influence how the artist’s role in politics was imagined by the wider artistic and anarchist community. While the Dreyfus affair was central in bringing out the intellectuals in a mass intervention in politics, the paths that the four individuals in this study took to self-awareness as artistes engagés were only minimally influenced by the Dreyfus affair if at all. Of all the artists, Grandjouan was the only one to produce a caricature of one of the protagonists in the affair.[footnoteRef:178] Willette was uncharacteristically quiet during the Dreyfus affair despite his vehement antisemitic press illustrations in Le Chat Noir and Le Courrier Français during the 1880s and 1890s.[footnoteRef:179] The individualist Jossot also abstained from participating in the affair, a subject which was mostly absent from his memoirs and correspondence, preferring instead to focus on his art and his criticisms of the bourgeois culture in general rather than to make specific attacks on individuals.[footnoteRef:180] Of Delannoy there is no mention whether he did or did not contribute which suggests that any contribution he might have made was not significant.[footnoteRef:181] The lack of engagement by these four artists who were otherwise very engaged in politics shows that, while the Dreyfus affair was undeniably influential for French intellectuals, it was not the only impetus for engaging in politics. To understand more fully how these artists’ self-perception and self-projection were formed and carried out, this study intends to take a more holistic view of the period.[footnoteRef:182]  [178:  Dumont suggests that a caricature of General Mercier helped to launch his career. Fabienne Dumont, L’engagement d’un artiste: Jules Grandjouan 1900-1932, Mémoire présenté en vue du diplôme du l’Ecole des Hautes Etudes en Sciences Sociales, directeur du mémoire : Christophe Prochasson, 1998, p. 2.]  [179:  Phillip Dennis Cate, ‘Le côté sombre de Willette: mort et antisémitisme’ in Willette (1857-1926), ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), p. 172.]  [180:  Jossot used the excuse that any likeness between his caricatures and a living person was a coincidence to defend himself from criticism that he had personally attacked the leader of the French Freemason lodge. Jossot, Goutte à Goutte, p. 20.]  [181:  During the time of the affair, Delannoy was still trying to make a name for himself passing from one illustrated review to another (including Le Rire, le Frou-Frou, le Pêle-Mêle, le Sourire, le Petit Illustré Amusant) and these early works have not attracted the attention of researchers. Henri Poulaille, Introduction to Aristide Delannoy, Un Crayon de Combat, (Paris, Vent du Ch’min, 1982), p. 8.]  [182:  The influence of the Dreyfus affair on artists has already been well researched. See Kleeblatt, The Dreyfus Affair; Griffiths, The use of abuse. Drake, French Intellectuals and Politics; Tillier, Les artistes et l’affaire Dreyfus.] 

A wide period of interest is necessary because Paris and the art scene changed significantly over the decades leading up to the First World War. Paris was flooded with aspiring artists at the end of the nineteenth century, many of whom turned to the illustrated press for an income, thanks in part to the general amnesty granted to socialists and former communards in 1879 and the relaxation of caricature censorship laws as the new radical government, also in power from 1879, gradually gained in confidence.[footnoteRef:183] In 1881, the liberation of the press, particularly the illustrated press, from restrictive censorship laws was finally enacted. Though the liberties were short lived (restrictions put back in place in 1893 for the lois scélérates which allowed journalists to be charged for inciting violence or for praising those who committed crimes acts of violence), the boom in the press industry made it an attractive location for young artists.[footnoteRef:184] The innovations of the avant-garde artists in the press in Montmartre and in Montparnasse, particularly their efforts to rehabilitate bawdy French wit as a popular and sceptical riposte to the classical tradition in bourgeois art and comedy, appealed to foreign artists wishing to flee more restrictive regimes (Picasso, Juan Gris, Vallotton, Kupka, Van Dongen and Galanis among them).[footnoteRef:185] Art was deliberately professed as non-political but this was only in the sense that it mocked all political groups and society indiscriminately. For many, it was an opportunity for exploration with innovative styles and materials, creating joke exhibitions and founding journals which celebrated “l’Esprit de Montmartre” or the fumiste mentality.[footnoteRef:186] For some artists, however, the intention was to hold to a political position and, as this study will show, the consistency and modulations of the artist’s political thought are communicated through the project of that artist’s public persona.  [183:  Many artists and journalists, such as Pilotell, had fled from France in 1871 out of fear that they would be arrested in the reprisals against the Paris Commune. Goldstein, Censorship of political caricature, p. 202.]  [184:  Shikes, ‘Art and architecture in the service of politics’, p. 162.]  [185:  Michel Dixmier, Annie Duprat, Bruno Guignard, Bertrand Tillier, Quand le crayon attaque: Images satiriques et opinion publique en France 1814-1918, Préface de Jean-Noël Jeanneney, (Paris, Éditions Autrement, 2007), p. 104.]  [186:  Cate and Shaw, The spirit of Montmartre, p. 23. The concept of fumism will be explained fully in the chapter on Willette.] 

Technological advances in printing, such as the improvements in lithography, made it possible for complex artworks to be copied onto stone and printed in high quality. This made the press a good platform for exhibiting artistic ability, particularly for artists who had yet to establish themselves in traditional venues like the salons. The same was true for poster art which also boomed in this period as a new platform for famous artists.[footnoteRef:187] Posters became objets d’art as the streets of Paris became advertisements for artistic talent. As Delporte has shown, the fashion for caricature was falling away in the 1880s and 1890s as a new tradition of the humoristes established itself.[footnoteRef:188] The humoristes prided themselves on the high quality of their art and the sharpness and subtlety of their wit. Caricature was associated with ugliness, vulgarity and hate-laden insults poorly disguised as comedy. Delporte judged that it was not until the 1920s when press artists changed the concept of their profession to become artist-journalists and to take more pride in the content of their ideas than the quality of their art. These later artists were not classically trained as the humoristes of the previous generation were. Their drawing styles were simpler and more closely associated with caricature than with fine art. This argument, while strong in as far as the leading and most exemplary figures of the humoriste group are concerned, is too simple to describe the whole of the art scene between 1881 and 1914, mostly because not all the humoristes limited their work to the salon and journals inspired by the humoriste movement. Artists like Steinlen and Hermann-Paul as well as the four in this study diversified and tailored their message to suit the platform and readership. They used Les Temps Nouveaux and L’Assiette au Beurre to air fiercely socialist, antimilitarist and anticlerical views with mocking and witty illustrations.[footnoteRef:189]  [187:  Bradford R. Collins “The Poster as Art”.]  [188:  Christian Delporte, Dessinateurs de presse et dessin politique en France des années 1920 à la libération, (Thèse de doctorat : Histoire du XXe siècle : Paris, Institut d’études politiques : 1991).]  [189:  Dixmier, Duprat, Guignard, Tillier, Quand le crayon attaque, p. 59.] 

The turn of the 20th century and the call for artists to be engaged in politics coincided with the change in focus in the anarchist movement from individualism and propaganda by the deed to syndicalism and reasoned academic debate in the anarchist press.[footnoteRef:190] For the anarchists, it was not until after 1900 and the reestablishment of the anarchist press in titles like Les Temps Nouveaux, La Guerre Sociale and La Voix du Peuple that the artists were given an opportunity to make a major contribution.[footnoteRef:191] Before that, opportunities for artists to contribute on a regular basis to the anarchist press was mainly limited to the contributions made by Luce and Steinlen in Le Père Peinard and Le Chambard Socialiste.[footnoteRef:192] This restricted field changed, however, as anarchist intellectuals realised that they could not get through to the proletariat with their dense prose and abstract philosophical ideas about an anarchist future society. Visual imagery was a better option for reaching the poorly literate working classes.[footnoteRef:193] Journals like Les Temps Nouveaux and La Guerre Sociale aimed to emulate the success of images in the national daily press and benefit from the interest that illustrations had generated during the Dreyfus affair. Other journals, like L’Assiette au Beurre and Les Hommes du Jour organised their platform around illustrations, relying on the demand for art in the low to middle bourgeois consumer market to sell their controversial political ideas. The class of the readership for these journals will be of interest in this study because it provides insights into what the artists hoped to achieve in their self-projection. For instance, by targeting a mainly middle class audience, the artists may have hoped to recruit more individuals like themselves, educated and from the middle classes, to their political movements. [190:  Maitron, Histoire du Mouvement anarchiste, p. 271. See also Patsouras, The Anarchism of Jean Grave, p. 54 and Sonn, Anarchism and cultural politics p. 28.]  [191:  The Dreyfus affair is an exception to this. Though not connected to anarchism, the affair was an opportunity for artists to get engaged in the political debate. The spontaneous launches of the illustrated journals, published entirely without text except for the captions, Psst…! and Le Sifflet demonstrate the dynamism of the period 1899-1900, in particular the energy of the debate the artists had between the Dreyfusards and the anti-Dreyfusards among themselves. As Norman Kleeblatt wrote, “The battle between the Dreyfusards and anti-Dreyfusards is no more energetically or artfully fought by either side than on the illustrated pages of Le Sifflet and of Psst…!”. Kleeblatt, The Dreyfus Affair, p. 90.]  [192:  Exposition présentée par Adíamos-89 en partenariat avec le Musée-Abbaye St-Germain d’Auxerre, L’Art social à la Belle Époque. Aristide Delannoy, Jules Grandjouan, Maximilien Luce, trois artistes engagés, from the collections of Michel Dixmier and Louis Bretonnière, (Auxerre, Cellier de l’Abbaye St-Germain, 19 novembre 2005 - 16 janvier 2006). While Grave did open up an outlet for artists to produce propaganda in his fundraising tombolas, the work produced was not militant, tending to be more sympathetic towards the difficulties faced by the working classes than trying to inspire them to revolution. Dardel, Catalogue des dessins, p. 104.]  [193:  Sonn, Anarchism and cultural politics, p. 116.] 

Artists on the left were very sympathetic to helping disseminate the anarchist ideas. As the avant-garde in Montmartre (who were both on the left and right of the political spectrum) had already developed a sarcastic, sceptical, anti-authoritarian tradition of humour, they adapted this irreverent humour for a more select and partisan audience. Anti-militarism was a strong theme as, thanks in part to the suspicion of the army developed over the Dreyfus affair, artists used their knowledge of events happening outside of France as well as the government-led repressions of syndicate industrial action to paint the military, particularly the officers, as a band of savages.[footnoteRef:194] This antimilitarism contrasted with the patriotism and anti-German stance of journals established before the Dreyfus affair.[footnoteRef:195] A lot of the criticism, however, was social as the artists attacked the bourgeoisie as a class in a sardonic commentary on contemporary society. Other themes included criticism of the police, the government, the clergy and state organised education. The choice of theme was personal to the artist and offered a window into that artist’s political sympathies though the severity with which they were permitted to make their attacks depended on the journal and editor. The artists as a group also kept up with the journalists in organising themselves into a recognisable professional body which had a means of influencing legislature with regards to the rights of artists over their intellectual property. The société des humoristes was formed when it was discovered that the daughter of the caricaturist Henri Monnier was dying in poverty, unable to support herself on the meagre earnings from his work despite her father’s success. Other artists, led by Louis Morin and Maurice Neumont, collaborated to arrange the Bal Henri Monnier to provide her with funds in a sort of pension.[footnoteRef:196] Louis Morin later wrote: [194:  Lethève, La Caricature et la Presse, p. 98.]  [195:  For example, Le Chat Noir, which was staunchly patriotic. See Cate and Shaw, L’Esprit de Montmartre, p. 38.]  [196:  Delporte, Dessinateurs de presse, p. 40.] 

	“Cette misère ignorée et qu’un hasard seul nous avait fait découvrir, nous avait tous 			profondément frappés: nous comprîmes alors l’opportunité que pouvait avoir, pour nous, 		un étroit groupement. Isolés, nous n’étions rien! Réunis, nous étions tout.”[footnoteRef:197] [197:  Ibid., p. 41.] 

This kind of political action, though not associated with any party or movement, showed the artists’ willingness to be engaged in politics for themselves and to see themselves as political figures as well as fine artists. They held onto this latter distinction in a celebration of their artistic sensibility and alternative view of the world. Their new perspective on their social role, however, was in part the impetus for artists to join in the effort to educate and inflame others, especially those of the working classes, about the iniquities and human atrocities committed by the government and the traditional institutions like the Church, the army and the judiciary.[footnoteRef:198] [198:  Artists like Roubille, Steinlen and Hermann-Paul helped to advertise brochures written by anarchist theorists like Kropotkin and novels written by Grave (such as Les Aventures de Nono, written for children) by providing illustrations for the covers or to be printed in text. See Dardel, Catalogue des Dessins, p. 105 and letters between Hermann-Paul and Grave, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine. ] 

Though they were covering similar subject matters, some artists’ style and personal agenda made them stand out. The idiosyncratic way these artists would deform an otherwise recognisable stereotype - for example, the likeness of the leading politician Georges Clemenceau - developed their styles into personal signatures which had meaning for the readers beyond the content of any individual illustration. They reinforced visual tropes which were then reused over the course of the artist’s work to fix a political narrative in the symbol. By dint of repetition and expansion, this narrative became indelibly associated with the political figure in the minds of the readers. In addition to the presence of their art in the press, some artists performed the role of the political activist in a very public way which drew attention to them as individuals beyond their art. This public performance lent an air of authority and integrity to the visual representations of their political ideas. It also added to the public interest in their work, giving it a human element which appealed to the readers.[footnoteRef:199] Within the anarchist movement, the relationships between the artists and the leading anarchists were another facet to this performance. They proved to their colleagues the sincerity of their militant activism through the many occasions where they rose vigorously to defend in person and through their art the actions of their fellow anarchists and engaged artists. [199:  The physical presence of the artist personified the idea of the anarchist militant and balanced out the violent role of the terrorist which had gripped the French imagination in the early 1890s. See Sonn, Anarchism and cultural politics, p. 238 for his discussion of the symbolisation of violence and the role of the terrorist in anarchist thought and art. ] 

The importance of the artist’s self-image
Having a human body to focus on was an important part of the appeal of caricature and satirical art. At the end of the nineteenth century, France was still undergoing in the minds of the people the transition from a monarchy to a republic.[footnoteRef:200] The Third Republic was initially expected to only last as long as the two republics which had preceded it, with the expectation that a king would quickly be installed in a third restoration. When the Comte de Chambord, the Legitimist candidate, blocked his own election to reign when he refused to compromise over the reinstitution of the white Bourbon flag, it gradually became clear over the 1870s that a return to a monarchy would not be possible and the republic was formally instated in 1875.[footnoteRef:201] Meanwhile, the liberals were slowly building up their power base over the first decade of the new republic. Having arrived in 1871 with little support after the fiasco of the Paris Commune frightened voters to the right, the liberals managed to restore confidence in the idea of a republic. In 1879, they finally succeeded and took power over the discredited monarchists, forcing the monarchist President MacMahon to resign on the twenty-ninth of January of that year.[footnoteRef:202] This period of uncertainty did little to help the public come to terms with the abstract idea of a state without a recognisable figurehead who could be its representative. For the people, an authority headed by a personality or recognisable individual was easier to imagine than an abstract government with a changing carousel of faces and no individual figure to fix on for an extended period of time. To defend itself against more traditional, alternative visions of sovereignty (for example, the embodiment of sovereignty and national identity in a monarch,) the government was tasked with making the republic or an idea of the republic seem real, strong and permanent to the people through the use of symbols which had come to represent republicanism so that they could transfer their patriotic loyalty.[footnoteRef:203] Marianne, an allegorical figure born out of a combination of the warlike Liberty of the 1789 revolution and the gentler, maternal France from the 1848 republic, was installed as busts in mairies, on the heads of coins  and on other national paraphernalia to replace the figure of a monarch.[footnoteRef:204] For those interested in promoting anarchism, they faced an even more abstract proposal to the people: from a government of men to an absence of authority with the people having power over themselves instead. It was a hard future to imagine or visualise as possible, especially as this vision was confused by the diversity within the anarchist movement. The sense of urgency felt by anarchist theorists like Grave and Kropotkin to counter republican symbols with anarchist alternatives is testament to the fact that the first few decades of the Third Republic was a period of experimentation and testing of new ideas of nationhood and national subjectivity. The role of the artist was to give the abstract idea of a national body a visual representation either by using existing metaphors or creating new ones which resonated enough with the people that they were adopted into the popular concept of national identity.  [200:  Maurice Agulhon, Marianne au Pouvoir. L’imagerie et la symbolique républicaines de 1880 à 1914, (Paris: Flammarion, 1989), p. 22.]  [201:  Hanson, ‘The Founding of the French Third Republic’, p. 1038. The reinstitution of a monarchy was further impeded by the rivalry between the Orléans and Bourbon families.]  [202:  Ibid., p. 1050.]  [203:  Maurice Agulhon, Marianne into Battle: Republican imagery and symbolism in France, 1789-1880, (Cambridge: Cambridge University Press, 1981), p. 168.]  [204:  Ibid., p. 24.] 

The most obvious metaphor to represent the national body was the human body. Bertrand Tillier’s theory of the objectification of the body entails removing the humanity from the human body which made it more open to vicious criticism. The process the artists were faced with at the turn of the century was the opposite. It was the resubjectification of the body so that it inspired sympathy in an abstract idea. Historical examples of fictional personifications of an idea, such as Mayeux, the Commedia dell’Arte figures, show how fictional characters can become representations of a class, a political standpoint or a human virtue.[footnoteRef:205] By adding humour or human empathy, the artist can make the abstract human and relatable. This can then be turned into an inspiring political cause because the relatable character can be put in a position of political power or weakness, either inspiring hope, protective instincts or contempt. The remaining problem is in finding the right character to appeal to the reader. The answer that the four artists in this study found was their own self-portrait, combined with a famous fictional character or made to personify a particular political stance such as individualism or revolutionary syndicalism. Their visual presence in their art was the necessary human touch to connect with the readers and provide a thread of continuity through the course of that artist’s campaign. [205:  Tillier, La Républicature, pp. 116-124.] 

The self-portrait came with its own symbolic language. It coincided with the artist’s performance in real life to form a public persona or manifestation of the artist’s ideas and activities as a political agent. The artist could use their self-portrait in fictional encounters with political enemies and so demonstrate to the readers how the activist the artist was modelling would behave in those circumstances. If successful, the way that artist portrayed the ideal activist would be the way the readers imagined the activist with the end result being that the artist would form the core of the readers’ visual image. As Gombrich theorised, art is a means of training the brain to associate an idea with a piece of sensory information. Through repetition and complementary physical performance, the artist moulded the readers’ perception to accept his vision of the activist. The rest of the artist’s signature style and the political causes the artist adopts become a polemical semantic field which was associated with the artist’s self-portrait or appearance in public. The symbols that artist used to represent his wider political thought were evoked in the reader’s mind when confronted with the artist’s image. The artist’s choice of costume or props to draw on his self-portrait also created a personal connection between him and the readers. These elements added to the humanity of the artist and made him real in a way the victims of that artist’s satire - who were distanced from the reader through ridicule and irony - were not. 
This study will go further to show that a successful artist’s self-portrait can take on additional layers of meaning and become a complex symbol through the adoption of that self-portrait in the work of other artists.[footnoteRef:206] The artist’s original thought can be layered with the interpretations of others when they represent ideas they share with the first artist by using his face in their own work. This is not only the case for visual representations. The artist’s self-projection can be promoted and developed through written references in journals which then become associated with the artist. These associations expand how that artist is seen and remembered by the public and helps to clarify or add depth to the artist’s ideas. They also offer to others platforms to contribute or discuss the artist’s narrative or political message. The evolution of the artist’s thought over his career adds to the layers of meaning in the symbol to the point that the effect of Barthes’ alibi comes into play.[footnoteRef:207] The different versions of the artist can swap with each other to appeal to different groups or to function as figureheads in spontaneous campaigns, even if these campaigns were not personally supported by the artist in real life. In this case, it is possible that the artist can become a myth or legendary figure whose work and life come to represent the struggle or spirit of a political movement.  [206:  See Mitchell, Iconology, Image, Text, Ideology, pp. 67-70, where he discussed Nelson Goodman’s theory that a symbol can increase in the density of its meaning. The fewer meanings it has, the more precise and shallow the symbol is. However, a dense symbol, with a wide pool of different meanings and references, can be an efficient tool in a range of subjects. Within an artist’s œuvre, however, the different meanings ascribed to a symbol overlap in the minds of the readers, making the symbol less precise but giving it a strong referential power which can more efficiently communicate a complicated message. Ann Rigney describes a similar effect in her work on the circulation of cultural memory. She suggests that cultural symbols portrayed in the media can be turned into collective memories  since it is the way the culture is portrayed that shapes experience and creates memories. Thus the choices an artist makes in his self-presentation can influence how other artists experience and remember his work and interventions in public, thereafter incorporating that way of remembering the original work or act in their subsequent re-enactments and commemorations. See the introduction to Mediation, Remediation, and the Dynamics of Cultural Memory - ‘Cultural Memory and its Dynamics’, ed. Astrid Erll, Ann Rigney, Laura Basu and Paulus Bijl, (De Gruyter, Inc., 2009.) ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=453835.]  [207:  Barthes, Mythologies, p. 229.] 

Analytical framework for the dissertation
The four following chapters will each focus on one artist whose interpretation and experience of anarchism was both unique and represented the diversity of thought within the anarchist movement.[footnoteRef:208] The first artist in this study will be Willette. He was the oldest of the four artists and the anarchism he embodied reflected the spirit of his formative years. Establishing himself as an artist in the early 1880s, Willette predated the period of propaganda by the deed violence which defined the early 1890s and changed the direction anarchism would take in the first decades of the twentieth century. As such, Willette was more anarchic than anarchist in the early period of his career, the 1880s. He adopted the ideals and perspectives of the incohérent school of thought.[footnoteRef:209] The Incohérents preferred pleasure over work and sublimated sexual release as an expression of anarchic liberation in contrast to the work ethic of the bourgeois faubourgs where sexuality was repressed.[footnoteRef:210] As a representative member of this school, Willette was sceptical of authority and the government in particular, a keen supporter of revolutions and a rebel against the traditional standards of art as supported by the Academy and by the state-sponsored artists. Willette was also, perhaps paradoxically, a strong patriot, a fierce nationalist and supporter of one of the most traditional of the French institutions, the army. Willette used his art to challenge taboos on sexuality, the public image of the artist and the right of the bohemian outsider (to bourgeois culture) to claim to be the best defender of French identity.[footnoteRef:211] His rebellion against bourgeois modernism pushed him to define his nostalgic revival of traditional French cultural icons (like Pierrot or the Gauls) as a cry for an alternative cultural ideology. Though Willette’s politics were personal, he claimed to represent a wider body - the population of Montmartre and likeminded individuals outside of the district - with his art and saw his alter ego as a mouth piece for this larger political body in a similar way to the anarchist artists belonging to more formally established political movements. After 1900, the themes and methods of attacking the government and the bourgeoisie in Willette’s work fell more in line with the more formal anarchist artists, leaving behind his public persona as the poetically hapless Pierrot behind. [208:  What it meant to call oneself an anarchist was a hotly debated question by the detractors of anarchism and among the anarchists themselves. See Hutton, Neo-Impressionism and the Search for Solid Ground, p. 46.]  [209:  Though the Incohérents were artists first, their politically seditious caricatures constantly tried to undermine the bourgeoisie and rebel against institutional authority like the state-sponsored École des Beaux Arts, a stance which was informally anarchic. Mainardi, The end of the Salon, p. 116.]  [210:  Sonn, Anarchism and cultural politics, p. 52.]  [211:  While this was not anarchism in the formal sense, it was antiauthoritarian. Willette’s description of the politics of the Chat Noir cabaret aptly describe his own as well:
“Le Chat Noir, sans être anarchiste, était, sinon hostile, du moins indépendant vis-à-vis de l’Elysée, dont les familiers ne nous témoignaient aucune tendresse… bien au contraire.” Willette, Feu Pierrot: 1857-19?, (Paris, H. Floury, 1919), p. 155, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k63412609/f214.item.r=anarchiste, 23/04/2019.] 

In contrast, Jossot’s formative years were the 1890s and his position on anarchism was informed by the terrorist acts carried out by proponents of propaganda by the deed. Jossot was, like Willette, sceptical of the bourgeoisie and the bourgeois government but he was also sceptical of other anarchists from whom he forcefully distanced himself.[footnoteRef:212] Jossot’s stance changed subtly over the late 1890s and early 1910s. He initially embraced anarchy as a part of his identity and engaged in an anticlerical campaign launched by the anarchist journal L’Action.[footnoteRef:213] He also used platforms like L’Assiette au Beurre to wage personal attacks on traditional institutions like the army, the Catholic Church and the judiciary. His enthusiasm for anarchism waned however and he later prioritised individualism in his self-identification and refused the label of anarchist on the grounds that it was just another authority intent on forcing conformity on its membership.[footnoteRef:214] Jossot portrayed his scorn through his satires of the propagandists by the deed and linked them to the working class anarchist in general, indicating that the root of his dissatisfaction was with the move of syndicalist anarchism to focus on the proletariat who he saw as ignorant and unoriginal or brutishly violent. His work reflected contemporary studies of the propagandists by the deed who were held as evidence that French society had entered a period of degeneration. The murders committed by Ravachol in particular, who came from the working class, were explained as indications of his devolution from human to animal.[footnoteRef:215] Later, the well educated anarchist Emile Henry was said to have committed his own acts of violence in a narcissistic and deranged bid for power, his madness setting him apart from civilised society as a man reduced to savagery.[footnoteRef:216] That Jossot’s rejection of anarchism should be portrayed through the stereotype of the ignorant terrorist carrying a bomb reveals his fears that an anarchism involving the working classes would deteriorate into another period of animalistic violence and that he, an educated man of a superior class, would find himself embroiled in militant syndicalism.[footnoteRef:217] He embraced individualism as it allowed him to set himself above the rest in a league of his own and to define his own rebellion against society.[footnoteRef:218]  [212:  See Gustave Jossot, Viande de ‘Bourgeois’, (Paris, 1906), accessed in a private collection. This novel satirises the anarchist movement and paints the rank and file anarchist as little more than cattle blindly following directions from the leaders. ]  [213:  Michel Dixmier, Henri Viltard, Jossot: Caricatures. De La révolte à la fuite en Orient. (1866-1951), (Paris, Paris Bibliothèques, 2010), p. 60.]  [214:  Jossot in a letter to Grave, 03/12/1906, no. 812, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris.]  [215:  In an interview for L’Impartial, a republican newspaper, the nationalist and monarchist editor for La Libre Parole, Édouard Drumont described Ravachol as a failed man who wanted to take what he could not earn by force. See  L'Impartial. Organe républicain de l'arrondissement de Bône, 28/04/1892, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k6232707f/f2.image.r=ravachol, 23/04/2019.]  [216:  See the assessment of Henry’s mental state in the Revue de médecine légale, (June 1893), accessed at https://gallica.bnf.fr/ark:/12148/bpt6k5699212m/f390.image.r=emile%20henry%20degenere, 23/04/2019. His actions were also treated as reason for questioning the potential for degeneration into savagery in society as a whole in the republican journal La Liberté. See ‘Questions du jour’, no. 10,064, 29th year, 28/04/1894, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k4789951w/f1.item.r=emile%20henry,%20anarchiste, 23/03/2019.]  [217:  Despite Jossot’s claim to be independent of the mainstream thought, this association between anarchism and mindless violence was also promoted by the government as a way of discrediting anarchism as an attractive ideology to the left leaning bourgeoisie. See Hutton, Neo-Impressionism and the Search for Solid Ground, p. 47.]  [218:  Jossot, Le Fœtus Récalcitrant, (Paris, Finitude, 2011[1939]), pp. 29-30. Referring to himself when he spoke of the caricaturist, Jossot described a parade of figures representing the different factions of society, including “les insurgés: les syndicalistes cégétistes, les prolétaires inconscients mais organisés, toute la clique communiste”, which walked past the caricaturist who, at the end, shrugged his shoulders and turned away. This analogy represented Jossot’s own desire to distance himself from the crowd and refuse the pressure to conform to any group. John Hutton describes the individualist ideology as a rejection of “social responsibility in favor of absolute personal freedom” embraced by those who believed themselves to be “superior individuals who had the courage to seize it.” Hutton, Neo-Impressionism and the Search for Solid Ground, p. 54.] 

Unlike the first two artists, the final two - Delannoy and Grandjouan - were similar in their ideas about what it meant to be an anarchist. Both were young artists in the early 1910s and so their ideas were informed by the rhetoric of anarchist thinkers like Jean Grave, Fernand Pelloutier and Peter Kropotkin who proposed a strategy of direct action to reground anarchism after the government repression of violent activism in 1894.[footnoteRef:219] Direct action was a strategy that involved training the proletariat to act for themselves and instigate the hoped for revolution through a general strike.[footnoteRef:220] Delannoy’s mark on anarchism, however, was unique because of how his work came to represent the personal struggle of the anarchist - especially antimilitarist - artist against state censorship. Though Delannoy was not born to a mining family, his work showed a personal connection to the mining communities in the departments of northern France.[footnoteRef:221] This link proved to be symbolic to the artists who saw in Delannoy an inspirational model of physical masculinity and artistic sensibility whose working class roots gave his work the authority of a first hand account. Delannoy was thrust into the spotlight later in the decade when an antimilitarist portrait charge published in Les Hommes du Jour resulted in a year long prison sentence and a 3000 franc fine.[footnoteRef:222] Delannoy became the face of the persecuted artist in a movement which stretched beyond antimilitarism to address the general dissatisfaction within the artistic community about how society marginalised and disrespected them. Delannoy’s anarchism had therefore two faces: the face he actively put forward as a keen activist wiling to draw the body of the proletarian as a warrior hero for a new age and the persecuted martyr as drawn by his fellow artists who represented the artist himself as their hero for the new age. [219:  Ibid., p. 54.]  [220:  Maitron, Histoire du Mouvement anarchiste, p. 266.]  [221:  Poulaille, Un Crayon de Combat, p. 8.]  [222:  Dixmier and Dixmier, L’Assiette au Beurre, p. 287.] 

Grandjouan, like Delannoy, was chiefly concerned with representing and supporting the role of the proletarian in the anarchist revolution. He was more closely aligned with revolutionary syndicalism than the other three and became the principle illustrator for the organ of the CGT, La Voix du Peuple.[footnoteRef:223] As a revolutionary syndicalist, Grandjouan’s anarchism is straightforward in its scope and objectives. He wanted to overthrow the bourgeois state and put in its place an egalitarian system of self-governing city communes in which each individual would be responsible for devising the laws by which the commune would be run.[footnoteRef:224] Grandjouan defined his anarchism in terms of class warfare between the bourgeois state and the proletariat. On the side of the bourgeoisie were the national institutions (the army, the Church, the judiciary) as well as the industrial elite. Alongside the proletariat stood members of the bourgeoisie who had renounced the class of their birth to support what they saw as the side which was morally in the right.[footnoteRef:225] Grandjouan saw his role as an artist in the anarchist revolt against authority as a leader who would show the way for others to follow. His work and his example would provide the model of how the revolutionary should behave and inspire the proletariat to believe in the feasibility of the revolution. Grandjouan differed from Delannoy because of his much more aggressive depiction of the artist as a hero for the working classes. Despite his relative wealth, Grandjouan repeatedly portrayed himself in working class dress and with the musculature expected in someone accustomed to hard labour. This romanticised self-presentation made him stand out as much more of an exhibitionist, more like Jossot and Willette, than Delannoy in spite of the similarities between their interpretations of anarchism. How each of these artists presented themselves or were presented by others will be the focus of this study because it set them apart from other artists with anarchist sympathies. It made them models for what they believed anarchism should be through their self-portraits which they hoped would make easily translatable and interpretable blueprints for others to read and follow. [223:  Dumont, L’engagement d’un artiste, p. 27.]  [224:  Ibid., p. 58.]  [225:  This argument for the morality of the anarchist movement was the basis for the enthusiasm for anarchism shown by many neo-impressionists during the 1890s. Laurent Tailhade, for example, explained his support as based both on personal freedom and a hope for a better society free from corruption. Hutton, Neo-Impressionism and the Search for Solid Ground, p. 53.] 












Adolphe Willette
“Au lycée, la possession d’une fleur était un délit ! Un jour, un méchant pion surprit un de nos camarades, le nez enfoui dans une rose sans doute rapportée du jardin paternel : il la lui arracha des mains et l’écrasa sous la semelle de son gros soulier !… Le petit se mit à pleurer, et moi j’eus peine à réprimer un cri d’horreur. Qu’il soit pardonné à cet homme, car son acte de brutalité m’avait révélé ma sensibilité, sans laquelle je ne serais jamais devenu un artiste ! Dès ce jour, j’avais entrevu un Pierrot nouveau… un Pierrot qui aurait pitié des roses !”[footnoteRef:226] [226:  Willette, Feu Pierrot, p. 126.] 


Léon Adolphe Willette was born in 1857 in Châlons-sur-Marne, the son of Colonel Henry Willette (1822-1892).[footnoteRef:227] Raised in Dijon with access to a full education, Willette was unable to complete the Baccalaureate when his father’s embroilment in the escape of Marshal Bazaine from the Isle Sainte-Marguerite led to his father’s imprisonment and forced retirement from the army. Moving to Paris in 1875, Willette studied at the École des beaux-arts under Alexandre Cabanel (1823-1889), who was a professor at the school and a member of the annual Salon jury.[footnoteRef:228] In 1878, Willette joined the avant-garde group the Hydropathes and later the Hirsutes. He was the youngest member but quickly established himself in that milieu so that, when the Chat Noir cabaret opened its doors in 1881, Willette was one of the “institute”, the select group of bohemian artists, writers and thinkers who met in the small back room.[footnoteRef:229] In 1884, Willette was commissioned to decorate the back wall of the cabaret which he covered with his Parce Domine. As well as an artist, Willette aspired to become a journal director and made several unsuccessful and, at times, ruinous attempts to launch his own paper. His long career eventually took him away from Montmartre in 1904 but, despite this, he never lost his following who saw in him, even in the 1920s, a symbol of the legendary cabaret culture. [227:  Anne-Laure Sol, ‘Chronobiographie’, Willette (1857-1926), ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), p. 14.]  [228:  Cabanel joined the academy at the age of 17 and won the Prix de Rome at the age of 23. His work strongly showed the influence of the academic teaching style but he was also open to experimentation and pushing the boundaries of the academic style. For this reason, he was a popular teacher. Like Willette, his portraits were idealised and presented a flattering likeness of the subject. For an obituary written at the time of his death, see Roger Riordan. “The Atelier.” The Art Amateur, vol. 20, no. 4, 1889, pp. 78–79. JSTOR, www.jstor.org/stable/25628928, accessed 21/01/2019.]  [229:  Cate and Shaw, The Spirit of Montmartre, p. 25.] 


The literature on Willette mostly focuses on Willette’s life in Montmartre, agreeing with his contemporaries that the last two decades of the nineteenth century were the high point of Willette’s career. The collection of essays compiled for the exhibition devoted to Willette at the initiative of the Louis-Senlecq museum of history and art at L’Isle-Adam and the Félicien Rops museum at Namur in 2014 is a very good introduction to the research and literature currently available on Willette’s life and art. More general studies of either Montmartre culture or the various political illustrated journals published during Willette’s active career mention Willette in passing or as the subject of brief case-studies. Cate and Shaw use Willette as a particular case to demonstrate the centrality of Pierrot to Montmartre culture.[footnoteRef:230] Brigstocke also refers to Willette as a central figure in his discussion of how the Chat Noir cabaret and the artists who were associated with it helped to define the cultural space of Montmartre.[footnoteRef:231] While these studies have been useful for defining how Willette fitted into the cultural landscape and how he might have been influenced by his surroundings, they do not take his perspective and look at how his work fitted into the context of his ambitions and motivations as an artist as is the focus of this study. Anne-Laure Sol starts the collection with a chronological biography giving the salient facts and dates of Willette’s life.[footnoteRef:232] Alongside this biography, Sol includes photographs which show a middle-aged Willette posing in various fancy dress costumes or even naked. Though these photographs were not discussed in the article, they show an aspect of Willette’s self-projection as a politically engaged artist, community leader and model for the legendary bohemian. These photographs were unfortunately not available for this study but, as an example of other photographs of Willette in his studio will show, Willette was very aware of how he could use photography to augment his self-projection and his fellow Montmartre residents were eager to participate in the preservation of that image. Isabelle Collet explores Willette’s connection with Pierrot and the dual persona he performed for the public in his art and daily activities.[footnoteRef:233] This connection will be of central importance to the discussion in this essay as Willette identified with Pierrot and used the clown to structure his public persona. While Collet does make the point that Willette and Pierrot were closely linked, both in his mind and in the mind of his followers, she does not explore the full implications of the performative aspect of this identification nor does she look at Willette’s self-projection beyond Pierrot, as a political activist and journalist which will be the purpose of this chapter.  [230:  Cate and Shaw, The Spirit of Montmartre, p. 34. ]  [231:  Brigstocke, Life of a city, p. 113.]  [232:  Sol, ‘Chronobiographie’, Willette, pp. 14-22.]  [233:  Isabelle Collet, ‘Jeux de double : “Willette dit Pierrot”’, in Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 24-35.] 

Nicholas-Henri Zmelty examines Willette’s obsession with the female body, looking in particular at how women were presented jokingly as food in Willette’s illustrations for menus and associated with feeding male appetites.[footnoteRef:234] Though Zmelty’s short article does not go into depth, it raises the important point that artists, almost all men, were overwhelmingly insensitive to the reality faced by women living in Montmartre. They preferred to draw women as ideals or as sexualised objects of male desire. This chapter will discuss in more detail the implications of this cultural perspective on Willette’s creative output and his self-projection as the ideal Montmartre artist. Jean-Didier Wagneur looks at Willette’s life as a bohemian artist playing the role of Pierrot. He examines how the myth of the Bohemian was a central part of the avant-garde ideology in vogue in Montmartre and in the Parisian artistic community.[footnoteRef:235] Wagneur’s point that Willette was clearly both influenced by and an influencer for this Bohemian culture will be explored further. This chapter will push beyond Wagneur’s conclusion to argue that Willette was not just an active participant in the Bohemian myth but also tried to turn it into a political advantage for his personal gain and what he believed was a necessary regeneration of French national culture. Laurent Bihl, Willette’s grandson and probably the leading historian on Willette’s life, explores Willette’s participation in the vachalcades of 1896 and 1897. These were large, popular parades organised by the Montmartre arts community and the leading journals and cabarets of the butte. They were supposed to have the dual purpose of raising funds for the poor of Montmartre and to bring back the popular carnival culture that had largely been excised from French culture by the Republic. They failed to bring in the funds promised but, despite only lasting two years, the project established the point that Montmartre’s culture was alive and strong independently to the rest of Paris.[footnoteRef:236] Though not discussed in this chapter, the episode of the vachalcades reinforce the point that Willette had a strong presence as a cultural leader in his culture. It also reveals the depth of Willette’s pride in Montmartre culture and his determination to preserve its quaintly rural aspects in spite of the wave of industrial modernity overtaking the rest of Paris.  [234:  Nicholas-Henri Zmelty, ‘Les Délices d’un “Gynophage”’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 46-49.]  [235:  Jean-Didier Wagneur, ‘La bohème de Pierrot’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 52-76.]  [236:  Laurent Bihl, ‘Les deux Vachalcades montmartroises (1896 et 1897), Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 80-89.] 


Dominique Lobstein contributes a fascinating essay which looks at the efforts Willette made to be recognised as a fine artist. This essay reminds the reader that Willette’s intention had always been to create fine art even if his occasional successes at the Salon were down to the influence of his tutor Cabanel. As such, Willette’s work was more suited to the popular press than the Salon and, as will be discussed later in this chapter, Willette’s near parodies of the work produced by past masters and his peers outside of the Bohemian circle reflected his playfully disrespectful challenge towards the strictures of academic painting.[footnoteRef:237] The following essays, however, show how Willette was nevertheless a notable and respected painter in his own style. Leila Jarbouai focuses on Willette’s contribution to an exhibition to honour the late Victor Hugo. Willette was asked to reproduce a scene from Les Miserables and his response (reluctant though it might have been) was the moment before Gavroche’s death when he scrounges among the bodies of the fallen National Guard for ammunition. Jarbouai’s analysis of the image is comprehensive and thought-provoking, pointing as she does to the very aptness of the choice for the mischievous Willette to recreate the gamin Gavroche.[footnoteRef:238] Jean Vittet explores Willette’s nationalism and love of mythological analogy in his study of a commission made of Willette for the Gobelins collection.[footnoteRef:239] Vittet’s article points towards the extreme diversity and prodigious quantity of work that Willette produced during his career, reflecting that there were few media in which Willette did not dabble. Willette’s desire to be involved in as many areas of the Montmartre arts scene will be important context for understanding how Willette presented himself to the wider artistic community.  Zmelty returns with a study of the decorative art Willette produced for various places including Le Chat Noir cabaret, Le Moulin Rouge and private residences belonging to his friends.[footnoteRef:240] That Willette’s work was so often commissioned by his friends and colleagues shows, as this chapter will discuss, the enduring success of his self presentation as a model for the ideal Montmartre artist.  [237:  Dominique Lobstein, ‘Adolphe Willette et ses expositions La presse et la coupole’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 92-111.]  [238:  Leila Jarbouai, ‘Le Gavroche de Willette pour la Maison de Victor Hugo’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 112-117.]  [239:  Jean Vittet, ‘Willette et les commandes des Gobelins’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 126-131.]  [240:  Zmelty, ‘L’Au-Delà du Décor’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 132-139.] 


Willette’s popularity was probably helped by the ubiquity of his work in Montmartre. Zmelty again contributes with an essay on Willette’s sheer prodigiousness, commenting on how Willette managed to dabble in nearly every activity going on in Montmartre and contribute to as many journals as he could even if his art suffered for the lack of time he could devote to it.[footnoteRef:241] To complement this theme, Georgina Letourmy-Bordier writes about Willette’s push into decorating fans, using his avatar the poetic Pierrot as a signature of his aesthetic preferences.[footnoteRef:242] Willette’s fans were painted with scenes that were both playfully romantic and politically provocative. These essays and Vittet’s, though either very general or very specific in their subject content, present Willette as possessing a boundless enthusiasm. They do not, however, dwell on Willette’s potential political motives which might have spurred him to be as present as he could in the minds of his readers. Phillip Cate addresses the sombre side of Willette’s art in his essay on Willette’s preoccupation with death and his virulent antisemitism.[footnoteRef:243] This useful contribution highlights the complexity of Willette’s cultural and personal beliefs, reminding the historian that Willette was very aware of, and in fact shared, the fears and losses that stalked the lives of his readers. Still on the theme of antisemitism, Bihl analyses the election poster designed by Willette for his candidacy to a parliament seat representing a part of Montmartre. Willette’s campaign was built on antisemitic policies and, while he failed to gain much support, the poster itself is a very clear representation of his patriotic vision.[footnoteRef:244] In a much longer piece, Bihl examines Willette’s love-hate relationship with the press which was his principal platform for exhibiting his art and his political opinions and a constant battlefield as he struggled against the opposing opinions of editors and government censorship.[footnoteRef:245] This essay is particularly useful for this study because it gives insight into Willette’s motivations as an artist torn between the worlds of fine art and press illustration. Willette clearly wanted to be successful in both to the point that he stretched himself too thinly. The reception he received, however, from both publishers and readers, is a good indication of why Willette pushed himself as he did: he enjoyed his celebrity status and wanted to use it in his bid to persuade his readers to share his political vision of how France should change. [241:  Zmelty, ‘“C’est un prodigue de lui-même que Willette”’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 142-155.]  [242:  Georgina Letourmy-Bordier, ‘Un vent de folie ou les éventails de Willette’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 156-167.]  [243:  Phillip Dennis Cate, ‘Le côté sombre de Willette: mort et antisémitisme’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), p. 170-177.]  [244:  Bihl, ‘L’affiche de candidature antisémite de Willette’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 178- 181.]  [245:  Bihl, ‘“Prête-moi ta plume, pour dessiner un ‘non’” Willette et la presse (1876-1914)’, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 184-199.] 


Finally, the last essay in the collection that has been relevant for this study is a piece by Bertrand Tillier on Willette’s ambivalence towards the Republic. Tiller examines how Willette’s use of allegory, principally through the avatar Marianne, demonstrates his profound patriotism and his distrust and mockery of the Republican government.[footnoteRef:246] Alongside the essays are various compilations of prints from the exhibition and commentaries on some of Willette’s most famous works. Zmelty analyses Willette’s Parce Domine (p. 77) and there is a collection of works showing the range and breadth of representations of Pierrot (pp. 37-45). All of these essays are summaries of longer pieces published elsewhere by the authors. Not included in the collection, Laurent Bihl has discussed Willette’s ambivalent relationship with clericalism and the Catholic Church. Despite being a virulent anti-clerical for much of his career (with the protestant clergy being chief among his targets), Willette’s opinions took a distinctly pious turn after 1911 and the death of his infant son. He became a devoted Catholic and his social commentary adopted a moralising, if still distinctly mischievous, tone.[footnoteRef:247] Though not mentioned by Bihl, the implications of this shift in Willette’s thinking are fascinating for the insights they give in the constancy of Willette’s self-promotion through his work. Even when his political views changed, Willette infused his work with his highly distinctive personality and used it to continue an ongoing campaign to sway his readers to his way of thinking. For primary material about Willette’s life, this chapter will draw heavily on Willette’s autobiography, published in 1919, which gives a conversational, sporadically detailed but fascinating account of the first three decades of his life. As will be discussed later in the chapter, the memoirs are another, different aspect of Willette’s self-projection to his visual self-portraits which show a more reflective and introspective side to how Willette saw himself and how he wanted others to see him.[footnoteRef:248] Willette is in turns self-defensive, self-deprecating and self-congratulatory and performs throughout the role of Pierrot. This shows that, even if Pierrot had more or less disappeared from Willette’s artwork, he was still aware of the political advantages of associating himself with the popular hero and possibly still fond of his old avatar from his youth.  [246:  Tillier, ‘Willette et les ambiguïtés du “sentiment de la Patrie”, Willette, ed. Anne-Laure Sol, Véronique Carpiaux, Nicholas-Henri Zmelty, Laurent Bihl, (Paris, Lienart, 2014), pp. 202-215.]  [247:  Laurent Bihl, 'Adolphe Willette, de la haine du clergé à l'obsession de dieu', Ridiculosa: Caricature et religion(s), ed. Jean-Claude Gardes et Guillaume Doizy, no. 15 (2008, l'Université de Bretagne Occidentale, Brest), pp. 247-260.]  [248:  Willette, Feu Pierrot, p. 126.] 


This chapter will identify how Willette used humour to create a public persona for a specifically targeted audience of Montmartre readers. The script of Willette’s humour was embedded in the character he played and the stage he walked: Pierrot on the streets of Montmartre. His central concern was the artistic bohemia that he idealised as the cradle and crucible for creativity and freedom of expression. His vision of Montmartre was a nostalgically romantic rural community, preserved from encroaching industrial modernity.[footnoteRef:249] Willette’s humour was filled with references to the butte and to the people who lived there, indicating that Willette wanted not only to flatter the Montmartre residents with a celebration of their home and culture but also to create a sense of exclusivity for all those who lived within the precinct. Willette’s politics were geared towards the protection of this idyll and the artistic license which sustained it. He was unashamedly in favour of indulging in displays of beauty, more often than not symbolised by the nearly naked female form, and was extremely vocal in his protests against any attempt to censure the artist’s right to openly portray sexuality in his work. He defended the ideal of an independent Montmartre where an ancient gallic spirit was preserved in the art and popular traditions kept alive by the inhabitants.[footnoteRef:250] In Willette’s Montmartre, the bourgeoisie was only present as outsiders and the denizens were made up of the bohemian artistic community and the simple peasant class. This vision was distinctly if selectively patriotic as Willette chose to identify with a simplified France which was directly connected to its Gaulish ancestors whose truest spirit could be found within Montmartre.[footnoteRef:251] He resented any sign of commercial intrusion just as he resented the presence of social groups he considered non-French: Jews, businessmen (German), Protestants (British, Dutch or Swiss, particularly those who tried to censor his depictions of nudity) among others.[footnoteRef:252] These groups featured as the antagonists in his jokes, thus clearly defining them as the ‘other’ group to his readers. In so doing, Willette hoped that he could sway his readers to seeing this assortment of others as political enemies and thereby be persuaded to support him as a local hero and defender against their corrupting influence. [249:  Wagneur, ‘La bohème de Pierrot’, pp. 52-76.]  [250:  Cate and Shaw, The Spirit of Montmartre, p. 5.]  [251:  Eugen Weber, ‘Gauls versus Franks: conflict and nationalism’, Nationhood and Nationalism in France : From Boulangism to the Great War 1889-1918, ed. br Robert Tomb, (ProQuest Ebook Central, Routledge, 1991), accessed at https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=179002, 25/07/2018.]  [252:  Bihl, ‘“Prête-moi ta plume, pour dessiner un ‘non’” Willette et la presse (1876-1914)’, p. 192.] 


Along with his humour, Willette created a highly individual style which allowed his readers to easily identify his work and, as he included repeated themes and symbols, read the political and social messages he embedded there. In the first two decades of his career, Willette’s art was distinctive due to the soft-edged style of his drawing which created a cartoon-like finish. The lines were bold, the colours bright and the characters typically pretty, cheerful and mischievous. At the centre was Pierrot, Willette’s alter ego and signature symbol, who was an analogy for his own brand of self-deprecating humour aimed at the artist. Willette drew on the long history of Pierrot as the emotional, misunderstood clown whose streak of childish malice was balanced by his peasant-like simplicity and perennial search for love.[footnoteRef:253] Willette gave Pierrot a backstory which made him an analogy for both the bohemian artist and for Montmartre itself, an idealistic but naive soul who was corrupted by desire and eventually turned into a darker but wiser and hedonistic version of himself. Willette lightened this melancholy narrative with parodies which represented the triumph of France and Montmartre spirit (both personified by women, in particular Marianne, the popular manifestation of the republic) against cultural and national outsiders. Willette constantly used a role reversal trope where the simple Pierrot, usually on the side of the father and therefore a villain, was a hero who struggled against and occasionally overcame the clever or noble Harlequin, or Columbine, the femme fatale, or the prudish Protestant.[footnoteRef:254] Willette, performing the role of Pierrot, acted the cheerful and mischievous fool in public and earned himself considerable loyalty from his readers. Yet he also played with the darker side of Pierrot’s character, one which had had a particular tension in French culture since the 1840s when Pierrot was synonymous with Baptiste Deburau, to reconcile the poverty and desperation suffered in the relatively impoverished community of Montmartre. Willette, like Deburau before him, blurred the lines between fact and fiction to bring his art and humour to life.[footnoteRef:255] This chapter will show that it was this vision of Willette as an artist which had the most enduring impression on his readers. It was through his identification with Pierrot that Willette was able to present himself as a popular hero for his readers and as a leader within the artistic community. [253:  Robert Storey, Pierrots on the Stage of Desire, “Deburau”, (Princeton University Press, 1985), accessed at http://www.jstor.org/stable/j.ctt7zvwn4.6, 25/06/2018, p. 7.]  [254:  Role reversal is a form of parody in which the author dismantles an original text, decoding it in the process, then reassembles the parts in an ironic parody so that the reader can appreciate the jokes made in the incongruous realignment. See Rose, Parody, p. 39. ]  [255:  Storey, Pierrots on the Stage of Desire, “Deburau”, p. 8.] 


Willette was not alone in his imagining of the butte of Montmartre as a mythical bastion for French identity. Montmartre had long since resided in French and particularly Parisian imagination as a place of fantasy and mysterious allure. Starting with the martyrdom of Saint Dionysius (Saint Denis or the patron saint of France) from whence Montmartre (Mount of the Martyr) got its name, the butte was a place of pilgrimage and the seat of an abbey which “dominated the skyline of medieval Paris”.[footnoteRef:256] In the nineteenth century, during Haussmann’s renovation of Paris, Montmartre remained largely untouched and retained its village-like quality despite being adjacent to the urban sprawl. It was this atmosphere which allowed a bohemian culture to develop because the residents were able to adopt for themselves a lifestyle which followed a different pace to the rest of Paris.[footnoteRef:257] By the end of the nineteenth century, the butte had assumed a reputation for rebellion, popular entertainment and promiscuity. Montmartre had traditionally been separated from the rest of the city by a tax wall, making the food and alcohol much cheaper on the Montmartre side where the levy was not charged.[footnoteRef:258] The cheaper living costs encouraged underemployed artists to congregate and live in a bohemian manner that quickly became synonymous with the butte, thanks at least in part to the generous population of prostitutes who also made Montmartre their home. While the tax wall was abolished with the annexation act of 1861, this established cultural identity of Montmartre was fondly preserved as a living urban legend.[footnoteRef:259] [256:  Hewitt, Montmartre, p. 17.]  [257:  Wagneur, ‘La bohème de Pierrot’, p. 58.]  [258:  Julian Brigstocke, The Life of the City Space, Humour and the Experience of Truth in Fin-de-siècle Montmartre, (Routledge, London, 2014), p. 2.]  [259:  Nicholas Hewitt, ‘The Changing Landscape of Montmartre’, Journal of the Australasian Universities Language and Literature Association, 2001, 96:1, 1-18, p. 4.] 


Community and camaraderie within artistic circles was at the heart of the bohemian lifestyle. This closely knit fraternity of artists was fostered by establishments like the cabarets artistiques, most famously the Chat Noir. These informal institutions allowed artists to gather, discuss and spontaneously create art in an anarchic and jovial atmosphere that was often irreverent and politically subversive.[footnoteRef:260] Montmartre became a place where middle class Parisians could go to be entertained by performers like Aristide Bruant whose songs deliberately insulted the bourgeois listeners in a culture which was exotically different to their everyday lives.[footnoteRef:261] The landscape of Montmartre, its windmills and twisting streets, became symbols of difference and uniqueness that manifested a true French spirit to the artists who lived there. The romantic theme of martyrdom appealed to artists of the nineteenth century who saw themselves as martyrs to their art against the modern culture which threatened to overtake them.[footnoteRef:262] Willette expanded on the theme of martyrdom, interpreting the work of artists as a form of self-sacrifice in order to protect French culture from the encroaches of capitalism.[footnoteRef:263] As Wagneur has suggested, it was as if the artists had succeeded in taking Montmartre away from the Versailles government and the bourgeoisie for their own bohemian paradise.[footnoteRef:264] Willette’s performance as both himself and Pierrot was designed to make him a part of this landscape and to give his presence symbolic value within the language of this cultural fantasy. [260:  Cate and Shaw, The Spirit of Montmartre, p. 23. The emphasis on fraternity is important because, with a few exceptions (such as Sarah Bernhardt), women were not welcome.]  [261:  Hewitt, ‘The Changing Landscape of Montmartre’, p. 5.]  [262:  Alexander Sturgis, Rupert Christiansen, National Gallery (London), Rebels and Martyrs: The Image of the Artist in the Nineteenth Century, (London, Yale University Press, 2006).]  [263:  Willette situated the artist in the melancholy company of the martyrs of Montmartre in Feu Pierrot, demonstrating how well-suited the butte was to being the home of art: “le mont des Martyrs : martyrs de la foi, Saint Denis et ses compagnons Rustique, Eleuthère; martyr de la Patrie, le meunier Debray, fusillé par les Autrichiens en 1814 et dont les membres découpés tournèrent accrochés aux ailes de son moulin; martyrs de la discipline, les généraux Clément Thomas et Lecomte. Enfin nous autres, jeunes peintres et poètes, gîtés dans les buissons de cette Butte, n'étions-nous pas martyrisés par la Vache Enragée, plus cruelle que la déesse Kali?” See Willette, Feu Pierrot, p. 99. Willette’s glorification of martyrs was a a reflection of the education offered by both the state and the Catholic Church in the 1870s and 1880s who used martyrdom (both Christian and military) as a means of impressing on their students the glories of heroic Frenchmen and women. See Paul Gerbod, ‘L’éthique héroïque en France (1870-1914) in Revue Historique, vol. 268, no. 2, Oct-Dec 1982, pp. 409-429, accessed at https://www.jstor.org/stable/40953775, 29/04/2019, p. 414.]  [264:  Wagneur, “La bohème de Pierrot”, p. 59.] 


This chapter will establish that Willette’s success as an artist in Montmartre made him believe that he had the authority and responsibility to represent Montmartre as a living repository of national culture. He presented himself as a symbol for that culture and populated his work with allegorical figures of women who played out roles which supported his authority as a preserver of French culture and spirit. They interacted with and complemented the bohemian artist as wives, mothers and lovers. Pierrot’s poetic nature demanded that he be surrounded by his muse and lover yet whose childishness made it necessary for him to have a maternal companion. These women were highly sexualised, intended to be enchanting, frustrating and titillating symbols of desire for the male reader.[footnoteRef:265] In this objectified role, Willette’s women helped to shape and define his ideal of French masculinity. Often naked and posing with their lovers, these women showed a marked preference for the engaging and amusing artist type or robust labourer who populated Willette’s Montmartre, implying that the stereotypical portrait of the masculine bourgeois would be rejected.[footnoteRef:266] In the cases where the woman was identifiably Marianne, the implication was that the republic rejected staid bourgeois men in favour of artists and peasants who acted according to the Montmartre ethical and cultural model and whose connection to their ancestral roots preserved the virility lacking in their bourgeois counterparts.[footnoteRef:267] His later work shows a change of thought, that he used his celebrity to make more politicised commentary though Montmartre was still the setting of his work, providing a culturally dense landscape both for him and his regular followers. As an engaged artist on the political scene, Willette developed his public signature to express outrage and evoke pity by using the imagery of Montmartre along with female allegories and metaphors, implying that French culture as represented by the butte was the victim of the bourgeois regime. In his personification of the artiste engagé, Willette defined the concept as an artist prepared to stand up for his freedom of expression and as a champion for French culture against the ravages of capitalist conformism. [265:  Willette’s idea of femininity could have been a reaction to the new woman or the threateningly masculine women who were appearing in French culture as anti-heroines and foils for the ideal female model. Roberts, Disruptive Acts, p. 32.]  [266:  The model of ideal masculinity at the end of the nineteenth century was the active businessman or earner for the family. The artist’s masculinity was questioned because his work did not fit the criteria because it was not suitably out of the domestic sphere and physical. By showing that women preferred artists in Montmartre, Willette challenged this vision of masculinity and mocked the stereotypes. Tamar Garb, ‘Masculinity, muscularity and modernity in Caillebotte's Male figures.’ in In Visible Touch: Modernism and Masculinity, ed. Terry Smith (Chicago, University of Chicago Press, 1997), pp. 53-74, p. 64.]  [267:  Agulhon, in Marianne into Battle, wrote how the republic, represented through the allegory of liberty, was often portrayed as a lover to communicate the strong feelings of patriotism held by the revolutionaries. See p. 40.] 


Willette, the artist
As Delporte shows, artists who worked with the press at the end of the nineteenth century prioritised their identity as fine artists and did not identify as journalists. Willette was determined to be both but it is clear that fine art had for him an air of prestige that he was eager to incorporate into his public persona. Willette hated to think of himself as a creator of “Karykhature” - a made up spelling he used to mock caricature - and, indeed, his artistic style was very different from the model of the exaggerated heads and small bodies of the charged portrait typical of Gill, a near contemporary and a leading caricaturist of the late nineteenth century.[footnoteRef:268] Willette’s work is best described, however, as caricature de mœurs since he created embarrassing or amusing situations in which to draw attention to the failings of his antagonists, the bourgeoisie as a class. Willette’s refusal to see himself as a caricaturist was also in part due to his snobbish attitude to a base art form. Willette took pride in his academic education in the workshop of Cabanel at the École des Beaux Arts. Perhaps because he did not complete his education by running for the Prix de Rome, Willette placed a lot of emphasis on his successes within the institution of academic art, in particular the entries that he made to the annual Salon in 1881 and 1882. Willette’s successful paintings, La Tentation de Sainte Antoine and La Mort et Le Bûcheron, were not of the usual style accepted at the Salon and their presence there was possibly due to the influence of Cabanel on the judging panel.[footnoteRef:269] Willette produced genre painting which was frowned upon by the Academy for being uneducational and commercial as opposed to the more conservative but also more prestigious history painting.[footnoteRef:270] Yet Willette, despite fitting more comfortably in with the avant-garde, boasted in his memoirs that he was able to succeed in both worlds.[footnoteRef:271] Willette advertised himself as an established and successful artist from early in his career. In 1883, he used his leverage with Le Chat Noir (Willette had been a frequent contributor to the journal since March 1882, two months after its launch) to publicise a third successful admission to the Salon, Le Mauvais Larron.[footnoteRef:272]  [268:  Lethève, La Caricature et la Presse, p. 55.]  [269:  Willette’s salon successes were few and far between. It is perhaps suspicious that he was accepted so early in his career and then refused later with art of the same calibre. For a chronology of his successes and failures, see Laurent Bihl, ‘Adolphe Willette, Chronobiographie’, PRELIA, 10/1/2014, accessed at https://prelia.hypotheses.org/author/lbihl, 24/7/2018.]  [270:  See Mainardi, The end of the Salon, p. 44. The Incohérents, on the other hand, enjoyed experimentation for humorous effect. They were classically trained artists who were parodying the traditional styles and rules they had learned. Cate and Shaw, The Spirit of Montmartre, p. 49.]  [271:  Willette, Feu Pierrot, p. 82.]  [272:  See Le Chat Noir, 2nd year, no. 71, 19/03/1883, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k10547021/f3.item, 21/01/2019. Willette’s work was also advertised two years later in Le Courrier Français and issued as a collectors item. See Le Courrier Français, 31/05/1885, 2nd year, no. 22, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1069784q.item, 21/01/2019.] 

[image: pasted-image.tiff]
Willette also used photography as another medium to craft an image of himself as a serious painter. A photoshoot taken in 1913 of Willette in his studio shows Willette, palette and brushes in hand, surrounded by his canvasses showing paintings which earned him his reputation. The impressive size of the canvasses around him boast of his ability to create pieces of detail and quality. The paintings, possibly only seen by the viewer in their printed form in journals like Le Courrier Français, are symbols of Willette’s status both in the artistic community and within the bohemian culture of Montmartre which is their subject matter. Willette clearly hoped that these photographs would impress on the readers of Le Courrier Français that he was more than ‘just’ a press artist. The advertising in Le Courrier Français suggests the readership was of the middle to upper bourgeoisie either already living in Montmartre or with an interest in visiting the district for its entertainments and cabarets. For example, property adverts appeared in the edition of the 23rd of January 1887 aimed at potential landlords rather than renters.[footnoteRef:273] Willette was therefore communicating with his social peers and presumable a class whose aesthetic approval was important to him. His choice to use photographs to add to his public self-representation could signify an attempt to impress on this social group his sophistication as well as his artistic prowess because photography’s growing status as a new and exciting pictorial medium meant that it was in itself an attraction to the avid bourgeois consumer market. That photography was also associated with authenticity and integrity is important because it makes Willette’s choice of setting, his studio, a strategic move. Through this photoshoot, he hoped to bring his audience right into his personal, most revealing space where he created his art so that his readers could be in no doubt that Willette was to his core a professional artist. This deliberate promotion of his status as a celebrated painter throughout his career shows Willette’s determination to have his academic credentials recognised and to have his professional success accepted as an indelible part of his public persona. [273:  Le Courrier Français, 23/01/1887, 4th year, no. 4, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1069958x/f12.item, 08/08/2019.] 
Figure i:1: Willette, photograph taken by Agence Meurisse, April 1913.


When Willette started his career, the impressionists had been dominant on the avant-garde arts scene for at least a decade. Artists like Edgar Degas and Gustave Caillebotte were instrumental in bringing into fashion in the 1870s scenes of popular culture like the ballet and workers at work. Their non-traditional drawing styles set them up in opposition to the rigid traditional academic art but public appreciation for their work gave them the power to rival the Académie.[footnoteRef:274] Despite the revolutionary effect that impressionism had on French art, the content of the artists’ work was for the most part conservative. Aside from choosing subjects from popular culture, the impressionists painted a portrait of French society that mirrored the political message that the new republican government wanted to project: a French people who were calmly prosperous and united in the new born republic.[footnoteRef:275] In the wake of the Paris Commune, the government was anxious to prove that the revolution was over and that France was well on the way to rebuilding its reputation as an international power.[footnoteRef:276] This vision was supported in the impressionists’ portraits of industrious workers, dignified businessmen, busy railways, ports and farms and the clean, open streets of Paris from which all signs of the barricades or Prussian occupation had disappeared. The new France was modern and quietly prosperous. The focus was on renewal and if thoughts of revenge were present in the population, they were not on the surface in the impressionists’ observations of everyday life.  [274:  Boime, The Academy and French Painting, p. 18.]  [275:  Boime, Art and the French Commune, p. 93.]  [276:  The conservative government claimed that the large numbers of artistic works contributed to the Universal Exhibition of 1878 was evidence of France’s continued vitality and mastering of the arts. Mainardi, The end of the salon, p. 47.] 


In 1878, Émile Goudeau, a poet and journalist, started the Hydropathes in a cafe in the Parisian Latin Quarter. A year later, the Hirsutes also appeared, followed by the Jemenfoutistes and, finally, the Incohérents. These groups, often involving the same people, rebelled against the sober vision of France, choosing instead to represent a French and, in particular, a Parisian culture in which ribald and grotesque humour was predominant. They created and promoted their humour as fumiste, an anarchic and irreverently mocking view of the world which they claimed was a direct link between them and the old master of French humour, François Rabelais.[footnoteRef:277] Classical French art had long since tried to delete Rabelais as an influence because of his vulgarity and love of scatology and sexual jokes. The fumistes revived Rabelaisian humour and added to it social satire with a modern twist, experimenting with bizarre combinations of media and journalistic platforms. Moving to the more accommodating Montmartre in the early 1880s, the fumistes quickly dominated the popular cultural scene, presiding in cabarets like Le Chat Noir and Les Quat’Z’Arts. Willette was among the first to join this rebellious movement, coming in as the youngest member in the Hydropathe circle. It was in the fumiste journal Le Chat Noir that Pierrot was first introduced in March 1882 in a wordless comic strip called Pierrot fumiste.[footnoteRef:278] Rodolphe Salis, owner of the Chat Noir cabaret and an influential commercial figure in Montmartre, was the one who, according to Willette’s memoirs, recognised in Pierrot an apt alter ego for Willette, giving birth to Willette’s public persona.[footnoteRef:279] Whether or not this is true, Willette happily adopted Pierrot as an alternative self-portrait and used the clown to express his own political and social ideas so frequently that the two faces became interchangeable in the eyes of his readers and colleagues.  [277:  Cate and Shaw, The Spirit of Montmartre, p. 23.]  [278:  Willette, ‘Pierrot fumiste’, Le Chat Noir, 25/03/1882, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k10551043/f3.item, 24/06/2018.]  [279:  Willette, Feu Pierrot, non-paginated, between pp. 122-123.] 


Pierrot
Pierrot was invented by a troop of Italian pantomime artists in the 17th century in the Commedia dell’arte style. This was improvised comedy in which the dialogue was replaced by exaggerated miming to communicate the plot.[footnoteRef:280] The actors had their parts for life and developed them into typified characters that were instantly recognisable to the audiences. All the characters except the central lovers wore masks or mask-like makeup which quickly became iconic. These masks could be subtly altered to suit the role the character was playing in the particular plot but they did not stray far from the original characterisation, adding therefore to the comedic value of the situation where a well-known character is forced to react to a set of incongruous circumstances. In his original incarnation, Pierrot was the buffoonish side-kick and occasional adversary to the clever and fiendish Harlequin, both often cast in servant roles. The pair of clowns were foils to each other and so, when Harlequin succeeded, Pierrot was often frustrated in his poorly conceived or antagonistic aims, particularly in matters of love. The flexibility of the characterisation was in part due to the fact that they were more portraits of passions than deeply conceived characters. They lived “at the tips of their libidos” and so each performance was a study of human nature in a raw and unrefined form.[footnoteRef:281] [280:  Storey, Pierrot: A Critical History of a Mask, p. 4.]  [281:  Ibid., p. 9.] 


Over the centuries, Pierrot was reinvented as new generations of dramatists took up the familiar role and made it their own. Most notable for the French theatre was the 1840s mime artist Jean-Gaspard “Baptiste” Deburau whose Pierrot was a personification of the people reflected back at them from the stage. He was the public’s clown, a comedian on whom the people could lay a claim:
	“For Théophile Gautier and Théodore de Banville, George Sand and Charles Baudelaire, 		Deburau the saltimbanque entered a Romantic mythology in which clown, artist and 			common man found common cause. Paillasse, proletariat, poet : they were facile but 			inevitable identifications”.[footnoteRef:282] [282:  Storey, Pierrots on the Stage of Desire, p. 6.] 

Willette took the popular and poetic identities of Deburau’s Pierrot and gave them a modern reinterpretation. Pierrot, who was always a (often frustrated) lover in Deburau’s hands, became a tragicomic overgrown child in a modern Paris marked by decadence. His pursuit of the fickle and malicious Columbine became a metaphor for the artist’s pursuit of success in a coldly materialist climate. Columbine became or was replaced by the femme fatale whose rejections and infidelities would push Pierrot to commit suicide. Willette also took from Deburau the fickle ego of Pierrot which could switch between submissive idleness and blustering audacity with the unstudied ease of the practised role-player.[footnoteRef:283] Pierrot’s pre-existing fame and popularity allowed Willette to build on an already well established personality and set of symbolic references when crafting his own persona. It was thus easy for him to meld together the traditional references to Pierrot with references to modern Montmartre to create in himself a new-age hero who had links both to the past and to the present. As will be shown, it was important that Willette could establish firm roots in French history and tradition as part of his nationalist campaign to present Montmartre and its people as the cradle of a true France.  [283:  Ibid., p. 31.] 


In figure i:2, a wordless comic strip (a speciality of Willette in the 1880s who drew comparisons between his symbol laden art and Pierrot’s characteristic mime act) appearing in Le Chat Noir, Pierrot amuses himself with the traditional cast of the Commedia dell’arte. The first scene shows Pierrot dancing with a pair of women, including the masked Columbine. Pierrot reaches out to grab her around the waist. In what seems to be an echo of this movement, a black cat stalks a white mouse just beside but ignored by the dancers. As the sequence of events continue, Pierrot - who gets very drunk - challenges Harlequin to a duel for flirting with Columbine while he is incapacitated then begs the weeping moon for sympathy or possibly forgiveness for his lapse in judgement while a woman comes creeping out in the night to look for him. Amidst the main characters, the black cat continually chases the white mouse, only catching it in the final scene in a melancholy mirroring of Pierrot’s own death by hanging (the mouse is hanging out of the cat’s mouth). The significance of the cat’s hunt seems to be as a metaphor for Pierrot’s falling into the vicissitudes of Montmartre society where the cat’s blackness is a metaphor for vice chasing the mouse’s white innocence and purity. It is interesting to note that, whilst in the first depiction of the cat it appears that the cat’s hunt is a represe[image: Image]ntation of Pierrot’s pursuit of the women, by the end of the sequence it is clear that Pierrot was in fact the mouse. Pierrot is at once violently adult and painfully childish in his gullibility. He puts his trust naively in masked individuals whose real intentions are hidden and whose betrayal devastates him. Yet, Pierrot’s own morally dubious behaviour, his all-or-nothing indulgence in hedonism, indicate that he is just as capable as the others of putting aside rigorous moral integrity for physical amusements. In pursuing his pleasure at the expense of responsibility, Pierrot is both a perpetuator and a victim of his own society.[footnoteRef:284]  [284:  David Kunzle, ‘The Voices of Silence. Willette, Steinlen and the Introduction of the Silent Strip in the Chat Noir, with a German Coda’, in The Language of comics : word and image, ed. Robin Varnum and Christian Gibbons, (London, University Press of Mississippi, 2002), p. 12.] 
Figure i:2
Willette, ‘Pierrot s’amuse', Le Chat Noir, 3/3/1883.


In a short script on the following page, Willette explained the narrative behind ‘Pierrot s’amuse’.[footnoteRef:285] He gave “la clé” to “l’écriture Pierroglyphique” as if he was an encryptor revealing the secret to his exclusive code. This was an unusual intervention from the artist. In illustrated journals like Le Courrier Français and Le Chat Noir, the norm was for illustrations to be entirely unconnected to the written content of the journal. The journals were made up of comic[image: pasted-image.tiff] stories, poems and satirical articles which, while often treating similar themes to the illustrations, were not directly related. There is, however, precedent for a short explanatory text to be included somewhere in the journal to go with the illustration in La Caricature, the journal which made Philipon and Daumier famous in the 1830s. In this journal, as with Le Chat Noir, there was only one illustration and, while it was not connected to the rest of the written material, it was the main attraction of the issue. Philipon was reluctant to include an explanation because he believed that the illustration, often provided by Daumier, had more power when it was left to speak for itself. However, he was forced to because readers wrote to him to complain that they could not understand the political nuances.[footnoteRef:286] Willette may have received similar criticism though it is also possible that he himself, despite extolling the virtues of art as being poetry in mime form, was not content to trust that his narrative would be sufficiently appreciated if left unexplained. In Willette’s explanation, the tone is intimate and inviting, encouraging the reader to want to understand the meaning behind the symbols of the previous page. The story is a summarised version of Pierrot’s life. Pierrot, tired of the mistakes of youth and anxious about tomorrow, drowns his sorrows in drink. The faithful Pierrette, who comes looking for him, is caught by Harlequin who tries to seduce her. Pierrot is enraged by this and attacks Harlequin only for the fight to be broken up by Polichinelle. Grown old, Pierrot goes mad and worships the moon. Pierrette, still chasing after him, finds him hanging and weeps while, beside her, the mouse is caught by the cat.  [285:  Willette, ‘Pierrot s’amuse', Le Chat Noir, 03/03/1883, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1054680w/f4.item, 22/01/2019.]  [286:  Kerr, Caricature and French political culture, p. 140.] 
Figure i:2
Willette, ‘Pierrot s’amuse (suite)’, Le Chat Noir, 3/3/1883.


Willette’s explanation of the “Pierroglyphs” is not much more informative than the illustrations themselves though he did indicate that Pierrot’s struggles as a young man led to his eventual downfall. He also explains that, in the place of Columbine, he had drawn Pierrette. The dynamic that she adds to the narrative changes it from one of a man turning to madness because he had been betrayed by his love to one turning to madness despite the constance of his lover, driven there by his personal demons. The seeming inevitability and the romance of Pierrot’s downfall strikes a chord with Willette’s readers. The illustration, apparently dedicated to Goudeau, the leader of the hydropathes and one of the instigators of the Incohérent movement, is a metaphor for the inevitability of the mistakes made in youth, particularly by a young Incohérent artist let loose on the streets of Montmartre.[footnoteRef:287] It shows sympathy for the regrets and insecurities which might make a young artist turn to drink.[footnoteRef:288] Yet the fact that the illustration is played out in pantomime mocks the tragic and over-serious stereotype of the young artist. The Incohérents enjoyed mocking the overly sensitive moral codes and expectations of behaviour of the bourgeoisie.[footnoteRef:289] ‘Pierrot s’amuse’ could have been in part a play on their expectations of the artist’s mental state, a tongue-in-cheek parody of the artist’s behaviour which exaggerated the differences between the artist and the bourgeois whilst capturing the bourgeois readers’ fascinated curiosity. By using Pierrot in this modern parable, Willette demonstrated to his peers that he understood and represented the struggles of young artists while his use of the incohérent sense of humour allowed him to share with his bohemian readers tacit ironic understandings which might have passed by the bourgeois outsider. [287:  Cate and Shaw, The Spirit of Montmartre, p. 41. Goudeau was also the editor of Willette’s abortive attempt at founding the journal Le Pierrot. See Bihl, ‘“Prête-moi ta plume, pour dessiner un ‘non’” Willette et la presse (1876-1914)’, p. 191.]  [288:  Willette’s casual reference to alcohol here as a problem for young artists could have been informed by the thinking of his times in which alcohol was regularly blamed for a violent, dissolute generation of young men who seemed unable to measure up to the standards of self-control and rationality that was required of the ideal male. Swart, The Sense of Decadence, p. 177.]  [289:  Cate and Shaw, The Spirit of Montmartre, p. 5.] 


Unlike Deburau, Willette dressed his Pierrot both in the traditional white soft cape and in a black, very modern suit of the bohemian to suggest to which of the two different roles that Pierrot was leaning, the innocent naïf or the man intent on violence and hedonism. The ideas for the modern black Pierrot costume came to Willette most probably from the coat-tailed and suited Hanlon-Lees acrobats, a brief American import whose simple but humorous antics won the praise of Parisian audiences in 1878 at the Folies-Bergère. Though Willette dismissed them because they could not, he patriotically maintained, feel poetry like the French, he evidently enjoyed their buffoonery. [footnoteRef:290] Pierrot was both the hero and the villain in the pantomime parts that he played. Though he had become uncharacteristically complex, perhaps, for a pantomime character, Pierrot nevertheless had an enormous appeal for his audiences because he was very human in his flaws, a humanity that Willette could exploit since it gave him a political advantage. Willette tells the story of Pierrot’s birth and subsequent corruption in two wordless stories published on consecutive pages in Le Chat Noir in 1884. Figure i:3, titled ‘C’est un Conte blanc.’, starts with a masked grisette (possibly Columbine) abandoning a baby in front of a door (suggested only by a lock, handle, grill and knocker in the shape of a cherub’s head seemingly floating in midair). Behind her is the sign of the Chat Noir cabaret, designed by Willette, surrounded by stars and music, a representation of Montmartre, presumably where she and Pierrot came from. An angel appears to bring snow and the child is left in a pitiful condition. The scene changes to show two saints eating supper in a clearly bourgeois dining room on the other side of the door. The tablet of the ten commandments is on the wall next to a cuckoo clock and the stereotypically large, sloping noses marking Jewish ethnicity on the faces of the saints associate the scene with judaism, religious orthodoxy and affluence. Willette drew on these familiar antisemitic and anti-bourgeois tropes as contextualising cues in his narrative. This is a story mocking the bourgeois interaction with the street life of Montmartre. The juxtaposition between the poverty of both mother and child and the comfort of the saints draws attention to the stark differences in living conditions in Paris[image: Image] and also the hypocrisy of the supposedly morally upright bourgeois citizens who live in comfort, sheltered from the reality of poverty just outside their door.[footnoteRef:291] [290:  Collet, ‘Jeux de double : “Willette dit Pierrot”’, p. 26. Brigstocke suggests that Pierrot’s black attire was a parody on the bourgeois dress. While this is in part true, the depths of the symbolism surrounding the black outfit which permeates Willette’s portrayal of Pierrot suggests that the black suit was not so one-dimensional. See Brigstocke, The Life of the City, p. 11.]  [291:  Willette’s antisemitism, which was a strong presence in his art in the 1880s and 1890s, would signal to his readers, many of whom shared his antisemitic views, that the bourgeois “saints” - already presenting a juxtaposition between the two religions, Catholicism and Judaism - were ironically the opposites of saints, selfish and hypocritical. For more on Willette’s antisemitism and the wider antisemitic views in Paris, see Cate, ‘Le côté sombre de Willette: mort et antisémitisme’, p. 172.] 
Figure i:3
Willette, ‘C'est un Conte blanc’, Le Chat Noir, 22/11/1884.


Outside, dancing ghouls, demons and a black cat play a prank on the diners and press the doorbell on the side of the door in front of which the child is lying. One of the saints, who reveals himself to be St Peter (and Pierrot’s namesake) by the large, glowing key in his hand, answers the door to chase away the demons rather like a humourless bourgeois would chase away rowdy revellers. He then discovers the child, and brings him in out of the cold to raise him as his own, dressing him in the traditional soft and voluminous white costume. But Pierrot cannot remain in heaven with St Peter since the next scene shows St Peter saying goodbye to a slightly older Pierrot who goes back into the night. The moon, which started the story as a jagged crescent shape is now full and acts as an echo both to Pierrot’s white costume and face and the glowing halo around St Peter’s head. Pierrot is clearly drawn towards the moon even though St Peter is speaking behind him. Is St Peter giving a blessing? Advice? Merely saying good bye? Giving a warning perhaps? Telling Pierrot that he can confide in the Moon? That he should remain as immaculately white as the moon? Willette did not specify and so the reader must come to his or her own conclusion. What has been made clear, however, is the innocence of the child Pierrot who, with his white umbrella tucked under his arm, is like the bourgeois youth going out into the world for the first time. 

It is this innocence that Willette hoped would inspire sympathy in his readers. The theme of the tragically misunderstood artist featured continuously in Willette’s work where Pierrot was used as a metaphor for an artist who is constantly undermined by his contemporaries.[footnoteRef:292] Pierrot’s youthfulness, another humanising characteristic, indicates that he was to a certain extent helpless to prevent his fate. This fate, as Willette went on to show, was inevitable not just for Pierrot but for the stereotyped figure of the youthful artist represented by Pierrot and, in extension, by Willette. The sympathy felt for Pierrot could then be extended to the bohemian artist who, typically an outsider, could then be accepted as deeply human and embraced by readers who were wont to be distrustful of him. In figure i:4, Willette’s narrative progresses and subtly alters, informing the reader through the title that Pierrot’s origins legend is in fact a tragedy. ‘C’est un conte noir’ starts with Pierrot picking flowers in a meadow beneath a moon which is full but partly covered in shadows, a foreshadowing of the eclipse to come and Pierrot’s lapse in judgement. Across from him are representatives of the Montmartre scene caricatured for effect: a well dressed woman riding a broomstick in a sidesaddle fashion as if she were a witch on a hunt, two men chase her riding horses and a black rabbit (the lapin agile) runs alongside them.[footnoteRef:293] Beside them two people dance together by a bottle of wine and a glass. In front of them, a baby starts the journey to becoming a boring bourgeois by reading Le Figaro.[footnoteRef:294] The little glimpses of Montmartre or bohemian life represent an introduction to the hedonistic, cabaret lifestyle. It is fun, ironic and sexually suggestive. It is not, however, malicious. Willette was not judgemental of th[image: Image]e Montmartre scene, rather mischievously depicting the aspects of that life which would attract the disapproval (and the secret interest) of the bourgeoisie. This again shows how Willette performed through his art for multiple audiences, communicating through his humour the irony in his work to his bohemian colleagues. [292:  See Cate and Shaw, The Spirit of Montmartre, p. 37.]  [293:  The Lapin Agile was the name of a bar and meeting place for the hydropathes and named after André Gill who was one of the founding artists of the group. Ibid., p. 20.]  [294:  Kunzle, ‘The Voices of Silence’, p. 8.] 
Figure i:4
Willette, ‘C’est un Conte noir’, Le Chat Noir, 22/11/1884.


The narrative continues with Pierrot being kissed by a cabaret dancer who is masked and in black. Their touching faces partly obscure the moon behind them but the scene appears to be innocent. Pierrot, who bashfully turns his head, his hands clasped behind his back, is reminiscent of a child receiving a kiss in the playground. The next scene is not so benign. The dancer leaves, waving her black hand mischievously and leaving Pierrot with nothing but a black handprint on his immaculate white costume. This mark is reflected in the moon, still partially covered in clouds but now additionally hidden behind a large black hand. David Kunzle suggests that this signifies Pierrot’s fall from grace: the moon, a representation of St Peter’s influence in Pierrot’s life, has been partially eclipsed, indicating Pierrot’s own descent into debauchery.[footnoteRef:295] The handprint could also represent Pierrot’s introduction to heart break. He has been abandoned by the woman to whom he so innocently gave his love and all she has left him is a black scar of experience. In the following scenes, Pierrot is tempted by alcohol. He first tries to use the liqueur to clean his coat but then starts to drink it with abandon. All the while, the black hand covering the moon grows in size and menace until it comes to grab Pierrot himself. Pierrot emerges angry and fighting, clad in black coattails, waistcoat and boots or stockings (over his original white costume). Behind him, the moon has morphed into a skull, signifying possibly the death of innocence, Pierrot’s change into a violent and cruel character and the end of his relationship with St Peter and his bourgeois moralising influence.[footnoteRef:296] The latter is reinforced by the final scene. Turned bitter by his brief attempt at charity, St Peter ruthlessly sweeps away a whole pile of naked babies from his snowy doorstep. In the window behind him, there is a white lily signifying either death or innocence or both, two meanings blending together to indicate the bourgeois’ passive mourning for the corruption of Pierrot.  [295:  Ibid., p. 8.]  [296:  In fin-de-Siècle France, pessimism about the end of the social body as it was known was a rising fashion. This pessimism was based on the belief that society was incurably corrupt and in its death throes. While the burlesque pantomime humour of the Montmartre incohérents could be seen as an antidote to this pessimism, there was a desperation to the revelry and a constant awareness of death on the horizon that suggests that the Montmartre artists were also concerned with the end of society as they knew it. Brigstocke, The Life of the City, p. 12.] 


The moral of the story could be that charity is fruitless, a waste of the investment of time, energy and sentiment that the well-meaning bourgeois would have to pay. Willette’s unflattering depiction of the bourgeois, however, changes the perspective on the story.[footnoteRef:297] Rather than sympathising with the frustrated bourgeois philanthropist, the reader passes judgement on the prejudiced and distant attempt to save a child by turning him into a model bourgeois ill-equipped to deal with the real world. Pierrot’s early education and abrupt send-off into the world left him ultimately despairing and bitter. Willette’s narrative does not hide from his readers the difficulties of living in Montmartre and having an impoverished bohemian lifestyle. On the one hand, there are pitfalls which lead to alcohol addiction, heartbreak and violence. Pierrot’s series of mistakes, though initiated by a lover, were of his own making and he has no one to blame but himself for the outcome. On the other hand, his downfall and consequent character failings make him a much more human and relatable character than the aloof St Peter, an impression reinforced by St Peter’s biblical role as the guardian of the gates to heaven. St Peter is, as is hinted in ‘C’est un conte blanc’, the celestial concierge who carries with him the inevitable stigma of that position.[footnoteRef:298] Pierrot emerges from ‘C’est un conte noir’ as one of the people and as a hero for the modern era. It was this heroism that surrounded Pierrot that Willette wanted to cultivate in his public persona.  [297:  The use of antisemitic references layers the image with preconceptions and a mocking semantic field whose humour is available to those who share the antisemitic beliefs. These semantically dense images act as shortcuts to imply efficiently a deep well of cultural meaning. See Mitchell, Iconology, Image, Text, Ideology, pp. 67-70.]  [298:  Concierges were the butt of many jokes because they were popularly despised as petty tyrants who ruled over the lodgings in Montmartre. Easily shoehorned into the role of the villain, they were a useful target to release tensions and resentments shared by the artists and working poor in Montmartre. Brigstocke, The Life of the City, p. 78.] 


Willette’s Pierrot was capable of portraying many nuances and of becoming a universal mask for the Montmartre artist. The work of Willette which perhaps most clearly demonstrates this is his famous Parce Domine … parce domine populo tuo which Willette created in response to an open invitation by Rodolphe Salis to paint the back wall of the first Chat Noir cabaret (figure i:5).[footnoteRef:299] The painting itself is a mass of contradictions. The overall theme is the corruption of innocence into debauchery. The timeless carnival is situated in a very decadent fin-de-siècle setting with the iconic symbols of Montmartre (the mill, the omnibus) on display. Running through the composition are the many Pierrot-artists who begin on the bottom right hand corner of the painting as the corruptors of the virgin fairies and end in the bottom left as the eventual victims of the corrupted women transformed into tempting sirens. Pierrot appears as a dancer, a lover, a musician. He was also penniless and desperate to the point of suicide. For Willette, Parce Domine is a cry of pity for the wasted youth and talent of the bohemian set.[footnoteRef:300] However, the evident joy on the faces of the characters within the composition also speaks of Willette’s conviction that he and his fellow artists, far from being motivated by political hatred like caricaturists, were primarily concerned with amusing themselves.[footnoteRef:301] Parce Domine reflected the bohemian culture of Montmartre as embraced and shaped by the fumiste tradition.[footnoteRef:302] In t[image: Image]hat sense, it was both a window and a mirror for the artistic community. The painting captured the fiercely independent spirit of Montmartre and its refusal to conform to bourgeois norms. It is unapologetic despite the plea for forgiveness in the title. As such, Parce Domine is an extension of Willette’s narrative of the artist standing as a modern hero. Willette both portrays and performs a narrative which explains what it means to be an artist and paves the way for non-artists to understand that the artist is just as much a victim of society’s ills as the average (male) citizen.[footnoteRef:303] The artist’s enviable good humour and charm, however, provide a cheerful and attractive antidote to the staid and moralising figure of the protestant campaigner, for example. As will be shown below, these campaigners were portrayed by Willette as outsiders whereas the artist was supposed to represent the ideal man in so far as he embodied the carefree French wit and joie de vivre. These characteristics, Willette insisted, were lacking in modern bourgeois society and could only be found in the cabarets and artists’ studios of Montmartre where the traditional French spirit was doggedly kept alive by the brave if tragic artists. [299:  See the full description of this commission in Willette’s memoirs. Willette, Feu Pierrot, p. 161.]  [300:  Zmelty, ‘Le Parce Domine’, p. 77.]  [301:  Willette, Feu Pierrot, p. 175.]  [302:  Neil McWilliam, “Avant-Garde Anti-Modernism : Caricature and Cabaret Culture in Fin-de-Siècle Montmartre”. Le Men, Ségolène. L’art de la caricature. Nanterre : Presses universitaires de Paris Nanterre, 2011. (pp. 251-271) Web. <http://books.openedition.org/pupo/2237>.]  [303:  Alcoholism and prostitution were among the looked to causes of decadence and the 1870 defeat. Men of the Third Republic were urged to exercise temperance and self-restraint in the hopes that this would restore their masculinity. Nye, Masculinity and male codes of honour, p. 77.] 
Figure i:5
Willette, Parce Domine, decoration for the cabaret Le Chat Noir, 1884.


Pierrot in real life
Pierrot was both a symbolic representative of the young artist and a metonym for Montmartre culture.[footnoteRef:304] However, when Willette appeared in public dressed as Pierrot, which he did at several of the large costume balls held by the major papers published from Montmartre and thereby bringing the clown-artist to life, the completed impression was an atypical representation of the clown. The irony of Willette’s Pierrot is that it is almost a paradox: Willette is the Pierrot embonpoint. Pierrot had  for a long time been a skeletally thin figure thanks to Deburau and he often appeared this way in Willette’s art. But when Willette portrayed himself as Pierrot, particularly in later life, he didn’t hide in his self-portrait his portly girth and plump face.[footnoteRef:305] The physical differences signal a disconnect between the artist and his alter-ego and yet, at the same time, they made Pierrot more real. Willette’s Pierrot was both a projection of what could be and a portrait of what was. In figure i:6, a photograph printed by the engraver Desboutin (1823-1902), Willette appeared in the costume that he gave to the clown. The white Pierrot coat, shown in the huge collar and white buttons, is partly hidden by the black coattails. The elegant costume is spoilt slightly by Willette’s dumpy figure, giving the image a flavour of the ridiculous. There is, however, a serious interpretation. The sketch was made shortly after Willette parted company with Salis after an argument over the increasingly commercialised direction Salis was taking his cabaret. Yet, purring at Willette’s ankle is a black cat, the representative of Montmartre, suggesting that while Willette may have left the cabaret, the bohemian spirit of Montmartre stayed loyal to him. The black cat was just as much a part of the costume as the black skullcap and white coat. The ensemble reflects a mutual loyalty between the clown and Montmartre.[footnoteRef:306] Willette could be and was the celebrated clown. Pierrot could and did walk among the people of Montmartre. The irony both secures the fantasy element and brings the dream closer to reality, blurring the lines so that at times they are distinct and at others invisible. The themes of Willette’s loyalty to Montmartre, represented in Pierrot’s loyalty to Montmartre, and Montmartre’s love of Willette and Pierrot were intrinsically connected in the portrait. The incongruously plump Pierrot was therefore a representation of the promise that Pierrot existed in real life, that Pierrot was real and, consequentially, that the myths grown up around the bohem[image: Image]ian artist and the spirit of Montmartre were real. By bringing Pierrot to life in a body which was patently human, Willette brought the fantasy of Montmartre closer to reality. Since, for Willette, Montmartre preserved and protected the French traditions put at risk by modernity, the illusion that the Montmartre legend was real was tantamount to showing that the old, true spirit of France was alive and waiting to be rediscovered by those who were faithful to their national roots.  [304:  Brigstocke, The Life of the City, p. 119]  [305:  Willette, ‘Pendant que Roques n’y est pas’, Le Courrier Français, 25/11/1894, 11e année, no. 47, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1069682j/f7.item, 22/07/2018.]  [306:  Collet, ‘Jeux de double : “Willette dit Pierrot”’, p. 24.] 
Figure i:6
Marcellin Gilbert Desboutin, portrait published by L’Artiste, 1896.


Willette became a cultural landmark in Montmartre because of his apt portrayal of the artist’s life in the scenes he produced of Pierrot and Pierrette.[footnoteRef:307] In his memoirs, Willette writes about Montmartre as a place and a people misunderstood by the rest of France. It was an asylum, a bohemian refuge for the artist and poet, a place where the hapless buffoon could settle down with his perfect wife, the grisette turned domestic angel Pierrette. In his memoirs, Willette described the perfect wife as the graceful homemaker who knows not to disrupt the artist at work. In the description, he included the following dialogue: [307:  Willette was not the inventor of the character Pierrette though he did reinvent her for modern times. Honoré Balzac had a popular success with his novel Pierrette in 1840. See Allan H. Pasco, “The Allusive Complex of Balzac's Pierrette.” French Forum, vol. 26, no. 3, 2001, pp. 27–42. JSTOR, www.jstor.org/stable/40552189, accessed 22/01/2019. ] 

	“‘Votre Pierrette est donc la femme idéale?…’
	‘Hè oui, parbleu ! puisqu’elle est Française!’
	On accuse la femme française de légèreté parce qu’elle a conservé la coquetterie du geste 	et le goût exquis des frivolités, mais aucune femme au monde ne l’égale pour son esprit 		d’ordre, ses câlines attentions et son dévouement.”[footnoteRef:308]  [308:  Willette, Feu Pierrot, p. 130.] 

In Willette’s portrayals of Pierrette, she both represented the women working and performing in Montmartre and the spirit of French gaiety and innocent love of life. Willette took his model from the Montmartre legend, making use of the popularity of the fictional character Mimi Pinson to give Pierrette a backstory with the residents of Montmartre who he imagined lived such a life.[footnoteRef:309] Mimi Pinson, who first appeared in a serialised novel by Alfred de Musset, was known for her generosity and insouciant spirit despite living in poverty. She was the archetype of the grisette, a penniless laundress or seamstress who nevertheless maintained her affectionate and cheerful personality to (or for) the delight of others.[footnoteRef:310] Willette’s Pierrette is a similar angel in a dark situation. Willette describes her as the perfect artist’s wife, a woman who knows not to complain when the artist’s muse takes him, for example.[footnoteRef:311]  [309:  ‘Montmartre. Rue de Mont Cenis. Maison de Mimi Pinson, Montmartre Secret, blog published online 26/1/2011, accessed at http://www.montmartre-secret.com/article-montmartre-rue-du-mont-cenis-maison-de-mimi-pinson-64806508.html, 23/7/2018. The grisette and later the midinette were created by men to portray the ideal woman. Though the grisette’s appearance might change with the evolving tastes of men, her depiction in literature, songs and art was formulaic and easily recognisable. Willette, as a part of this culture, followed the same formulae as his peers in his creation of Pierrette. ]  [310:  Anne, Monjaret, and Michela Niccolai. “Elle Trotte, Danse Et Chante, La Midinette! Univers Sonore Des Couturières Parisiennes Dans Les Chansons (XIX e. L'Homme, no. 215/216, 2015, pp. 47–79., www.jstor.org/stable/24700250, accessed 22/01/2019.]  [311:  This could be a euphemism for having an affair with his model, which would make Pierrette’s patience and tolerance entirely to the advantage of her artist husband. The portrayal of the perfect wife demonstrates how women were idealised by men for men and how the artists and readers who created and consumed this myth had little understanding or compassion for the real life of women.] 


Pierrette’s relationship with Pierrot added a domestic perspective which helped to add depth to the humanity in Pierrot’s character. Willette used anecdotes from his own marriage to Eva Fleury to flesh out the dynamic of a protective, maternal lioness who supported the somewhat haphazard head of the household.[footnoteRef:312] In a continuation from his maladroit courtships, Pierrot the married man is equally inept and childishly irresponsible at times. In a crisis, his reaction is to panic or to flee. Pierrette, on the other hand, rises to the challenge. One anecdote that Willette transferred from his real life to his fictional persona, if his memoirs are taken as truthful and accurate, was a visit by the bailiffs who attempted to confiscate his belongings due to unpaid bills. Willette only snatched up his most treasured possessions, claiming that the bailiffs were not allowed to take whatever was on his person. He otherwise did nothing to prevent them from ransacking the house. Eva, on the other hand, came in demanding to know what was happening and, on discovering who the intruders were, promptly chased them from the house. They did not return, Willette gleefully informed his readers in his memoirs.[footnoteRef:313] This show of loyalty and devotion is reflected in Willette’s portrayals of Pierrette, as in figure i:2 where Pierrette steadfastly searches for Pierrot only to discover him hanging. Pierrette’s name suggests that she is an extension of Pierrot and incomplete on her own as a character. This use of femininity as a foil for masculinity suggests that, for Willette, women had a role in his art as polysemic symbols for a densely packed narrative of cultural memories and expectations surrounding the idealised model of the Frenchman. A man who had earned the love and loyalty of Pierrette or Mimi Pinson was a man who had won the love and loyalty of Montmartre, the gentler, idealised side which these women represented. [312:  Willette married Eva in 1899 with Steinlen and Jules Roques as witnesses. Sol, ‘Chronobiographie’, p. 18. After having a child, his first daughter Jeanne “Maria”, they later divorced in 1908.]  [313:  Willette, Feu Pierrot, p. 173. The veracity of this anecdote is perhaps questionable but it is certainly representative of Willette’s idealisation of the grisette type.] 


Pierrot was a poetic incarnation of the anarchic French spirit but Willette also used him to represent how little the French bourgeoisie were in touch with that spirit:
	“Pour le malheur de la Butte, l’homme sérieux qui d’abord méprisait, ne la comprenant 			pas, notre gaîté, en a, dans la suite, tiré profit et a ruiné, écrasé, avec ses tas de cailloux, 		nos tonnelles où se bécottaient les oiseaux et les amoureux.”[footnoteRef:314] [314:  Ibid., p. 129.] 

Like his fellow fumiste artists, Willette felt that he was holding up a last bastion of French culture before a tide of cold capitalism.[footnoteRef:315] For Willette, preserving and promoting Montmartre culture was in part a patriotic duty. As will be shown later, Willette believed that capitalism was a foreign import and was alien to the true French spirit. The bourgeoisie, corrupted by capitalism, had forgotten the innocent joy he claimed was felt by artists in observing objects of beauty without taking material profit. In figure i:7, another story without words, Willette gave an account of how the artist is misunderstood and undermined by the selfishness of the modern bourgeoisie.[footnoteRef:316] In the first scene, a child Pierrot dressed in white paints a rose. Beside him, a snail looks on. Perhaps, whimsically, the snail and the rose are life size, making Pierrot a few inches tall. Or perhaps, in a dream sequence or a reflection of Pierrot’s imagination, Pierrot is in a giant garden, surrounded by exaggerated beauty and uncomplicated tranquility. He is shown in what was, for him as later examples of his work will show, a typical occupation of the artist: enjoying the beauty of nature in a tranquil, rural environment. The next scene shows a bourgeois woman cheerfully cutting the rose with a pair of shears. The following scene shows her, now holding a dainty parasol over her head, feeding the rose to a pig. At their feet is what appears to be a chipped bowl, as if the pig were waiting for his next meal. Meanwhile, the rose continues to grow and a second shoot complete with bud has just overtaken the first, cut stem when a dandy walks by and callously lops it off with his cane or sword. What remains of the rose is crushed at the root in the next scene by a gardener who, absentmindedly pushing a wheelbarrow, trundles over it. In the final scene, an older Pierrot, now dressed in his black costume and equipped with a hat and cane, sobs over the destroyed rose from his childhood.[footnoteRef:317] In the sky overhead, a crow flies away. A symbol of death and scavengers, the crow represents the ruthless greed of the capitalist system, one which will pick at a beautiful thing until only a clean carcass remains.[footnoteRef:318]  [315:  Ibid., p. 125 - He expressed dismay at the folly of the French who want to imitate the penguins, his mocking nickname for the English, rather than be their gay selves. ]  [316:  Wagneur, ‘La bohème de Pierrot’, p. 55.]  [317:  In Willette’s memoirs and in the opening quote to this chapter, Willette, Feu Pierrot, p. 126,]  [318:  Often associated with the clergy and their habit of living off the poor, the symbol of the crow or a black bird is used widely in caricature and art to represent an enemy, such as the Jesuits. Geoffrey Cubitt, The Jesuit Myth: Conspiracy Theory and Politics in Nineteenth Century France, (Oxford, Clarendon Press, 1993), p. 184.] 


Figure i:7 narrates the gradual exploitation and corrosion of beauty until it is something dead and unrecognisable. The woman who cuts the rose and feeds it to a pig has obviously been attracted to its loveliness just like Pierrot. But whereas Pierrot was content to sit, observe and paint, she takes it for herself and then uses it to feed the world she[image: Image] knows, one of consumerism. The pig, an omnivore famous for its habit of rooting around in mud and a symbol for indulgence, uncleanliness and idleness, represents the capitalist. “Cochon” in French slang is a general insult as well as a more specific, pejorative association for the unscrupulous speculator.[footnoteRef:319] The act of feeding the rose to the pig could be read as a metaphor for the creation of art or perhaps culture for money, not for the love of the art itself. The fact that it is a woman who does this adds the implication of betrayal. She represents the lover, the femme fatale who breaks the heart of the naive bohemian artist by using him for his art and leaving him with nothing.[footnoteRef:320] Alternatively, Willette could have been criticising the bourgeoisie for taking beauty away from the artist, thereby destroying the artist’s livelihood. As will be shown, Willette was bitter in his memoirs when he recounted instances where his work had been forged and sold as his own for the profit of businessmen. A part of Willette’s self-projection was to present himself as a representative and defender of artists and their interests. The elder Pierrot’s pain at the end of the story is a commiseration with his fellow artists as well as a ploy to trigger the conscience of any of his readers who might be dismissive of the importance of art to French culture.  [319:  See the definition labelled C: http://stella.atilf.fr/Dendien/scripts/tlfiv5/visusel.exe?11;s=735338400;r=1;nat=;sol=0;, accessed 23/01/2019. ‘Cochon’ has a wide range of pejorative meanings in French slang, including an insult to a policeman and a fat, unpleasant person.]  [320:  Deburau’s performance as the jealous lover abandoned by Columbine was a source of inspiration for later re-enactments of the Pierrot. See Storey, Pierrots on the Stage of Desire, p. 112.] 
Figure i:7
Willette, ‘Picciola', Le Chat Noir, 14/7/1883.


This lack of true appreciation for art is further represented by the well-dressed young man who destroys the growing bud before it is allowed to blossom. His sharp silhouette indicates that he is a close follower of fashion, dressing himself in uncomfortable clothes in order to achieve the fashionable figure. His sword represents his masculinity which is boastfully brandished in a show of pointless violence.[footnoteRef:321] His lack of care about what he wantonly destroys represents the fate of so many budding artists whose talents and hopes are wasted by lack of confidence, sincere sponsorship or opportunities.[footnoteRef:322] The final insult to art is the common labourer. His face, unlike the other two protagonists, is turned away from the reader. Perhaps this was Willette’s way of removing some of the blame from the working classes who do not have the time or the education to appreciate art. They worked and prioritised food and basic necessities as represented by the manure in the wheelbarrow over art and appreciation of beauty. His practical, unlovely clothes also reflect his down-to-earth character. His disrespect for art is not born out of greed or malice but simple indifference and distraction.[footnoteRef:323] It is clear that Willette included the whole of society when he lamented that the rest of Paris did not understand the Montmartre spirit. This spirit, however, should be universal and integral to France. As the next section will show, Willette’s patriotism and nationalism spilled out into his art but was always tempered by his selective and prescriptive definition of what it ought to mean to be French.  [321:  Willette portrayed the culture of duelling popular at the end of the nineteenth century in an ironically tragic light. See Willette’s drawing of two duelling Pierrots who both seem to be terrified of the other. Le Courrier Français, ‘Pour qui Lilas’, 17/3/1887, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1069982k/f6.item, 06/05/2019. See Nye for a history of duelling in France: Masculinity and Male Codes of Honor.]  [322:  Disparagement of the art market was a favourite theme of artists who might have been embittered by the lack of compassion and distinction they were shown by the buyers and sponsors. Bouchard. “Le marché de l’art vu par L’Assiette au Beurre”.]  [323:  It was a large part of the pathos around Willette’s image of artist-Pierrot that he could not be understood by society. Cate, ‘Le côté sombre de Willette : mort et antisémitisme’, p. 174.] 


Willette the artiste engagé
Willette’s politics are not easy to categorise. He produced illustrations for journals across the political spectrum from La Libre Parole to Les Temps Nouveaux and his opinions were rarely moderate. Neither were they consistent over the course of his lifetime. For example, Willette started his career firmly anti-clerical, in particular anti-protestant, with caricatures opposing the figure of the moralising cleric with mocking, half or completely naked young women.[footnoteRef:324] However, after 1911 and the death of his only son, Willette took solace in Catholicism and his subsequent caricatures took on a moralising, if still darkly mischievous, tone from this newly pious point of view. This shows that, as his politics changed, so did the content of his self-projection, allowing his public persona to evolve alongside his ideas. It is interesting to note, however, that Willette maintained a consistent outline of the mischief-maker with a familiar tongue-in-cheek humour which allowed him to hold onto his loyal following even as his ideas changed. Willette also demonstrated himself to be fiercely antisemitic and probably remained so all his life. However, he was conspicuously neutral during the Dreyfus affair, despite foreshadowing many of the arguments made against Jews in an unsuccessful election campaign in 1889, and seemed to stop mocking the Jews beyond vague stereotypical reference after 1906 when overt antisemitism became associated with treachery and deceit in light of the pardon given to Captain Dreyfus.[footnoteRef:325] One constant point in Willette’s political views was his deep sense of nationalism. Born into a military family, Willette was brought up among army officers and soldiers. A child during the 1870 Franco-Prussian war, he had vivid memories of the effects of the war on French morale and himself suffered anti-French hostility whilst being held briefly in Germany with his family.[footnoteRef:326] Willette identified with a French national self-consciousness - though he defined it through a self-serving interpretation, orientated as it was to the preservation of a cultural scene which supported his success - throughout his career. This nationalism formed an important part of the emotional appeal of Willette’s public persona as Willette drew on the strong patriotic references shared many of his fellow Montmartre artists and journalists in the visual language of his work. [324:  Bihl, 'Adolphe Willette, de la haine du clergé à l'obsession de Dieu', p. 250.]  [325:  Cate, ‘Le côté sombre de Willette : mort et antisémitisme’, p. 172.]  [326:  Willette, Feu Pierrot, pp. 53 - 55.] 


In 1889, he ran for the legislative elections for the second conscription of the ninth arrondissement, a s[image: Image]ubdistrict of Montmartre. His campaign was run on the promise to rid France, and in particular Montmartre, of the corrupting influence of the Jews. In his campaign poster (figure i:8), he implied that the Jew was the epitome of the outsider, a parasite who leached off the indigenous population. The poster was complex, containing a song, an address to the voters and an elaborate drawing but the overall message, that the French must close ranks against the Jews, was repeated in each element. Willette’s inclusion of as many different media as possible on his poster suggests that he was very aware (if a little gauche in the execution) of the importance of reaching his audience with more than just art.[footnoteRef:327] This also suggests that Willette was confident in his ability to communicate beyond art, even if art was his favourite medium, and so indicates that Willette, while seeing himself as an artist first, was confident about stepping into other professional fields to project his public persona. Willette’s appeal to his voters was an inclusive vision of the French people as represented by the fairly poor arrondissement he hoped would elect him. Figure i:8 shows a Gaul, a labourer, an artist and a colonel (probably modelled on Willette’s father, the Colonel Henri-Léon Willette) standing before a barricade. Here, Willette united the main demographic groups of Montmartre (bohemian and working class) with historical ethnic stereotypes and a symbol of national strength, the army. The Gaul’s significance was borrowed from a long tradition of nationalist historians using France’s gallic past as a foundation for the republican identity. The historians’ narrative was founded on the conflict between the Franks and the Gauls, the Franks standing for the aristocracy or the German outsider and the Gauls for the popular classes or the native French.[footnoteRef:328] In the French revolution, this narrative was used to legitimise the overthrowing of the aristocracy, as a final, long awaited revenge on the conquering Franks who had dominated the ancestors of the Gauls through the monarchy and the aristocracy. By the end of the nineteenth century, in the aftermath of the 1870 defeat, the Franks were given by some a new, modern relevancy in the form of the Prussians who were supposedly their descendants. This rejuvenated the narrative of ethnic conflict and turned the Gaul into a popular symbol for French bravery and military courage. The symbol was complicated because it was also used as a narrative of reconciliation and national unity by the government to depict the various ethnic groups and heritages within France (the Gauls, the Franks, the Romans and Roman Catholicism) coming together in a newfound synthesis under the Third Republic.  [327:  Popular songs, for example, as performed by the successful singer-songwriter Aristide Bruant, were another important facet of the Montmartre bohemian scene and were instrumental in creating the impression of a link between bohemians and their working class neighbours. Howard G. Lay, “Réflecs d’un gniaff: On Emile Pouget and Le Père Peinard”, Making the News: modernity and the mass press in nineteenth-century France, ed. Dean de la Motte and Jeannene M. Przyblyski, (Massachusetts, University of Massachusetts Press, 1999), p. 102.]  [328:  Weber, ‘Gauls versus Franks: conflict and nationalism’, Nationhood and Nationalism in France. The ideology surrounding Vercingetorix, who was a republican icon to rival the monarchist Clovis, developed during the nineteenth century to feed the discourse of subsequent governments in the Third Republic with an image of the Gaul standing as a model for the French hero. See André Simon, Veringétorix et l’idéologie française, (Paris, Éditions Imago, 1989). Paul Gerbod noted that the history of the Gauls and the Franks had been inserted into the French education curriculum from the beginning of the Third Republic in an effort to instil a feeling of national pride and enthusiasm for defending the nation and restoring national honour. See Gerbod, ‘L’éthique héroïque en France (1870-1914)’, p. 411.] 
Figure i:8
Willette, Elections législatives du 22 septembre 1889.


An understated but very demonstrative self-portrait of Willette appears in his campaign poster. Willette shows himself as a representative of the artistic community, third from the front, in the small group of allegorical figures clustered beneath the Gaulish Marianne. Looking outwards and slightly upwards, Willette stares out beyond the borders of the poster, possibly in defiance or with determination at an external threat or prospect, perhaps the future of Montmartre. The gun in his hands suggests that he is willing to defend the community he calls his own.[footnoteRef:329] His back to the departing Jew, it is possible that Willette was looking towards a new future without the influence of Judaism which was the target of his antisemitic campaign. Though Willette was dressed in the typical bohemian garb of the artist, his face and hairstyle are highly suggestive of Pierrot’s chalk white mask and black skull cap as made iconic by Deburau.[footnoteRef:330] By using the same imagery, Willette reinforced the association between him, the artist, and the clown/mime artist. This association was reiterated in the signature at the bottom left of the page in which Willette identifies himself as the director of the journal le Pierrot. Though the journal was short-lived and disastrous for Willette’s finances, the amount of effort and money that Willette invested in the project is evidence of the personal investment he made. By publishing Le Pierrot, Willette wanted to fix in the minds of his readers the existential connection between him and Pierrot. This connection appears in the poster where Willette reminds his potential voters that when they vote for him they also vote for Pierrot, the pantomime mirror of the everyday working man. That Willette drew himself as an amalgam of both the artist and Pierrot therefore takes on a deeper symbolic meaning as it suggests Willette’s intention to unite the working class population of Montmartre with its bohemians symbolically in his person. Though much of the imagery in the poster was aimed at polarising Jewish and French iconography, Willette also played on the deeply entrenched presence of bohemianism in Montmartre to persuade the spectator that the artist had an essential place in the local identity. Finally, the poster communicated, through the Gaulish imagery, Willette’s nationalist pride and the identification he made between Montmartre and an ancestral Frenchness which the bohemians defended against the modernisation of the rest of Paris. An artist who was sensitive to the realities of poverty and able to connect with the struggles of the working poor but who was also ready and willing to fight against the nominated common foe, Willette implied, was the one Montmartre needed for a legislative representative. [329:  Bihl, ‘L’affiche de candidature antisémite de Willette’, p. 178. See also Cate, ‘The Paris Cry: Graphic Artists and the Dreyfus Affair’ in The Dreyfus Affair, p. 68.]  [330:  Storey, Pierrot: A Critical History of a Mask, pp. 95-96.] 


The selection of individuals gathered together to defend France from the menace of the Jews is an allegorical group portrait of the different components of the French national identity. Behind the Gaul is the worker who represents both the working class community living in Montmartre and presents a flattering image of French industry. Like the impressionist artist Caillebotte before him and the socialist artists such as Steinlen and Luce after him, Willette used the workman to portray a masculine ideal as a young, active, muscled man to appeal directly to the large poor and working class resident population in Montmartre.[footnoteRef:331] This borrowing or perhaps sharing of symbols reflects how Willette’s work could have had different meanings for different groups in society: where Willette’s colleagues might have seen a reference to the growing interest in portraying anarchist sympathies through art, an outsider to the arts community may have seen a simple representation of French labour, possibly a nod to the large worker population in Montmartre. In the wake of the Haussmannisation of Paris, poorer Parisians who had been squeezed out of the newly gentrified city centre and into the cheaper suburbs of Paris, including Montmartre. Added to this internal migration was the external provincial immigrants who were attracted to Paris due to the promise of finding employment.[footnoteRef:332] The work they found was most likely to be on the building sites of the bourgeois homes which replaced the old working class areas in the city centre. The worker is drawn with a hammer in hand which could represent the building industry, thereby connecting the figure more closely to the constituents. On the other hand, the hammer could also be a symbol of pagan religion, a suggestion of Thor’s hammer for instance, or indeed refer to the the Commune and the workers who took up their working tools and turned them into rudimentary weapons.[footnoteRef:333] This wealth of different interpretations made the figure an inclusive symbol for viewers who might find in him someone with whom they could identify. More specific figures behind him are the artist/Pierrot or Willette himself, reminding the voters of the identity of the candidate they are voti[image: Image]ng for and his relevancy, indeed his fame and his belonging in the district; and the military man, an officer and a direct representative of the army and the national hope that France would soon restore the honour lost at the defeat by the Prussians. Together, they fight in a united front against the Jews and for national glory and represent figures the ordinary French voter could (and should) admire.[footnoteRef:334] [331:  Garb, ‘Masculinity, muscularity and modernity in Caillebotte's Male figures.’, p. 68. See also examples of muscular working class men in Luce’s illustrated posters in Adíamos-89, L’Art social à la Belle Époque, p. 28.]  [332:  Brigstocke, The Life of the City, p. 51.]  [333:  The composite symbolism of the hammer means that all of these interpretations could have been taken from the poster. As Gombrich wrote, visual imagery can have many different meanings but also refer to a fixed code depending on the context. In caricatures, it is more likely that the imagery will refer to a code but in this political imagery, where the intention is to appeal to as wide an audience as possible, the key to the imagery is deliberately vague. See Mitchell, Iconology, Image, Text, Ideology, pp. 88-91.]  [334:  Bihl writes that Willette’s loss in the 1889 elections may have been because he was too ahead of his time. His virulently antisemitic message may have met with more favour during the feverish years of the Dreyfus affair. Bihl, ‘L’affiche de candidature antisémite de Willette’, p. 178.] 
Figure i:9: 
Anne-Louis Girodet de Roussy-Trioson: Apotheosis of the French Heroes that Died for the Fatherland during the War of Liberation, oil on canvas c. 1801, current location Château de Malmaison. 


Above the figures in the illustration, styled as a gaul-cockerel combination, is Marianne who blows a trumpet calling on the French to unite against their internal enemy. There is an interesting parallel between this drawing and an homage to Napoleon painted by Anne-Louis Girodet (1767-1824) for the Empress Josephine’s Malmaison (figure i:9). Figure i:9 portrays a mythical scene of the generals who died during the revolution being welcomed into paradise by Ossian.[footnoteRef:335] The cock appears to have dislodged the Roman eagle from its perch on the top right of the canvas. In a similar position in Willette’s poster is Marianne with the tail feathers of a cock and the trousers of a Gaul. Away from her stalks the Jew, a flight of large, black birds fly away into the distance in front of him and the landscape of Paris as seen from the top of the Butte stands in the background. In Girodet’s painting, a female figure (an allegory of victory) represented France fending off the imperial eagle, acting like an extension of the cock above her.[footnoteRef:336] The Marianne in Willette’s poster seems to be doing the same thing, driving the Jews out of Montmartre and the heartland of the French race.[footnoteRef:337] The central position of Napoleon in Girodet’s painting could be reflected in the group of Montmartre patriots in Wilette’s poster, possibly even signifying a link between Napoleon and Willette himself. If this is so, then Willette is boldly suggesting that his leadership would be as galvanising for French honour as Napoleon’s. [335:  Ossian was the fictional creation of James Macpherson who, when Macpherson’s poem (pretending to be a genuine poem contemporary to the events it told about) was published and translated in the 1770s, became a popular hero and direct ancestor of the people in countries across Europe. Henry Okun, “Ossian in Painting.” Journal of the Warburg and Courtauld Institutes, vol. 30, 1967, pp. 327–356. JSTOR, www.jstor.org/stable/750749.]  [336:  Agulhon, in Marianne into Battle, showed how early republican governments commissioned artists to represent the republic using a complex array of symbols among which the allegory of liberty, the Frankish cock and the Phrygian cap were heavily employed. ]  [337:  Antisemitism took a leading role between 1880 and 1914. The movement was sparked by Drumont’s La France Juive in 1886 which encouraged the general population to believe there was a need to defend themselves against a genuine Jewish threat. Catholics were already roused against the Jews following the collapse of the Union Générale in 1882 -  a financial disaster in which small catholic savers suffered heavy losses. See Griffiths, The use of abuse, p. 8.] 


The cock’s crest on Marianne’s head is reminiscent of the Phrygian cap worn by Willette’s contemporary Mariannes, thus drawing a link between the past and the present, between Gaulish and later Napoleonic battles and present social tension. The carrion birds and the Jew’s departure reflect each other to build a clear character profile: these are the parasites or scavengers who enjoy the subjugation of others and it is their tyranny which is being removed. The wall on which Marianne stands echoes the barricades of the battles fought by republicans in the revolutions of 1830 and 1848. It symbolises the bellicose French spirit and speaks of strength, determination and ingenuity against an intimidating opponent. The last word of Willette’s address to his potential constituents is “l’honneur”. The implications of this word, particularly in the wake of Sedan, both blame the Jews for the defeat and exonerate the French for their ignominious routing.[footnoteRef:338] The military air which Willette gave to his poster offers his voters the hope of resurrecting the French spirit buried in Montmartre and using it to inspire the nation to greatness once again. [338:  The point of honour and following a chivalric code had special significance for the bourgeois man in the Third Republic. Eager to find a way to demonstrate social standing after the collapse of the ancient regime social structure, a cult of chivalric honour grew amongst the bourgeoisie who sought to emulate the former nobility whilst modernising the honour code for a modern era. Ancient regime customs like the formal duel were revived in the spirit of this way of thinking. See Nye, Masculinity and Male Codes of Honor, p. 153.] 


Around them in the poster are the symbols of that enemy, placed in juxtaposition to the icons of French ethnicity. The Gaul holds aloft the severed head of a calf, the coronet of a baron on his head. This is probably a reference to the baron Rothschild and a blatant reminder of the stereotype of the wealthy Jew.[footnoteRef:339] Further reference to this apparently unfair distribution of wealth is the split money bag being trampled by the Gaul. Beside it is a broken tablet labeled the Talmud. Again a symbol of difference, this time pointing out that the Jews follow different laws and have different loyalties. The overall message is that the Jews are so different to the French that they cannot be trusted and that their very presence is corrupting. The reference to hoarding money in particular is opposed to the generously open spirit of Montmartre whose professed priority was art and poetry rather than making money.[footnoteRef:340] Willette insisted that his enmity against the Jews was not down to religion but ethnicity. However, his depiction of the Gauls standing with the residents of Montmartre has echoes of a secular religion, in particular of a religious congregation. The group has been brought together by faith in a greater state of being, that of an idealised Frenchness rather than a God. The poster encouraged the readers to project an idea of sin or uncleanness onto the Jews. Eradication or cleansing of the people would then lead to salvation or the return of a national strength which was lost or badly shaken in the Sedan defeat. The visual imagery of the Cock-France is reminiscent of a pagan goddess whose part animal form represents her integration with the land and the people.[footnoteRef:341] This link between Willette’s campaign and nationalism is a continuation of Willette’s efforts to make his readers associate his public persona with strong patriotic feeling. The use of spiritual mysticism reflects his Montmartre legends like Pierrot and Mimi Pinson to establish his persona as indelibly rooted in Montmartre and in French tradition. These connections thereby strengthen the image of Willette as a new-age traditional hero to save France from the incursions of modernity. [339:  Bihl, ‘L’affiche de candidature antisémite de Wilette’, p. 178.]  [340:  Cate and Shaw, Spirit of Montmartre, p. 41.]  [341:  Willette’s attempt to link modern France to a pagan history, in particular the Gauls who were allegedly the ancestors of the popular classes, follows the fashion of nationalists throughout the nineteenth century to reaffirm the connection between the people and the land. See Weber, ‘Gauls versus Francs’, p. 11.] 


The place of the female allegorical figure in Willette’s political work
The female allegory had a special place in Willette’s work, in particular the allegory of France: as the Gaul, France is a warrior but as the sweet, pretty Marianne, France is a vulnerable woman in need of a masculine protector. This created a role for Willette to fill as such a protector but, as an analysis of Willette’s complex relationship with France as a whole rather than Montmartre in particular will show, Willette was at times suspicious that France as formed by the modern bourgeoisie would betray him. In figure i:10, the mythical goddess of the French spirit strikes out at the emblematic figure for Great Britain, John Bull. France is eternally young and attractive whereas John Bull is overweight, balding and ugly. His nose is reddened, a trope which Willette often used to signify the unattractiveness of the British, and his clothes are a mixture of quaint British tradition (tartan breeches) and shady businessman (smart waistcoat with large buttons covered by a caped greatcoat).[footnoteRef:342] The appearance of John Bull standing for Great Britain was not an original ploy on Willette’s part. The stereotypical Englishman had been a well-known trope in British as well as continental caricatures and satire and his likeness would already be well imprinted in the lexicon of Willette’s readers.[footnoteRef:343] The print is set on the French coast with John Bull walking ashore, apparently having disembarked from a ship just visible in the background. He is waving a bag above his head from which spills large coins. Possibly, he is there to negotiate with or bribe France. In his other hand, less visible since it is held low against his body, John Bu[image: Image]ll carries a cudgel with the implication that if the incentive of money did not work, he would use force. The sea plays an evocative part in the composition. Britain represented colonial expansion and the spread of industry and capitalism across the world. Willette bemoaned the spread of capitalism and the gradual takeover in Montmartre of profit and business. Britain is, for Willette, associated with this progressive change to a modern, capitalist economy. France’s violent refusal to Britain’s offering, the slap suggesting that she was insulted by John Bull’s proposition, shows Willette’s own vehement feelings against the change represented by Britain. By portraying France as a warrior, Willette flattered the warlike instinct of traditional French culture, thereby encouraging his readers to enthusiastically take up the cause of protecting French culture. That Britain is being slapped by a petite woman, however, could also be read as a comical set down for one of France’s longterm rivals. As such, the readers could enjoy the image as a piece of patriotic fun without the economic interpretation. For this latter group, Willette’s work would still support his public persona as an artist-hero for the French people since, as the provider of this humour, he buoyed their spirits against the fears of decadence. The satisfaction from this effect would be transferred to warm feelings towards Willette. [342:  Willette’s virulent anti-modernism combined with his strong patriotism led him to hunt for scapegoats for the crises affecting France at the end of the nineteenth century. Great Britain, alongside the Jews, the Protestants, the Germans and the Freemasons were his preferred targets. Tillier, ‘Willette et les ambiguities du “sentiment de la Patrie”’, p. 212.]  [343:  John Bull was first used by British caricaturists to represent the British people in the second half of the eighteenth century. Originally an actual bull or other animals - fitting for a silent public who was not supposed to have a say in politics but who was feared by the politicians - John Bull became a man in the 1780s where he played a dupe for the politicians’ manipulative games. During the Napoleonic wars, John Bull took on more heroic characteristics, appearing as a sailor or soldier dressed in traditional clothes and carrying a cudgel. Tamara Hunt, Defining John Bull: Political caricature and national identity in late Georgian England, (London, Routledge, 2017), p. 145, accessed at https://www.taylorfrancis.com/books/9781351945653, 15/04/2019. ] 
Figure i:10
Willette, ‘Tiens! John Bull, v’là pour toi!’, Le Courrier Français, 6/2/1887, 4e année, no. 6.
“Take that, John Bull!”


In the drawings where Willette is supportive of Marianne, he shows her with members of the lower classes rather than the bourgeoisie, reinforcing the point that France belonged to those who maintained her traditional customs, rather than the cosmopolitan bourgeois who betrayed her for a love of capital. In figure i:11, Willette drew a scene of revellers celebrating the fourteenth of July, the anniversary of the storming of the Bastille with Marianne. Marianne toasts the health of the Republic together with a pair of provincial shepherds, judging by the crooks on their arms, who promise that “Les forts sont avec toi.” Marianne is dressed as a cantinière, a woman employed to accompany a regiment and to provide food and drink, nurse the wounded and even, unofficially, fight in battles. These women became legendary during the Napoleonic period when they were frequently involved in the action alongside the men.[footnoteRef:344] Marianne’s dress could be a cantinière’s uniform for a grenadier regiment or for the gardes de consul with a military cut coat with tasselled epaulettes, a dark sash and drum at her hip.[footnoteRef:345] Her hair is tied back like a wig from the eighteenth century and on her head is the liberty cap with the revolutionary cockade. Her full skirt comes to just below the knees, is covered by a lacy apron and shows off her neatly turned ankles clad in gaiters buttoned to the knee. The celebration is an extension of that ideology. On the fourteenth of July, according to Republican ideology, all the classes come to celebrate the birth of the Republican ideal and, regardless of social status, they celebrate the fact that they (men at least) all have an equal voice in the governing of the country.[footnoteRef:346] Marianne’s flirtatiousness adds the spirit of Montmartre to the national holiday, as Willette’s readers would associate her with the [image: Image]other women he drew who were typically flirtatious grisettes. Willette claimed Marianne not for France as the Third Republic but for the France represented within Montmartre. The shepherds’ presence evokes the rural timelessness of Montmartre which had thus far escaped the ruthless modernisation of central Paris. It is a reminder that Willette drew his version of Frenchness to be applicable to the traditional culture of France, which he insisted, judging by the claim that the peasants are also “les forts”, was war-like in spirit.  [344:  Thomas Cardoza, Cantinières and Vivandières of the French Army, 2013, accessed at https://web.archive.org/web/20130308082942/http://www.cantinieres.com/, 15/04/2019.]  [345:  Stamps printed of the imperial guard under Napoleon show similar uniforms being worn by the grenadier officers. See a drawing Grenadier à cheval by Bellange (1843), accessed at https://commons.wikimedia.org/wiki/File:Napoleon_Guard_Horse_Grenadier_by_Bellange.jpg, 30/01/2019. Prints of the imperial guard in general also show women alongside the men wearing feminised uniforms with aprons in a similar style to Marianne’s. It is possible that Willette adopted this tradition and modified it to suit his idea of beauty in his aim to manifest French patriotism in the illustration. See the stamp for la Garde Impériale, Chasseurs à cheval (estampe), accessed at https://gallica.bnf.fr/ark:/12148/btv1b69381987?rk=128756;0, 30/01/2019, for one such example. ]  [346:  Journals like Le Courrier Français, which had a strong nationalist agenda, heralded the celebration of the 14th of July as a means of proving that the nation had passed from a state of uncertain revolution to steady republic. The military element of the festivities was a symbolic recognition of the role of the army as the protector of the nation’s “honour, territory and laws”. See James R. Lehning, To be a Citizen: the Political Culture of the Early French Third Republic, (Cornell University Press, 2018), p. 68. The 14th of July was established as a national holiday by the Raspail law in 1880. Pascal Ory, “La République en Fête les 14 Juillet”, Annales Historiques De La Révolution Française, vol. 52, no. 241, 1980, pp. 443–461. JSTOR, www.jstor.org/stable/41913511.] 
Figure i:11
Willette, ‘A ta santé, Marianne! Les forts sont avec toi’, Le Courrier Français, 17/7/1892, 9e année, no. 29.
“To your health, Marianne, you can count on the strong!”


Willette’s portrayals of Marianne were not always flattering and his ambiguous attitude towards the Republic communicated itself through the tension portrayed[image: Image] between Pierrot and Marianne. In figure i:12, Pierrot holds Marianne up against a wall with one hand around her throat and the other, clenched in a fist, held menacingly in front of her. Pierrot’s face is cruel and twisted in a frown, the harsh lines of his nose (very similar to Willette’s own nose) and chin boldly delineated and striking in their severity. The contrast to Pierrot’s normally softly confused or sad expressions in Willette’s art forces the reader to address the clown’s violent side.[footnoteRef:347] Marianne, again wearing a cantinière’s uniform and the liberty cap, has her back against the wall. She is somewhat smaller than Pierrot and, despite her desperate circumstances, does not make much effort to struggle. Only one hand reaches up to hold onto his forearm, the other clutches timidly at her skirts. Behind this pair, Harlequin and Columbine walk away, their backs to the first tableau. Their heads lean towards each other and Harlequin has his arm around Columbine’s waist. Their interaction is relaxed and flirtatious, the direct opposite of that between Pierrot and Marianne. The legend to the print gives the subtext. Pierrot concedes that he should expect Columbine to deceive him but Marianne will never cheat on him because she is the last of his loves. The context of the image turns these words which suggest tenderness into a threat of what might happen if Pierrot is driven to the desperate place where all his loves have abandoned him.  [347:  Storey, Pierrots on the Stage of Desire, p. 19.] 
Figure i:12
Willette, ‘Que Colombine me trompe, possible… mais toi, Marianne, ne me trompe jamais, car tu es mes dernières amours!’, Le Courrier Français, 5/8/1894, 11e année, no. 31.
“Columbine’s betrayal, I’ll accept, but you, Marianne, you’d better never deceive me because you are the last of my loves.”


The implications for Willette’s relationship with the state, as opposed to the Nation, are clear. Willette did not trust the government to uphold the values that he deemed were central to being French.[footnoteRef:348] Instead, the government was in danger of succumbing to the lures of economic gain over the freedoms of the people. The example offered by Columbine’s betrayal illustrates this distrust. As seen earlier in figure i:11, Marianne was wearing a patriotic outfit - the two are identical. It is easy to lay the two drawings side by side and judge Willette’s message to be that the Republic could count on Willette’s (and his readers’) support so long as the Republic worked in the interests of the people and did not betray their national values. Columbine’s betrayal of Willette’s trust was a metaphor for the fickle affection of modern society whose fleeting appreciation could leave an artist desperate and suicidal. Columbine and Harlequin’s presence was a visual cue to Willette’s readers to relate the print to the stories of artists suffering due to the savage modern market place. When the exploitative capitalist market turns its back, literally in the print, on the little person, the poor unsuccessful artist or universal man as represented by Pierrot, Willette as Pierrot turns to the state to uphold the values of freedom, equality and fraternity.[footnoteRef:349] Pierrot’s menacing stance, however, suggests that he suspects the state will abandon the weaker members of society in favour of the bourgeois industry magnates whose success makes them more attractive supporters for the political class. Marianne, dressed as she was when she charmed the country revellers, represents the hopes and dreams of the still infant republic. Willette/Pierrot’s threat of violence should that new republic fail to meet the expectations of the people foreshadows the most likely reaction: another revolution.  [348:  Willette’s distrust of the government probably stemmed from the association he drew between the government and the bourgeoisie. Willette, who was a convinced antisemite, associated capitalism with internationalism and lack of patriotism. A capitalist government, who supported profit over art, fell into the category of the suspicious internationalist rather than the trusted patriot. Tillier, ‘Willette et les ambiguïtés du “sentiment de la Patrie”’, p. 212.]  [349:  Tillier, ‘Willette et les ambiguïtés du “sentiment de la Patrie”’, p. 211.] 


Willette and the artistic community
Willette presented himself as a representative figure for the artists of Montmartre and his role in political campaigns concerning the rights of artists reflected his visual self-presentation. Willette performed the role of a community leader, thus consolidating his heroic self-portrayal as Pierrot with the real life counterpart of Willette, a responsible and unifying figure around whom artists could rally. Willette was the driving force behind a campaign to give artists author rights over their intellectual property in a bid to protect against fraud and plagiarism. The immediate catalyst for Willette’s initial petition in December 1907 was a complaint made by the artist and illustrator Jossot against a counterfeit of one of his posters.[footnoteRef:350] Though Jossot had Hermann-Paul, Steinlen and Willette to speak for him, the printer was still given the right of using Jossot’s original work with minor alterations without having to pay the artist. However, Willette noted in his memoirs from before this date his frustration at attempts to copy his style or to pass off a poster under his name with the implication that he had endorsed a product or political idea being sold.[footnoteRef:351] This indicates that the subject of author rights had been a career-long bone of contention for him. In 1906, Willette became one of the vice-presidents, alongside Edmond Lepeletier, of the Ligue pour la liberté de l’art, a highlight in Willette’s long and personal battle against censorship since the prosecution of ‘La Sainte Démocratie’ in 1888. Public support, particularly among the artists hit by censorship laws, was shown in an article published in L’Assiette au Beurre in 1906 in which Willette was portrayed as a victim and a hero fighting against repression.[footnoteRef:352] Whereas Willette’s battle with censorship ended in a truce at the outbreak of the First World War, the battle for authorship rights had a more conclusive ending. In April 1909, the first society for artists’ right of authorship was founded with Willette as president.[footnoteRef:353] On the twentieth of December, 1912, the rights of the author were voted into law by the Chamber of deputies. Willette’s battle with censorship was a strong gesture in the consolidation of the public’s view of his persona. The first major incident in Willette’s career was caused by “La Sainte Démocratie”, the provocative drawing of a nude Marianne draped arrogantly over a guillotine, accompanied by the caption: “Je suis la Sainte Démocratie; j’attends mes amants.” (Figure i:13).[footnoteRef:354] The very vocal campaign launched by Le Courrier Français to defend itself and Willette is an indication of the support that Willette a[image: pasted-image.tiff]nd his alter ego Pierrot had among the press and the Montmartre readership. Willette was not condemned as just another seedy pornographer but was supported as a talented and witty artist who was being wrongfully silenced by the overly prudish government. This supportive response was repeated over the course of several censorship battles, showing that whenever Willette was put at the centre of public attention, he was praised for his audacity.[footnoteRef:355]  [350:  Sol, ‘Chronobiographie’, p. 20; Jossot, Goutte à Goutte, p. 15.]  [351:  Willette, Feu Pierrot, p. 145.]  [352:  Anon, ‘Berenger s’agite’, L’Assiette au Beurre, no. 256, 24/2/1906, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k10482681/f17.image, 07/05/2019.]  [353:  Sol, ‘Chronobiographie’, p. 20.]  [354:  See Roques, Le Courrier Français, 5th year, no. 1, 01/01/1888, https://gallica.bnf.fr/ark:/12148/bpt6k1069274m/f5.item, (29/01/2019) for the justification of the illustration. ]  [355:  See an article issued in L’Assiette au Beurre, no. 257, 03/03/1907, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k10482703/f18.image, 29/01/2019, which reprinted a speech by Willette given at a banquet in his honour. It gave him an opportunity to defend himself in his own words against the censors, thus gathering around him sympathetic supporters. ] 
Figure i:13
Willette, ‘Je suis la Sainte Démocratie : J’attends mes Amants.”
Le Courier Français, 4th year, no. 48, 04/12/1887, 
“I am the holy democracy: I await my lovers.”


Willette’s relationships with other artists was not, however, always one of solidarity within a close-knit community. In his memoirs, Willette’s account implied a deep distrust of some of his fellow artists. The celebration that Willette made of his few successes at the Salon suggests that he believed in academic prestige and most likely envied those who were more successful than he was. Willette grumbled that he was ill-treated by individuals who shared his workshop space and either (he suspected) sabotaged his work directly or exploited his help and contacts to raise themselves above him in the official art hierarchy. Willette was unafraid to name those he thought had done him an injustice, showing his confidence that his readers would take his side. One name that stands out is Henri Pille who refused to lend his support to Willette’s bid to have Parce Domine accepted by the Salon in 1884-5.[footnoteRef:356] This was in spite of the fact that it was Willette who had originally introduced Pille to his former tutor and Salon jury member, Cabanel. This was a betrayal in Willette’s eyes since he apparently believed that this introduction was partly responsible for Pille’s subsequent success.[footnoteRef:357] Willette’s hurt, strong enough that he still felt it in 1919 when he wrote his memoirs, reveals his sensitivity about his place in the fine art community. Willette’s use of his memoirs in this way reveals how the different medium offered by an autobiography, a retrospective reflection of his life crafted over a much more extended period of time than his self-portraits as Pierrot, enabled Willette to establish a new and more intimate relationship with his readers. Still performing the part of the hapless, poetic artist-Pierrot, Willette’s conversational style as he related various anecdotes about his life in Montmartre suggested he was speaking in confidence to a friend, thus appealing to the reader to sympathise with him and see in him an older version of the artist who embodied the spirit of Montmartre. Unlike the ephemeral press drawings that Willette produced en masse, this self-portrait was intended to be examined slowly and kept as a souvenir that was precious because it allowed the reader to live through Willette the life of the artist in a Montmartre now gone. For any artists among Willette’s readers, it was both a confession of his thoughts for his community and a defensive account of his actions and the reasons behind what appear to have been difficult living and working arrangements. Willette’s anecdotes, some of which would have been similar to the experiences lived by his artist readers, established an empathetic link which both reinforced Willette’s hoped for impression that his life was a model for the lives of all artists of Montmartre and inspired admiration for all the trials Willette had allegedly suffered. [356:  Willette does not give a date for this interaction, and there is no official documentation suggesting that Willette did present Parce Domine to the salon jury, but if this fact is true, it would explain why there is no mention of Willette in the salon catalogues for those years. See Lobstein, ‘Adolphe Willette et ses expositions La presse et la coupole’, p.100.]  [357:  Willette, Feu Pierrot, p. 167.] 


Some of his readers among the artists may, however, have been sceptical of his right to claim such sympathy for his lack of success with the Salon jury. Despite Willette’s desire to present himself as a fine artist, his compositions lacked the formality and discipline of academic art, for all his traditional training. Parce Domine, seen from an academic perspective, was unsuitable for the Salon.[footnoteRef:358] Willette gave no impression of depth, his characters were amassed on top of each other in an anarchic jumble of bodies and movement. While Parce Domine was arguably the perfect representation of the spirit of Montmartre, it lacked the technical skill that was valued by the Salon jury. Unfortunately, Willette did not accept this judgement on his work or on the artists of Montmartre in general. He railed against those who dismissed Montmartre as the home of the “ratés”.[footnoteRef:359] In response to a scornful insult flung by Forain at the artists of Montmartre, Willette came to their defence: [358:  Boime, The Academy and French Painting, p. 20.]  [359:  Willette, Feu Pierrot, p. 111.] 

	“Telle était la région qui était, d’après le Boulevard, le ghetto de ces hommes dont la 			majorité, par leur talent et leur éducation, auraient pu réussir dans le monde qui, pour se 		venger de leur dédain, les appelait des ratés! Qu’avaient-ils donc raté ces artistes le plus 		souvent timides et mis, dès leur débuts ‘hors concours’, par les brillantes médiocrités 			mondaines ou officielles?… La protection du monde qui dit d’un Féraudy ou d’un Paulus, 		un ‘artiste’ ainsi que de Corot? Ou bien serait-ce la fréquentation des salons, véritables 			coulisses de comédies d’amours pitoyables ou de politique malpropre et criminelle?… Ce 		qu’ils on raté, les pauvres, c’est la vie honteuse de l’artiste qui a vendu son 				indépendance!”[footnoteRef:360] [360:  Ibid., pp. 111-112.] 

Willette’s impassioned defence of his fellow bohemian artists was probably fuelled by a very personal indignation. The Montmartre artists were dismissed for doing nothing in a similar way to which his attempts at fine art were dismissed for their lack of technical discipline. Willette, who presented himself as their symbolic representative, claimed in his memoirs to value independence over the cold and rigid structure of the Salon, arrogantly calling any artist who made their career through the Salon ‘shameful’. This way he could show himself to be a stalwart defender of the values he claimed were at the heart of the Montmartre spirit. It is more than a little ironic considering Willette’s own delight to be recognised by the very Salon judges when his works were accepted.

In a continuation of this defence of himself and the bohemian artists of Montmartre, Willette mocked the art of the most successful Salon painters in his press illustrations. In figure i:14, Willett[image: Image]e drew a parody of a classical scene, the salute of the gladiators to Caesar before the beginning of the games. In Willette’s version, substitutes from Montmartre mock the original theme. Caesar is replaced by Alphonse Allais, the then editor-in-chief of Le Chat Noir.[footnoteRef:361] The arena, though relatively similar to the layout of the colosseum, has a circus tent over the top and the canopy over Caesar’s podium is replaced by four Parisian gas street lamps with a statue of a naked woman bound to the posts adorning each one. The gladiators, instead of burly men, are an array of different female stereotypes representing the entertainment industry in Montmartre. In a nod to the traditional gladiatorial games, the women all specialise in different areas. There is a circus strong woman, various dancers in costume, an actress dressed like Sarah Bernhardt, etc. Scattered around them are the detritus from past fights. Several women lie prone (dead?) on the stained sand with various accessories and items of feminine clothing dotted around. In the background, one woman is dragged away by a workman (or perhaps a pimp?) pulling her by a rope tied around her neck. Willette’s use of women in this way to represent Montmartre is characteristic of his work and also characteristic of his lack of respect for female subjectivity. Willette systematically objectivised women, even to the point of turning them into food. In Zmelty’s work on Willette’s menu illustrations for banquets, often for La Poule au Pot, he describes Willette’s drawings of naked or scantily clad women smiling at the reader while being presented on a plate like a main course.[footnoteRef:362] Willette even signed these menus as ‘A. Willette, gynophage’ in a continuation of the macabre joke. Willette also had to be dissuaded by his friends when, in 1923 for a ball celebrating the ‘Republic’ of Montmartre, Willette wanted to stage a living tableau of his notorious “C’est la Sainte Démocratie; j’attends mes amants.”[footnoteRef:363] At the centre of this tableau would be a naked woman in the same aggressively seductive pose. Willette’s patronisation and exploitation of women was not unique to him though it might have been self-conscious.[footnoteRef:364] Willette’s battles with pornography charges, discussed below, show that Willette refused to see these figures as more than artistic expressions of beauty and not as real women. The staging of the women as various aspects of Montmartre culture was very like his use of allegory to portray France or Liberty than a realistic representation of the women of Montmartre that took into account the difficulties faced by the frequently impoverished models of his grisettes. But by using women in this way, Willette could represent the spirit of Montmartre speaking with his voice against the judgemental and insensitive bourgeois spectators. The grisettes, the image suggests, stand with Pierrot as their champion. [361:  Martin Sorrell, ‘Alphonse Allais: His Style and Technique, and His Continuing Importance’, The French Review, vol. XLVI, no. 3, February 1973, accessed at https://www.jstor.org/stable/386941?seq=2#page_scan_tab_contents,19/07/2018, p. 485.]  [362:  Zmelty, ‘Les Délices d’un “Gynophage”’, pp. 46-49.]  [363:  Bihl, ‘La République de Montmartre’, p. 227. “C’est la Sainte Démocratie…” was a front cover of Le Courrier Français published 04/12/1887 (no. 48, 4th year) which was censored by the government for its portrayal of a naked liberty reclining on a bloodied guillotine, suggestively eyeing the reader.]  [364:  Edward Berenson, The Trial of Madame Caillaux, (Berkeley, Los Angeles, Oxford, University of California Press, 1992), p. 98. The ideal woman, as imagined by the men around her, was softly feminine, unintelligent and almost entirely restricted to the home. This improbable life was not lived by even the most traditional of women but the ideal was projected through the media and through literature to the extent that it was used as evidence against Madame Caillaux (who showed undesirable masculine traits in shooting her husband’s political opponent) in court. ] 
Figure i:14
Willette, ‘Ave Alphonse Imperator Morituri Te Salutant’, Le Courrier Français, 31/1/1886, 3e année, no. 5.


The spectators in the front row clearly represent the capitalist consumer market which reinforces the theme of Montmartre culture being sacrificed to modern capitalism. Women in elaborate hats and bonnets sit next to men in cravats and pomaded coiffures, showing their class as middle to upper bourgeoisie. In front of Caesar’s podium is the carving of a calf’s head, representing the golden calf or a symbol of the idolisation of money in capitalism. In the distance are two stone features that could come from either Ancient Rome or post-Second Empire Paris which represent bourgeois architecture and capitalist power. The boar in particular evokes both strength and tamed wildness. Wild boars were tamed by ancient romans as sport for local hunts and as features of entertainment in processions.[footnoteRef:365] In modern France, the boar could be a metaphor for the dominance of the bourgeois civility and disciplined way of life over the wilder, more promiscuous lives led in Montmartre. It could also be a veiled reference to a pig, a metaphor for the greedy money maker. The print was a metaphor for the sacrifice of Montmartre’s talent to satisfy the greedy bourgeois consumers, ruled and directed by the exploitative successful journals and cabarets as represented by Le Chat Noir. An additional bite to the satire, however, comes in the faux mea culpa that Willette slotted in in the bottom right hand corner of the print. As his signature, he wrote “Que Monsieur Gérôme me pardonne? Willette, élève de Cabanel.” Jean-Léon Gérôme was a highly successful Salon painter and sculptor. Like Cabanel, he was a member of the Salon jury and had a professorship at the École de Beaux Arts. One of his specialities was classical scenes and he was well known for his technical brilliance and the high quality of the finish on his history paintings, including scenes of the Roman games.[footnoteRef:366] Willette would have known in creating this print that it would offend Gérôme’s strict standards of composition and, by drawing Gérôme’s attention to it deliberately by nearly dedicating it to the other artist, Willette rubbed his impudence in Gérôme’s face. On the one hand, it mocks those artists who spent their careers trying to please the fickle bourgeois market. On the other hand, Willette was pointing out that, as a fellow fine artist with a comparable education to Gérôme’s (he stressed that he was the student of Gérôme’s peer), Willette had a right to challenge convention and still claim to be a fine artist. The strong references to Montmartre and its bohemian culture in the image reinforce Willette’s identification with that culture and so extend the right of challenging convention to that culture through Willette, its champion. [365:  Michele Laing, ’The Boar in Art History’, University of Waterloo website Special Collections and Archives, Digital Exhibits: Celebrating the Boar, accessed at https://uwaterloo.ca/library/special-collections-archives/exhibits/celebrating-boar/boar-art-history, 19/07/2018.]  [366:  Jack Perry Brown, ‘The Return of the Salon: Jean Léon Gérôme in the Art Institute’, Art Institue of Chicago Museum Studies, Vol. 15, no. 2 (1989), pp. 154-173+180-181, accessed at https://www.jstor.org/stable/4113019?seq=1#page_scan_tab_contents, 19/07/2018.] 


A part of Willette’s association with Montmartre was his very distinctive style which became synonymous with famous Montmartre institutions like Le Chat Noir cabaret where Willette had several decorative pieces on public display. Willette’s style was successful and publicly admired enough that he became a victim of fraud. In his memoirs, Willette gave an emotional account of how he was betrayed by one he considered a friend, Rodolphe Salis:
	“Des individus me déshonorent en se faisant passer pour moi dans des brasseries qu’ils 		offrent de décorer, d’autres vendent des tableaux signés de mon nom. Ces jours-ci, je fus 		prévenu que Rodolphe Salis, directeur du Chat Noir, faisait exécuter en peinture la Mort de 	Pierrot, un des dessins que je lui donnais jadis pour son journal.”[footnoteRef:367] [367:  Willette, Feu Pierrot, pp. 145-146.] 

Willette related how he discovered and destroyed the painting falsely attributed to him and valued as one of his in a fit of shame: “j’en ai été malade de honte et de chagrin”.[footnoteRef:368] Willette’s anger that Salis was not brought to justice as he saw it for trying to make money out of Willette’s success was reflected in the articles written about it by his friends in journalism. In Le Journal, in an article congratulating the artist on the government’s choice to buy one of his press illustrations for the musée de Luxembourg, the journalist corrected the assumption that Willette had said in a court case where he was called upon to identify some forgeries of his work that the “faux Willette” were well drawn.[footnoteRef:369] Instead, the article stressed, he said that they were good to the untrained eye. This detail, and the fact that it was highlighted in a national daily newspaper, allowed Willette to assume professional superiority over his forgers. That this precision was made shows a public support for Willette’s passion to have justice and to be seen by the general public as an artist whose work had more value than the cheap reproduced prints designed to feed the appetites of the petty bourgeoisie. His friends also defended Willette’s freedom to paint murals on the walls of cabarets rather than to aim for more formal or institutional forms of exhibition and promotion of his work.[footnoteRef:370] Willette was celebrated for his imagination and how he could capture a philosophy of life in Montmartre which rang true with many of his fellow bohemians. Willette’s art was about enjoying life’s pleasures while rebelling against the rigid demands to conform to the self-denying bourgeois morality. Willette’s canvas, the walls of Montmartre, was much more liberating and natural for such an artist than the rigid Salon or the Institute des Beaux Arts. This eulogy effectively reversed the value hierarchy in fine art and, by appreciating humanity and conviction over technique and form, demonstrated how an innovative artist like Willette could rival in the eyes of his peers his academic colleagues. This show of loyalty to Willette’s signature also reveals how much Willette had been accepted as a central figure to Montmartre to the extent that Montmartre-based journals were prepared to defend his integrity as a part of their cultural identity. [368:  Ibid., p. 146.]  [369:  Anon, ‘Nos Échos’, Le Journal, 16/11/1893, 2nd year, no. 415, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k76214589/f1.item.r=willette, 23/07/2018.]  [370:  Michel Zévaco, ‘Sur Willette. Ses panneaux décoratifs. L’œuvre du peintre’, Le Courrier Français, 25/11/1894, 11th year, no. 47, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1069682j/f4.item, 23/07/2018.] 


Willette and the Leagues for the protection of public morality
Willette established a love of beauty as a central part of his identity as a bohemian artist of Montmartre. Willette’s portrayals of nubile young women were heralded by Le Journal (owned by his friend, Ferdinand Xau) as a tasteful depiction of beauty and joyful French art.[footnoteRef:371] The article in Le Journal insisted that Willette’s women were a refreshing change from the more outrageous depictions of female nudity found in nearby café-concerts, an irony considering that Willette was fined and censored whereas cabarets in Montmartre, Le Chat Noir in particular, were allowed to run unchallenged.[footnoteRef:372] Yet it was the excessive nudity that made Willette one of the principal targets for the Societé de protestation contre la licence des rues founded and headed by the Senator Berenger since 1894. Willette battled against the restrictions made against so-called pornographic art for more than 20 years, coming to a truce at the outbreak of the First World War.[footnoteRef:373] Berenger (1830-1915) was a devoted campaigner for removing images of naked women from Parisian public art, earning him the name ‘Père pudeur’. The anti-pornographic leagues were modelled on the protestant temperance movements in Great Britain and Switzerland. They targeted pornography in writing and in images as well as alcohol abuse, gambling and poor hygiene.[footnoteRef:374] Though the leagues tried to be politically and religiously neutral, there was always a strong protestant bias and, perhaps for this reason, they never managed to reach a mass audience like they had hoped to. The Catholic church in particular was wary of an organisation over which it had little control. The leagues’ tactics were mostly centred on lobbying the government to change the law and make it harder to publish pornographic works. Their petitioning was impeded somewhat, however, since an exact, legal definition for obscenity and its effects on society was never found.[footnoteRef:375] The 1881 law, which ended prior censorship and lifted many of the financial burdens associated with publishing, contained in article twenty-eight the proviso that all publications on sale found to be obscene could be censored. This law was amended in 1882, 1898 and 1908, adding powers of surveillance and censorship to make it harder to produce, advertise and sell licentious material. Some individual members also used more guerrilla-like tactics when they tried to get playwrights, authors and artists arrested for pornography. The law was against them on this front since a claimant had to be the direct victim of pornography in order to appeal to the law. League members tried to overcome this obstacle by deliberately buying pornographic works or going to licentious theatres so that they could claim to be directly insulted by pornography.  [371:  Raitif de la Bretonne, ‘Pall-Mall Semaine’, Le Journal, 16/3/1896, 5th year, no. 1266, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k76203540/f2.item.r=willette, 23/07/2018.]  [372:  Brigstocke, The Life of the City Space, p. 92.]  [373:  Bihl, ‘“Prête-moi ta plume, pour dessiner un ‘non’” Willette et la presse (1876-1914)’, p. 194.]  [374:  Jean-Yves Le Naour, ‘Un Mouvement antipornographique: la Ligue pour le relèvement de la moralité publique (1883-1946), Histoire, économie et société, année 2003, vol. 22, no. 3, pp. 385-394, accessed at https://www.persee.fr/doc/hes_0752-5702_2003_num_22_3_2327, 23/07/2018.]  [375:  Maxence Rodemacq, ‘L'industrie de l’obscénité à Paris (1855-1930), Romantisme, 2015, vol. 1, no. 167, accessed at https://www.cairn.info/revue-romantisme-2015-1-page-13.htm, accessed 23/07/2018, paragraphs 5 and 6.] 


It was this disapproving presence, breathing down the necks of Montmartre artists, which seems to have captured Willette’s imagination and which became a leading trope in his pro-nudity art. Willette’s response to Berenger was to launch a very personal war on behalf of freedom of expression and freedom of artistic style. It fell in with the bohemian rebellion against the overbearingly rigid and academic prescription of what was and was not good art. Willette was part of a generation for whom the kiosk, as most clearly voiced by Forain, was the principal form of public exposure.[footnoteRef:376] At the heart of Willette’s campaign was the right to portray beauty and life’s pleasures as defined by the Montmartre artists. For Willette and many of his bohemian companions, nudity and sexual excitement was a large part of that hedonism that defined the culture of Montmartre. In figure i:15, Willette portrayed a naked woman standing on a round table in what could be an artist’s studio. The woman is drawn in Willette’s usual style: a plump, pretty grisette. Behind her, there ap[image: Image]pears to be a canvas, a mural or even a mirror showing another naked woman in a very similar pose. The only differences between the two are that the woman at the centre of Willette’s illustration is facing the reader and thumbing her nose whilst, in the image behind her, the model is reaching out, away from the viewer in a more dramatic, romantic gesture. The near symmetry of the two poses suggests that Willette put them together to metaphorically represent the beauty of nudity in art while also thumbing his nose at anti-pornographic censorship. Willette could also have been contributing his version of the series of nude portraits started by Forain in response to the legal suit lodged against Le Courrier Français over its publication of portraits of naked women.[footnoteRef:377] Unlike Forain’s art which was a serious depiction of how nudity is beautiful, Willette was much more irreverent. He acknowledged the criticism that Montmartre was well-known for its public displays of nudity but he turned the criticism on its head by implying that neither the censors nor the leagues for public morality could force change on the cabaret culture. [376:  Cited by Lethève in La Caricature et la Presse, p. 53.]  [377:  Reprinted speech by Me Lagasse at the Le Courrier Français hearing, Le Courrier Français, 13/12/1891, 8th year, no, 50, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k10702565/f8.item, 20/07/2018.] 
Figure i:15
Willette, ‘Étude', Le Courrier Français, 7/3/1892, 9e année, no. 6.


On the table or plinth in front of the woman is a pair of shoes, fashionably tiny, abandoned in an erotic suggestion of a strip-tease.[footnoteRef:378] The scene, though oddly static, evokes a bawdy cabaret setting, a place where working class men could enjoy a titillating spectacle of scantily dressed dancing girls. It is a very obvious and direct rebellion against the leagues for public modesty.[footnoteRef:379] The scene represents the hedonistic way of life that the defenders of public modesty wanted to eradicate. It is a working class environment, genuinely democratic in that the objective of the establishment is to satisfy the tastes and desires of the popular clientele. In the background, Pierrot tweaks the nose of a caricatured Berenger. In contrast to Pierrot, Berenger has been drawn with unnaturally straight, angular lines so that he appears almost robotic.[footnoteRef:380] Here, Berenger represents more than the public morality leagues: he is an emblem of the rigid authority and the overly disciplined bourgeois morality which could not accept the much freer bohemian way of life. As Brigstocke suggests, bohemian art was a platform for experimentation with possible bottom-up forms of authority, ways in which the people had more say than their social superiors and formal leaders about how they led their lives.[footnoteRef:381] Willette’s art projected an alternative way of governing city life. The humorous depiction of the Montmartre grisette, an emblem of the unsavoury harlot, was a form of pushing the boundaries of what could and could not be accepted in everyday life.[footnoteRef:382] In opposition to the leagues which were trying to dictate how life should be lived, Willette’s humour subverted their preconceptions of the harlot, not by making her look modest or innocent, but by giving her an attractive personality which endeared her to the male perspective. In contrast, the robotic Berenger is almost monstrous and stripped of any moral authority he might have had over the living habits of the readers. Another effect of the humour is the creation of an insular community whose shared language and outward pointing jokes fosters a community-wide confidence to challenge accepted authority. Willette used his alter ego Pierrot in his campaign as well as his own considerable public presence to turn the attempt to censor him into an attempt to censor Montmartre, playing on his identification with the butte which, in turn, could be seen as an attempt to censor and to delete the spirit of France itself. As Pierrot tweaks the nose of Berenger, Willette assured his readers that he would not listen to the censors who were even then pursuing Le Courrier Français in court for one of his portraits of a naked woman. [378:  The origins of striptease have been dated to Paris in the late nineteenth century. An artist’s model took off her clothes an item at a time to entertain the students at the Four Arts Ball. Though she was fined, the act was repeated the following year. See Felicity Chaplin, La Parisienne in Cinema: Between Art and Life, (Oxford, Oxford University Press, 2017), p. 161.]  [379:  These leagues were particularly worried about the damage to the traditional family structure from pornography. Labelling it alcohol for the brain, they medicalised it and equated it to a poison for families. See Stora-Lamarre, L’Enfer de la IIIe République, pp. 64-71.]  [380:  Henri Bergson used the example of the automaton to illustrate the comic figure. He claimed that humans are inspired to laugh at something seen to move or behaviour with less than human grace. Bergson may have been influenced by the idealised portrayals of beauty and ugliness in press illustrations like Willette’s. Henri Bergson, Le Rire. Essai sur la signification du comique. (1900), (Paris: Éditions Alean, 1924).]  [381:  Brigstocke, The life of the city, pp. 16-17.]  [382:  Willette’s portrayal also obscured the extent to which grisettes were social victims. His frequently romanticised portrayals of young seamstresses working hard into the night did not acknowledge the difficulties young, unmarried women faced so much as turn them into an integral part of the grisette legend, thereby excusing the reader from any responsibility he might feel about exploiting these women further. Anne Monjaret explains how the living conditions of the grisettes (called midinettes in the twentieth century) were glamorised or covered over by the mostly male aritsts who used them as icons for the ideal French woman and as symbols of cultural identity. Anne Monjaret, ‘À l’ombre des jeunes filles en pierre. Des ouvrières dans les jardins parisiens’, Ethnologie française, vol. 42: no. 3, 2012, accessed at https://www.jstor.org/stable/23275062, 22/01/2019, p. 504.] 


Willette after 1900
After 1900, Willette’s activity changed. Though he continued to create playful illustrations for Le Courrier Français, Willette was also producing more aggressively political material for L’Assiette au Beurre. These illustrations were much less jovial in tone and, while still satirical, Willette’s visual lexicon had lost some of the poetic imagery that made his earlier work so distinctive. For example, the iconic figure of Pierrot did not appear in his work for L’Assiette au Beurre and, while Willette still used Montmartre as a setting and female allegorical characters for his protagonists, his purpose was to aggressively attack the establishment rather than entertain his readers with the humorous escapades of pantomime figures. This indicates a change in the way Willette projected his public persona. Around the same time, Willette left Montmartre to establish himself with his new family in the Batignolles neighbourhood of Paris (the fourteenth arrondissement). The new direction in his self-presentation suggests that Willette wanted to leave behind some of his strong association with bohemian hedonism, possibly to give his political edge more credibility. Figure i:16 is an example of this more brutal style. It encapsulates feelings of rage and bitterness at a shadowy enemy whose depiction is meant to be frightening rather than satirical.[footnoteRef:383] The illustration shows a line of women, heavy wooden yokes over their shoulders, being driven like animals by guards who either whip the women or beat them. Walking painfully or stumbling two abreast, the women are mostly naked or dressed in their underclothes. Several either cry out or look beseechingly at their merciless guards. A couple try to hide their breasts or clutch the bodies of infants to their chests. They are the working girls of Montmartre who represent the hedonistic culture typical of the butte. Though the women are sexually attractive, their situation as victims turns them from objects of sexual desire into symbols for the oppression of freedom and the criminalisation of pleasure.[footnoteRef:384] In the background, looming out of a black and red haze that is reminiscent of fire and smoke, the dance hall the Moulin Rouge is an icon of the booming entertainment industry which highlighted dancing women as a lure for men bored by their daily routine as respectable citizens. Attached to the centre of the sails is a devil’s head. He watches the women leave with an expression that could be curiosity or pensive watchfulness. While the devil makes no effort to help the women, his vaguely malignant gaze could be directed at the bourgeoisie who have earned his ire through their attack on his domain.  [383:  In this period, Willette’s art verged on the grotesque. His women, still beautiful, were tortured and drawn in hellish scenes which, thanks to the juxtaposition to their beauty, was disturbing to look at. See Fingesten, ‘Delimitating the Concept of the Grotesque’, p. 423.]  [384:  As Bruno Guignard pointed out, women were objectified either as the final objects of men’s desire or the meeting point of all human vices. Applying Guignard’s assumption - that fin-de-siècle French caricature were chiefly aimed at a male readership - to Willette’s work, the women in this drawing are metonyms for Montmartre as it was experienced by men. They represent the state’s persecution of male desire and pleasure. See Guignard, ‘Masques et visages’, p. 111.] 


The helplessness of the women in the face of the men’s (it is uniformly men who are tormenting them) assault is an emotive appeal against the attempts of the government to regulate Montmartre culture. Against the women’s white bodies, the men are dressed in black, some with hoods over their heads in a parody of a monk’s attire, a mocking reference to the religious arguments for chastity and public decency put forward by Berenger. Under their hoods are police helmets, clearly identifying the men as belonging to the forces of law and order.[footnoteRef:385] Behind them, in a strange juxtaposition to the red devil of the Moulin Rouge, Berenger looms. He has large black bat wings at his back contrasted with a white halo with St Lazare, referring to the notorious Parisian prison and therefore to the government’s repressive response to prostitution, written across it around his head.[footnoteRef:386] Around his neck, he wears a chain with an open manacle like a chain of office and in his hand he carries a bound b[image: Image]undle of switches which could represent the fascia of Roman republican imagery converted into an instrument of torture. He seems to compete with the red devil to be the worst scourge of the Parisian people. The red devil’s curiously ambiguous expression compared to Berenger’s stern grimace depicts Willette’s point that, while the culture of Montmartre might have been sinful, it did no harm.[footnoteRef:387] The bourgeois police who were carting the women off to prison for disrespecting the bourgeois ideals of morality were dressed as religious devotees and made to appear as fanatical soldiers who inspired more fear than the hedonistic sinfulness of Montmartre.[footnoteRef:388] Published in an issue of L’Assiette au Beurre entirely drawn by Willette called ‘Le Singe’, Willette used this illustration to attack figures of authority.[footnoteRef:389] He implied that the bourgeois regime abused their authority to assert their ideals of right and wrong, all the while committing acts of atrocity on the bohemian culture. The expression of fear and panic on the women’s faces, their nudity which - far from only provoking sexual desire - inspired the reader’s sympathy, all combine in a violently pathetic image which both mourns and warns against the suppression of Montmartre culture. Still representing himself as a figurehead for Montmartre culture, Willette’s public persona had changed to emphasise the seriousness of the political positions he had taken. This could reflect the more positive role he took in defending the rights of artists during the first decade of the twentieth century, resulting in the vote for artists’ rights in 1912. Willette might also have changed his self-projection to suit a journal whose targeted readership was national rather than focused on Paris or Montmartre. When Willette drew himself as Pierrot, he was presenting himself to a select audience of artists for whom Pierrot carried political and existential significance; for a national audience, Willette may have thought that Pierrot would no longer be as relevant. [385:  This amalgamation of the Church and the forces of law and order mixes two themes which were frequently addressed in L’Assiette au Beurre. The artists attacked the institutions which upheld the state and perpetuated the government’s oppression of the people as they saw it. Dixmier and Dixmier, L’Assiette au Beurre, p. 54.]  [386:  St Lazare was a detention centre for women in the nineteenth century. Originally a leprosarium in the 12th century, it was converted to a convent in the seventeenth century before being appropriated during the 1789 revolution to become a prison. During the nineteenth century, it became a detention centre for prostitutes and female criminals, including young girls who defied their parents’ wishes. See Jacques Hillairet, Gibets, Piloris et Cachots du vieux Paris, (Paris, les Éditions de Minuit, 1956). ]  [387:  Demons and devils were used as mascots or representatives in caricature journals in the 1830s. They demonstrated the role the reader was supposed to perform: the amused and mocking spectator whose ridicule threatened to destabilise the government. See David Kerr, Caricature and French political culture, 1830-1848. Charles Philipon and the illustrated press, (Oxford, New York; Oxford University Press, 2000), p. 21. That there was really no harm in prostitution was sadly a delusion on Willette’s part or a wilful blindness to factual evidence. While prostitution was by no means the same for every woman who sold her body, and neither was it the case that every woman who might have at one point been paid for sex necessarily identified as a prostitute, many women were forced into prostitution because of the economic and cultural environment which encouraged it. In her review of five studies on the lives of working girls in the nineteenth century, Ann-Louise Shapiro shows that where the historian successfully investigates the prostitute’s point of view, it is choice made due to economic and educational limitations and that the women in question suffer persecution and exploitation from the state, brothel madams or pimps and their clients. See Ann-Louise Shapiro, “Working Girls.” International Labor and Working-Class History, no. 45, 1994, pp. 96–107. JSTOR, www.jstor.org/stable/27672129. It is perhaps ironic that, in the Assiette au Beurre issue ‘Le Singe’, Willette included scenes of sexual violence but did not at any point associate prostitution with sexual assault. See Willette, “Nota bene - le Singe n’est pas toujours un bourgeois’ in ‘Le Singe’, L’Assiette au Beurre, no. 90, 20/12/1902, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1047926s/f14.item, 21/04/2019.]  [388:  This association between evil and the mainly protestant protest groups for public morality is another reflection of Willette’s belief that external influences like protestantism were responsible for the destruction of French culture and the encroaching modernity. Protestantism in particular, was related in Willette’s mind to British colonialism and carried the subtext that Britain was trying to colonise France. Bihl, 'Adolphe Willette, de la haine du clergé à l'obsession de dieu', p. 257.]  [389:  ‘Singe’ in the argot of the period was a derogative term for an authority figure. See http://stella.atilf.fr/Dendien/scripts/tlfiv5/visusel.exe?12;s=234005850;r=1;nat=;sol=1;, accessed 29/12/2018. Willette’s ‘Le Singe’ aimed principally at authority figures abusing their power and status to harm or mistreat those under their care. The victims who attract Willette’s sympathy are wide-ranging, from exploited miners to African slaves, all of which demonstrates the complexity of Willette’s politics which, at times, were strongly socialist. See Tillier, ‘Willette et les ambiguities du “sentiment de la Patrie”’, p. 208.] 
Figure i:16
Willette, ‘Le Singe’, L’Assiette au Beurre, 20/12/1902, 
The mores


Despite these differences in how Willette presented himself, his public persona remained consistent in that he portrayed himself as a hero for artists and a defender of their rights and integrity. Willette used L’Assiette au Beurre to protest against the mistreatment of artists by their non-artistic compatriots. In a collaborative issue of L’Assiette au Beurre produced to protest the imprisonment of Aristide Delannoy and the persecution of free artistic expression in the press, Willette used the occasion to accuse ordinary French people of treating artists like foreigners in their own country.[footnoteRef:390] He compared two full page illustrations where, figure i:17a, an artist is being pelted by stones and, in figure i:17b two colonials are suffering spitting and verbal abuse from the indigenous people in a North African country, presumably Algeria. Both images are moderately violent, with the first showing what looks like blood on the artist’s head. The point was to draw a direct comparison between the uncivilised North Africans (created from a stereotypical colonialist perspective of indigenous people) and the supposedly civilised French people. The barbarity of the indigenous people is foregrounded by the globules of spit flying towards the two French colonials.[footnoteRef:391] The disgust provoked by the uncivil behaviour is exacerbated by the refinement of the targets. The woman’s beauty heightens her appeal as a damsel in distress whereas the man, chivalrously trying to fight off their attackers, evokes the ideal of masculine courage, flattering the reader into believing that this is typical of educated Frenchmen. The assumptions that Willette made about indigenous North Africans and life in the colonies (Willette never travelled to Algeria or Morocco personally) reflects the imperialist attitudes supported by French nationalists at the beginning of the twentieth century.[footnoteRef:392] Willette drew indigenous people as savages or as less than human in comparison to the French colonialists or used them as easy examples for portraying barbarity and lack of civilisation. Drawing on the reference from the language he shared with his readers, Willette’s depiction of North Africa was, as his depiction of women, symbolic rather than factual. It nevertheless shows the ubiquity of colonialism in the political discourse in France since the French colonialist and his indigenous counterpart had been absorbed into the vernacular as meaning-laden symbols.   
[image: Image] [390:  Several other artists used this issue to complain about the general misunderstanding of what it meant to be an artist. These complaints fitted in with the campaigns made by Willette to ensure artists had authorship rights over their work. The demand was for greater respect of what artists contributed to society and the difficulties their work entailed. ‘Les Artistes sont les gens qui…’, L’Assiette au Beurre, no. 423, 8/5/1909, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k1049816p.item, 16/10/2017.]  [391:  Miller, Anatomy of Disgust, p. 97.]  [392:  French thinkers and politicians stressed that there was a moral imperative to colonise and civilise indigenous populations. Arthur Girault, writing in 1895, stressed the importance of missionary work to eradicate barbaric practices like human sacrifice and cannibalism, clearly making the assumption that such customs were widespread beyond the reach of European civilisation and Christianity. See Samia El Mechat, “Sur Les ‘Principes De Colonisation’ D'Arthur Girault (1895).” Revue Historique, vol. 313, no. 1 (657), 2011, pp. 119–144. JSTOR, www.jstor.org/stable/23015206, p. 124. Other thinkers like Victor Hugo and Jules Ferry presented the colonies as lands of opportunity for French nationals who were struggling to make their livings in metropolitan France. Enthusiasm grew for emigration programmes which painted the colonies as bountiful lands waiting for French exploitation and enrichment. This assumption that French colonialists had a right to appropriate land and resources demonstrates the pervasive discourse of entitlement which was reflected in Willette’s art. See Yvan-Georges Paillard, “Une Issue Coloniale à La Crise Des ‘Élites’ De La Fin Du XIXe Siècle?” Le Mouvement Social, no. 138, 1987, pp. 45–59. JSTOR, www.jstor.org/stable/3778519, p. 49.] 
Figure i:17a:
Willette, 
“In France, artists are booed by the people …”
‘Les Artistes sont les gens qui…’, L’Assiette au beurre, no. 423, 8/5/1909.


The comparison between the indigenous peoples and the French labourers in figure 17a brings to mind this barbarity or, at least, creates an equivalence which presents the workmen, despite being born in a European civilisation, as inferior beings compared to the artist. In figure 17a, the artist’s attackers clearly are from the working classes, their workman’s clothing and conspicuous flat caps suggesting that they work in the factory spewing smoke in the background. As the victim, t[image: Image]he artist is paralleled with the courageous French colonialist, implying that it was the artists who were closer to the chivalrous ideal than their non-artist compatriots. The workmen’s appearance contrasts with the artist in his elegant, bohemian garb surrounded by imagery denoting a rural idyll, flowering meadows and budding young trees. This contrast presents the reader with a value judgement: Willette made it clear that the artists were more in touch with nature than the labourers and this connection gave them an elegance and a sensibility that the working men lacked.[footnoteRef:393] The working men, representatives of the French population in general, were made to look ignorant and callous, little better than the primitive and disgusting indigenous people in the colonies. This was a step away from the days of Pierrot and representing the people of Montmartre of all classes, including work men.[footnoteRef:394] Willette had now sided himself firmly with his fellow artists, drawing them as a breed apart from other French people. In creating these illustrations, Willette acted out the part of the artiste engagé who was politically engaged on behalf of other artists against the rest of the French population. As an artist, he believed he had a duty to defend the artist’s right to freedom of expression and to protect the sanctity of the unique qualities which distinguished an artist from ordinary people.[footnoteRef:395] It was the artist, therefore, who represented the ideal hero, and not the ordinary, ignorant Frenchman. [393:  Willette’s snobbish attitude towards the ignorance of the working classes reflects the opinion of his times. The working class body was used by elitist artists to represent ugliness and vulgarity. See Garb, ‘Masculinity, muscularity and modernity in Caillebotte's Male figures’, In Visible Touch: Modernism and Masculinity, p. 68. The working class mind was also used as a model for the ignorant and easily corruptible being. See George Fonsegrive, Art et pornographie, (Paris, Bloud, 1911), accessed at http://gallica.bnf.fr/ark:/12148/bpt6k76066s/f1.item, 26/03/2018, p. 58.]  [394:  Wagneur, ‘La bohème de Pierrot’, p. 55.]  [395:  Willette shared this view with Fonsegrive, Art et pornographie, p. 39.] 
Figure i:17b:
Willette, 
“ … like foreigners are in muslim countries.”
‘Les Artistes sont les gens qui…’, L’Assiette au beurre, no. 423, 8/5/1909.


Coda
The success of Willette’s self-presentation as the paragon Montmartre artist can be seen in his continued relevancy as a symbol of the Montmartre arts scene throughout his life. Though Willette continued to be a central figure in the Montmartre legend, his work, which did not manage to reinvent itself, became steadily dated and lost its relevancy to twentieth century readers. Willette was nevertheless a legend in himself because, as the youngest and one of the last surviving members of the Hydropathes, he represented a golden age of bohemian culture. Though he did not again produce an equal to Parce Domine, the centrality of this mural for the cabaret culture ensured that his name was synonymous with the chatnoiresque spirit which defined the idiosyncrasy of Montmartre. It was for this reason that he was picked to be the president of the council hoping to make Montmartre into its own independent republic.[footnoteRef:396] Willette also represented a kind of bonhomie which was associated with the incoherent artist whose cheerfully insouciant and irreverent work inspired modern art movements like surrealism and cubism.[footnoteRef:397] Unlike his art, Willette’s politics underwent some changes. His nationalism took on a ferocious turn during the First World War where his graphic portrayals of the victims of la Boche or the German army impressed on the French imagination the vision of their enemies as brutally animalistic and cruel.[footnoteRef:398] Willette’s stance on religion, which had been anticlerical for much of his professional life, switched abruptly to being extremely pious after the death of his first and only son, an infant of twenty-one months.[footnoteRef:399] Willette found consolation in the Catholic faith and his attacks on bourgeois culture after this point took on moralistic undertones even if the playful mischief was still present.[footnoteRef:400] The core of Willette’s political self-representation, therefore, remained consistent in a rejection of bourgeois modernity and his cheerful front covered bitter resentment and judgement of bourgeois culture and commercialism. This disdain for the bourgeoisie and the belief in the superiority of the artist was shared with Gustave Jossot who will be the subject of the following chapter. Jossot’s approach was, however, more provocatively iconoclastic than Willette’s. Jossot did not want to strip away modern culture to preserve what he considered the intrinsic French identity. Jossot’s concern was to separate himself as an individual from the rest of society by demonstrating through satire that bourgeois mediocrity and hypocrisy were too deeply entrenched for that society to be salvaged. [396:  Bihl, ‘La République de Montmartre’, p. 224.]  [397:  Cate and Shaw, The Spirit of Montmartre, p. 73.]  [398:  Christian Delporte, Image et politique en France au XXe siècle, (Paris, Nouveau Monde éditions, 2007), p. 142.]  [399:  Bihl, 'Adolphe Willette, de la haine du clergé à l'obsession de dieu', p. 258.]  [400:  Ibid., pp. 247-260.] 






















Gustave Jossot
	“Le caricaturiste est un paresseux qui ne perd pas son temps à travailler ; c’est un 			individualiste qui refuse de s’adapter au conformisme, un irrespectueux qui se complaît à 		piétiner les bégonias. Il prend tout à la blague : sceptique, il se moque de ce que révèrent 		les crédules.”[footnoteRef:401] [401:  Jossot, Le Fœtus Recalcitrant, p. 15.] 


Henri-Gustave Jossot (1866-1951) was the rebellious son of a wealthy Dijon insurance broker. Jossot’s childhood had the potential to be tragic - he lost his mother when he was three and rebelled fiercely against his father and stepmother - but there is no evidence to suggest that he was mistreated. Aged 19, he had an affair with the family laundress (Marie-Jeanne Duriaud, 1861-1947) who gave birth to a daughter (Irma Juliette Jossot, 1885-1896) the following year.[footnoteRef:402] As soon as Jossot reached his majority, he and his small family defied parental disapproval to officialise his relationship to Marie-Jeanne and move to Paris where Jossot supported them through a combination of publishing caricatures in the Parisian press, spending his summers as a reservist lieutenant in the army and working as an insurance broker in a Parisian firm, a position gained through his father’s connections but to which he was ill-suited. Upon the death of his grandfather in 1889 and then his father in 1899, Jossot inherited enough money to support his family on his art alone, and claimed he only worked when it amused him.[footnoteRef:403] During a visit to Brittany, Jossot fell in with the symbolists and exhibited his caricatures in the Salon des Indépendants. Their influence on his work and on his self-confidence changed how he saw himself as an artist and led him to develop his famous caricature style. Over his career, he published several collections of caricatures in book format (Artistes et bourgeois in 1884, Mince de Trognes! in 1897, Femelles in 1901) and became a regular contributor with illustrated journals like L’Assiette au Beurre (from the launch of the paper, to which Jossot contributed caricatures attacking a large variety of subjects like the judiciary, the army and the Church as well as more abstract ideas like honour and respect), La Raison and L’Action (to which he contributed anti-clerical caricatures).[footnoteRef:404] Jossot was dissatisfied with the reception of his caricatures and finally renounced caricature in favour of painting around 1904 despite having strongly defended it as an estimable art form in earlier years.[footnoteRef:405] He also broke ties with the illustrated journals and moved to Tunisia for five months. On his return, he published another book, Viande de Bourgeois, and briefly resumed his caricature work for L’Assiette au Beurre and contributed (under protest) to Les Temps Nouveaux before travelling again and devoting more and more energy to orientalist painting which he sent to the Salon. He finally moved to Tunisia for good in 1911, the rupture apparently triggered when a submission of his to the Salon des Humoristes was rejected for not being funny enough.[footnoteRef:406]  [402:  Dixmier and Viltard, Jossot: Caricatures, p. 12.]  [403:  Jossot, Le Fœtus Recalcitrant, p. 11.]  [404:  Gustave Jossot, ‘Souvenirs de l’assiette au beurre par Jossot”, La Rue, ed. en chef Léo Sauvage, 19/06/1946, pp. 1 and 3, p.1.]  [405:  Gustave Jossot, “L’Affiche Caricaturale”, L’Estampe et L’Affiche, 15/12/1897, p. 10, accessed at http://magazines.iaddb.org/issue/LE/1897-12-15/edition/null/page/10?query=, 25/08/2017.]  [406:  Dixmier and Viltard, Jossot: Caricatures, p. 116.] 


The main authority on Jossot’s life is Henri Viltard who has written several theses, edited reprints and monographs on Jossot and curated exhibitions of Jossot’s work. More detail on the extent of Viltard’s research can be found at the website Goutte à Goutte.[footnoteRef:407] A very useful book on Jossot’s life and career is the monographic study by Michel Dixmier and Henri Viltard. Dixmier’s text examines the progress of Jossot’s work from his origins to his painting in Tunisia at the end of his life.[footnoteRef:408] It includes several full page prints of Jossot’s most iconic work and reprints some of his letters written from Tunisia, more of which can be found on the Goutte à Goutte website. The text is mostly descriptive and explains Jossot’s work, life and motivations without going into too much critical analysis. The breadth of the content, covering Jossot’s life, makes such analysis difficult for the scope of the text. The biographical and technical details this text provides about Jossot’s life have, however, been valuable for building the analysis in this study which has been based on comparing Jossot’s artistic output with his working and personal relationships with journals and the artistic community. Another useful text for understanding Jossot’s work in context is a monograph on L’Assiette au Beurre by Michel and Elizabeth Dixmier.[footnoteRef:409] This text is the chief authority on the journal and, as well as giving details about the origins and publication of L’Assiette au Beurre, it examines the principal themes explored by the artists and gives a few biographies of the most prolific contributors, including Jossot. As with Viltard’s work, this account mainly describes Jossot’s contributions to the journal but it also situates his work in the context of his relationship to the journal editors and also starts the process of analysing who Jossot was as well as what work he produced. This chapter will build on this analytical framework and the connections it reveals to explore not just who Jossot was but how he presented himself as an artist, making the point that this self-presentation was a deliberate strategy and played an important part in his success as an artist.  [407:  Henri Viltard, Goutte à Goutte, http://gustave.jossot.free.fr/index.html, accessed 27/01/2019.]  [408:  Dixmier and Viltard, Jossot: Caricatures.]  [409:  Dixmier and Dixmier, L’Assiette au beurre.] 


Studies in anti-clericalism at the beginning of the twentieth century also frequently reference Jossot as a good example of the anti-clerical caricaturist. His poster À Bas la Calotte has become a symbol in itself of defiance against institutional authority.[footnoteRef:410] As a contributor to the anticlerical polemic, Jossot’s work has been analysed for its part in the historical relationship between the clergy and the opposition press. What has not been analysed in as much detail is Jossot’s motivations for targeting the Church and how he might have used an already strong political issue to raise his status among his peers. This chapter will attempt to show Jossot’s work from his point of view to better understand him as a political press artist. Thanks to his many publications during his lifetime, Jossot left behind a wealth of autobiographical material. Le Fœtus Recalcitrant is a short book written by Jossot in 1939 giving an account of his childhood and his disdainful attitudes towards the education given to bourgeois children. A cross between a memoir and a manifesto, Jossot outlines his philosophy of idleness, styling himself as L’Evangile de la paresse.[footnoteRef:411] A later memoir, this time written at the end of his life and left unpublished, gives a less polemical account of his life. In Goutte à Goutte, Jossot’s philosophical musings have been tempered by time and age but he is still strong in his belief in individualism and in his wryly witty view of the world.[footnoteRef:412] Jossot’s novels and memoirs offer a different perspective on his ways of thinking and reasons for presenting himself as he did. Whereas Jossot’s caricatures gave brief glimpses of his character which, when combined, amounted to a rich but immediate and provocative portrait of the artist, his written work gave a more reasoned and detailed account of how he saw himself and how he wanted others to see him. Looking back over his life, particularly in Goutte à Goutte, Jossot’s reflections were more self-critical than his self-portraits which were created to spark a reaction both to the political topic at issue and to him as the artist commenting on it. For this study, the different perspectives on Jossot’s self-presentation allow for a historical analysis which takes into account Jossot’s assessment of his career as well as the immediate inspiration and impact of his work. [410:  Guillaume Doizy and Jean-Bernard Lalaux, À bas la calotte: La caricature anticléricale et la séparation des Églises et de l’État, (Paris, Gallimard, 2005).]  [411:  Jossot, Le Fœtus Recalcitrant.]  [412:  Jossot, Goutte à Goutte.] 


Like Willette, Jossot used humour as an ongoing ironic dialogue with his readers. The script of Jossot’s humour revolved around the aristocratic superiority of the individualist. Despite his fluctuating confidence in caricature, Jossot showed his esteem for the profession of the satirist and the caricaturist at several points over the course of his life, believing caricature to be worthy of the status of a higher art form. Caricature, in particular caricatures which evoke disgust, should, to his mind, be recognised as a legitimate form of art capable of making the reader stop and think. In his humour, the individualist and the satirist merged into one figure represented by Jossot’s self-portrait who had a superior vantage point from which to mock the rest of society. Jossot’s target and audience (a conflict of interest the irony of which seemed to amuse rather than trouble Jossot) was the bourgeoisie though he occasionally turned his satirical pencil on the working classes and associated political groups, mainly the anarchists. He mocked them for their deficiencies as he saw them, their inability to think independently of social convention or political leaders but his humour used shared references and, for his readers of an anarchist persuasion, a shared political outlook on several points (the communists disagreed with him on the subject of individualism). As such, Jossot’s caricatures allowed the readers to laugh at shared enemies and, to a certain extent, at themselves. While the chief political purpose behind Jossot’s satire was to air his hatred for institutional authority and social conformity that he saw at the heart of bourgeois culture, his work also had a centripetal effect as his readers gathered to him as a standard bearer for their own political opinions. His satire attacked the military, the Catholic Church (particularly for its role in educating children), parliament, political parties, political movements like the anarchists, the bourgeois obsession with propriety and family and several abstract virtues like honour, respect of authority and conformism which the bourgeoisie used to police and discipline the minds of the people at the expense of free thought and expression.[footnoteRef:413] By attacking these groups and institutions through humour, as this chapter will show, Jossot created an outlet for members of the above institutions to vent frustration at problems they saw in their own societies and simply to enjoy laughing at symbolic representatives of their superiors in those societies. [413:  Pierre Bourdieu explains how cultural distinctions like diet, fashion and aesthetic preferences were used to distinguish between classes. The lower middle classes tried to emulate their superiors, in particular the self-confidence of the upper classes, in order to appear of a higher rank than they could rightfully claim. See Bourdieu, La Distinction, p. 283. Jossot mocked the pretensions of the lower middle classes, in particular their devotion to the rules of fashion.] 


Jossot’s public persona was signalled and communicated by his signature style. Jossot’s art is instantly recognisable for its bold, thick lines juxtaposed against the flowing shapes and genie-like figures. His characters seemed to be unable to control their own bodies as shown by their extremities which curled and twisted into nothing as if possessing minds of their own. For the stereotypical bourgeois who valued order and respectability, such uncontrollable bodies implied an embarrassment.[footnoteRef:414] This style played into the humour mechanisms that Jossot favoured: his caricatures aimed to expose and denigrate his targets by implying ironic hypocrisy, in particular rampant sexuality and violence, hidden beneath the civilised exterior. Jossot’s humour revolved around parody, mocking the life and values of the typical bourgeois by drawing him or her in settings that were very close to reality but made incongruous both through the bizarre style and the little inconsistencies and mistakes made by the subjects who inadvertently reveal their ‘true’ characters.[footnoteRef:415] There was also implicit role reversal or shift in the balance of power as the subjects were ridiculed and thereby stripped of their social esteem and reputation.[footnoteRef:416] Instead, it is the satirist, the individualist outsider looking in, the one not caught up in the futile mania of conformity, who was empowered and rose in superiority and prestige.[footnoteRef:417] This representation of the satirist was at the heart of Jossot’s signature style and, as he developed his public persona, it became increasingly central to how he wanted others to see him. This chapter will show how Jossot’s gradual refinement of his self-image was in part a self-defensive manoeuvre as it allowed him to disguise his insecurities about the lack of critical esteem for caricature. [414:  Rawdon Wilson explains how anything that threatens to penetrate a person’s physical boundaries is labelled as disgusting and treated with suspicion. Represented in tentacular extremities of Jossot’s figures, this theme of potential contamination stood for the creeping infringement of the lower bourgeoisie on their upper class peers. Wilson, The hydra’s tale, p. 11. George Mosse indicated that the ideal man was self-restrained and in control of his sexuality. To be so out of control as Jossot’s figures was therefore to be sexually unrestrained and morally dissolute by implication. See George L. Mosse, The Image of Man. The Creation of Modern Masculinity, (New York, Oxford: Oxford University Press, 1996), p. 27.]  [415:  Simon Dentith draws on Bakhtin’s theory of carnival which parodies the official culture to illustrate how parody as a form is parallel to the original source and uses the juxtaposition to make the reader question the official view of the world. Dentith, Parody, p. 23.]  [416:  Role-reversal is another characteristic trope of carnival where everyday routine in turned on its head. See Bakhtin, L'œuvre de François Rabelais, p. 18.]  [417:  The superiority of the comic over the readers who laugh at the comic’s wit draws on Baudelaire’s theory of the self-aware comedian who is conscious of the dual superior/inferior nature of human laughter. Jossot may have been inspired by this likeness of the comic, not to become the buffoon of absolute comedy, but to perform the role of the comedian while enjoying watching the attempts of his readers to understand the full significance of his wit. Hannoosh, Baudelaire and caricature, p. 33.] 


The purpose of this chapter is to look not so much at what Jossot did but at why he did it. As a caricaturist, Jossot was an artiste engagé but he moulded that profile to fit his own silhouette. From what he wrote and what has been written about him, it is clear that the caricaturist had a privileged status in his mind and Jossot defined the caricaturist according to his own image: the ambivalent outsider, the self-determining individualist.[footnoteRef:418] As a social commentator, Jossot stood out for his indifference: unlike his peers, he did not protest against social iniquity. Jossot’s attacks were from a perspective of principle rather than activism. He did not care about the issues he raised regarding the unfair distribution of wealth or power, for example, except in terms of ingrained deception and hypocrisy in the bourgeois regime. Jossot attacked indiscriminately because of this indifference. He wanted his readers to question social and cultural norms and values which they took for granted, to think for themselves. His style was impersonal, using stereotypes and suggestive portraits of anonymous human figures rather than recognisable likenesses based on realism. What does this suggestive style, this ambiguous approach tell the reader about his conception of who the caricaturist ought to be? This chapter will explore the answers to this question. [418:  See John Hutton's description of individualism: “The individualist ethos, with its rejection of social solidarity, and above all in its outright antagonism toward the republican creed of progress through enlightenment and science, was a sharp repudiation of the republican tradition.” Individualists differed from anarcho-communists, the other main branch of anarchic thinking in the 1890s, because of their focus on the subjective, principally their subjective freedom, whereas the anarcho-communists believed in an objective standard of morality, looking at determinist social evolution as the way to reform and improve society. Hutton, Neo-Impressionism and the Search for Solid Ground, pp. 55-57.] 


An important tool for understanding how Jossot wanted others to see him, and possibly what he wanted to be, is the self-portrait which started to appear in his issues for L’Assiette au Beurre in 1904 though it is possible that he used himself as a model earlier in his career, in the album of illustrations Artistes et Bourgeois.[footnoteRef:419] Before his self-portrait became an unmistakable representative of the artist within his art, Jossot’s visual signature was his very idiosyncratic drawing and painting style. Jossot’s exposure to the symbolists and the Nabis had the predictable effect of impacting on his art (what had come before at the very beginning of his career was a stilted reproduction of the mainstream press illustration style) but not in predictable ways.[footnoteRef:420] Jossot developed a style which was a pastiche of the leading symbolists (and unique to him during the period of interest in this study), one which prioritised and celebrated ugliness rather than looking for beauty in the hideous or mundane. He made the ugly beautiful by turning it into a decoration, turning the curling lines of an arabesque into a grimace.[footnoteRef:421] This highly personal reaction to new innovations in art made him a darling of the avant-garde, his work recognised and celebrated in forward thinking arts journals like La Plume.[footnoteRef:422] In the second decade of his caricature career, when Jossot’s style had matured into its most evocative form, Jossot started introducing his self-portrait as if to underscore the statement he wanted to make in the image. Why? Was it to hammer home his authority and superiority as the individualist standing outside of society with a panoramic perspective? Was it to reinforce his identity as the artist, to capitalise on the fame that his style and his humour had earned him? Jossot proudly signed every piece he ever published. What purpose did adding a self-portrait have in addition to his signature style to further his self-promotion and self-projection? This study will attempt to answer these questions by analysing Jossot’s art both from the perspective of the reader and from Jossot’s anecdotal appraisal of his career revealed through his memoirs. [419:  One character with a long, curling beard, had a passing resemblance to Jossot. It should also be pointed out that some of the scenarios Jossot depicted referenced experiences from his own young adulthood. See Jossot, Artistes et Bourgeois, 1894, (Paris, G. Doudet), digitised by the University of Ottawa, les Artistes, plate VII. Accessed at https://archive.org/details/artistesetbourge00joss/page/n23, 27/01/2019.]  [420:  Dixmier and Viltard offer an example of an early sketch by Jossot published in the illustrated journal, Paris-Joyeux (20/08/1893). The style is similar to artists like Steinlen but there are already signs of the curving, unbroken outlines which would later define Jossot’s caricatures. See Dixmier and Viltard, Jossot: Caricatures, p. 14.]  [421:  Ibid., p. 20.]  [422:  La Plume (1894), VI Salon de "La Plume", p. 48-51. http://visualiseur.bnf.fr/CadresFenetre?O=30000000155980&I=5&M=tdm, accessed 27/01/2019.] 


For most of his career as a caricaturist (his passion for caricature was in decline by 1904), Jossot was a staunch defender of caricature as a high art form.[footnoteRef:423] For the modern historian, he comes across as the “type même” of the caricaturist from his time, rebelling against all fashion, including the artistic enthusiasm for realism.[footnoteRef:424] The praise he received for his posters and issues in l’Assiette au Beurre suggest that his peers held him in similar esteem, helped along by the articles and letters that he wrote which tied him securely to the genre. And yet Jossot made it clear in his book le Fœtus Recalcitrant (1939) that his esteem for caricature had returned by the 1930s despite the fact that he no longer created caricatures.[footnoteRef:425] Understanding Jossot’s attraction to caricature will be essential to understanding his motivations because Jossot clearly believed that caricature was his medium at the highpoint of his career. This close identification with caricature and the powers it gave him (to unmask his victims, to ridicule public opinion with minimal risk of reprisal) reveals a large part of who Jossot thought he was and how he wanted to be perceived. [423:  See Jossot’s correspondence to Jean Grave, no. 818, 01/06/1906, Correspondence, Fonds Grave, L’Institut Français d’Histoire Sociale (IFHS) under the files 14AS/184/A and 14AS/184/B held at the Archives Nationales, Pierrefitte-sur-Seine, Paris.]  [424:  Dardel, Catalogue des Dessins, p. 238.]  [425:  Jossot’s praise of caricature suggests that he still admired the medium and some of his work in the Tunisian press was also caricatural in its style. See Jossot, Fœtus Recalcitrant, pp. 15-19; see also Dixmier and Viltard, Jossot: Caricatures, p. 164.] 


To understand why he was so eager to publish his caricatures, to put himself in the public domain, this chapter will study the public reception of Jossot and his work and how this welcome compared to his expectations of how a caricaturist should be received. This will analyse Jossot’s perception of how well he succeeded as a caricaturist and artist. This chapter will draw on examples like the mentions of Jossot's posters in critical books and articles on that subject, on the appeals made to him by editors (Grave, Bérenger and Schwartz) to lend his fame and talents to their journals and the banquet for which he was invited to illustrate a menu and at which he was invited to attend as a guest of honour. In particular, the way in which Jossot’s posters entered the wider visual language of protest and seditious ridicule of the authorities will show how much Jossot was appreciated not just by his peers and the critics but by the general readership. To understand why Jossot finally gave up caricature, this chapter aims to discover whose good opinion mattered the most to him. On the face of it, Jossot seemed most sensitive to the appreciation of his fellow artists - a poor reception of his offering to the Salon des Humoristes was the excuse he gave for his final emigration to Tunisia. Yet, Jossot’s friendships with other artists were ambiguous, at least on the surface: as his relationships with anarchist journalists like Grave and Bérenger suggest, he seemed as likely to offend as he was to support those he called his friends. But this suggests too that Jossot was prepared to suffer some degree of incomprehension or rejection, almost as if he deliberately created some ambivalence as a buffer around himself and his opinions. Comparing Jossot’s self-projection and his relationships with other artists and journalists will reveal how Jossot treated every interaction with others as an opportunity to perform and reinforce his identification with individualism and, ultimately, to advocate individualism as the paradigm for the artiste engagé. He was an artist engaged not for the sake of his society but for himself and for the future of his preferred style.

Jossot’s early career and parodies of his fellow artists
Jossot’s self-presentation evolved over the course of his career but, through his memoirs, Jossot claimed to have been an individualist from early childhood. Jossot’s relation of his education as a young boy and then as an adolescent put emphasis on his rebellion and his delight in daydreaming rather than learning as his classmates did:
	“Né fatigué, j’ai employé tout mon temps à me reposer ; les déformateurs s’époumonaient 		en vain pour me corner aux oreilles leurs calembredaines les plus fastidieuses, je ne les 			écoutais pas : mon imagination faisait l’école buissonnière et vagabondait Allah sait où.”[footnoteRef:426] [426:  Jossot, Le Fœtus Recalcitrant, p. 10.] 

Jossot’s account of his early education is a play on expectations and convention. Instead of seeing his teachers as educators or guides to instil wisdom and to bring out Jossot’s talents, he called them “déformateurs” and accused them of trying to destroy his sense of self.[footnoteRef:427] Rather than lament his lack of attention in lessons, Jossot celebrated his wayward mind, finding in his imagination the source of his intelligence and present success. This back-to-front understanding of education and development is somewhat Rabelaisian in its carnivalesque inversion of bourgeois values.[footnoteRef:428] By suggesting that what was probably a common tendency among schoolchildren to daydream was in fact a sign of his unique budding individualism, Jossot tried to set himself apart from the less self-deterministic pupils. Unlike the other boys, he implied, he was destined to be something different and special. Evident in Jossot’s jovial congratulation of his younger self is a judgement on the traditional bourgeois education which he claimed destroyed individuality. Jossot’s primary education was with Les Frères des Écoles chrétiennes after which he studied under the Jesuits where he was apparently a well-behaved and promising student.[footnoteRef:429] It was not until he was sent, age twelve, to the lycée Carnot in Dijon that Jossot started to fight the rigid interpretation of what he and society in general should be. He took offence in particular that his educators, representatives of the state rather than Catholic education system in this case, were trying to rob him of his ability to reason, to decide for himself, and to force to develop “le goût de vivre en troupeau”, to become yet another hardworking cog in the machine of the bourgeois regime. Jossot drew an amusing self-portrait of a stubbornly inattentive child and implied that it was a subconscious rebellion which saved him from mediocrity. This self-portrait is endearing but it is also a very deliberate ‘confession’ which exaggerates the consistency in Jossot’s ability to be self-determining.  [427:  Disparagement of education, either state or religious, was a favourite topic of caricaturists at the end of the nineteenth century. The satirists of L’Assiette au Beurre, for example, were critical of the false promise of the laic school to teach their children freedom of thought when, in reality as far as the satirists saw it, the state curriculum indoctrinated its children to worship the state, making the laic school little better than religious education. See Dixmier and Dixmier, L’Assiette au Beurre, p. 99.]  [428:  Bahktin, Rabelais, p. 18.]  [429:  Dixmier and Viltard, Jossot: Caricatures, p. 12.] 


In concluding his account of his early education, Jossot insisted that he already had the spirit of the caricaturist:
	“je persiste à prétendre que je n’ai jamais travaillé : je me suis toujours diverti. Le 			caricaturiste ne travaille pas : il joue ; il s’adonne au plus noble des jeux : il s’amuse à 			créer.”[footnoteRef:430] [430:  Jossot, Le Fœtus Recalcitrant, p. 11.] 

This creativity and ability to play was at the heart of the caricaturist’s talent according to Jossot who implied that he had never lost the waywardness of his schoolboy days. This presents Jossot as an artist who still cheerfully disregarded social pressures to be a productive and conforming bourgeois citizen. Important too was not aspiring to be one’s best but to see oneself as flawed and to accept ugliness and non-conformity rather than try to overcome them with an idealised view of of the individual and society.[footnoteRef:431] The caricaturist himself was a flawed being, according to the view of the upstanding bourgeois (Jossot used his father as his model). Upon learning that his son was good for nothing but creating art, Jossot sardonically recalls, his father reacted with the “ahurissement d’une poule qui a couvé des œufs de cane”.[footnoteRef:432] The caricaturist defies everything that the bourgeois should stand for: “il prend tout à la blague : sceptique, il se moque de ce que révèrent les crédules.”[footnoteRef:433] Jossot’s insistence that he was not a gullible bourgeois, that he could see and think clearly through the lies and ideals of the bourgeois regime, is so much at the heart of the man he tried to project that it must be taken as a foundation for his personal ideal. It would be a mistake to see Jossot as a wholly cynical being. His admiration for the caricaturist, the man he put up in direct opposition to the despised bourgeois, indicates that he did have an ideal and aspired to be seen as this person by his peers. That he coloured his ideal to better suit his own proclivities shows that Jossot’s vision was deliberately personal rather than intended to be an example for others to follow. [431:  As Hoffman wrote on the deformist nature of caricature, it requires a standard of beauty to mock and overturn in order to exist. Jossot’s insistence on the preeminence of ugliness is a part of his performative behaviour to fully embody the spirit of caricature. Hoffman, Caricature, p. 11.]  [432:  Jossot, Le Fœtus Recalcitrant, p. 14.]  [433:  Ibid., p. 15.] 


Though he claimed to have taken little instruction from the established artists who instructed students in the Parisian studios, Jossot recorded in his later memoirs, Goutte à Goutte, the words of Eugène Carrière (who Jossot met when Carrière went to correct the work of student artists twice a week in a free studio that Jossot frequented at some point between 1889 and 1892):
	“Ne copiez personne. Soyez vous-même. Si vous voulez m’imiter, moi ou un autre, vous ne 	serez qu’un plagiaire, vous n’aurez jamais de personnalité.”[footnoteRef:434] [434:  Jossot, Goutte à Goutte, p. 6. Jossot’s memoirs are not precise as to when and for how long he went to this studio.] 

Jossot recorded these words without a mocking or ironic comment to signal his derision which suggests that he wanted Carrière’s opinion to add weight to his self-promotion as the individualist caricaturist. Though he portrayed himself as unaffected by the opinions of others, he thought that the influence of Carrière’s opinion or, at least, the influence it might have with his readers, would augment his authority and prestige. The months he spent in the company of the symbolists and the influence these encounters had on his art and self-perception as an artist were recorded with the disrespectful tone that was characteristic to Jossot, suggesting that he did not accept their views as wholeheartedly as Carrière’s. While on a short stay in Brittany, Jossot met Gabriel Fabre who in turn introduced him to the symbolists on their return to Paris.[footnoteRef:435] Jossot explains how he learnt, in their poised and educated company, to shrug off his youthful shyness and learn to be confident about his own talents and opinions as an artist. Jossot’s style showed a marked evolution after this exposure, developing the thick curving lines and block colours which were prototypical of the Art Nouveau movement.[footnoteRef:436] Unlike the symbolists and the Nabis, however, Jossot’s style was not influenced by the Orient but by the grotesques and gargoyles of Medieval illuminated manuscripts and gothic architecture, in a similar way to the Incohérents of Montmartre who looked to Rabelais for their inspiration.[footnoteRef:437] This suggests that, though Jossot acquired greater self-confidence as an artist, this confidence led him to develop his own interests rather than follow the examples offered by established artists. Jossot’s first act as a self-proclaimed individualist was to prove how he could make a name for himself outside of the existing schools of thought, even if it was by reacting against them, thereby showing he was not completely unaffected. [435:  Ibid., pp. 7-8.]  [436:  Dixmier, Duprat, Guignard and Tillier, Quand le crayon attaque, p. 140.]  [437:  Dixmier and Viltard, Jossot: Caricatures, p. 19. Neil McWilliam, “Avant-Garde Anti-Modernism : Caricature and Cabaret Culture in Fin-de-Siècle Montmartre”. Le Men, Ségolène. L’art de la caricature. Nanterre : Presses universitaires de Paris Nanterre, 2011. (pp. 251-271) Web. <http://books.openedition.org/pupo/2237>.] 


A part of this strategy to distance himself from other artists was to caricature them and to establish a metaphorical connection between the figure of the artist and connotations of snobbery, preciosity and mediocrity. In Artistes et Bourgeois, Jossot mocked the pretentiousness of his fellow artists. Figure ii:1 shows one artist explaining to another how he created an astonishing new artistic invention. The work itself is an ink stain which has been made out of folding a piece of drawing paper on which the artist had dropped some ink before opening it to reveal a symmetrical pattern. The result is very decorative, similar - ironically - in many ways to Jossot’s own style, contrasting curving lines and spikes in an outline which echoes the curlicues on the framework of the table.[footnoteRef:438] As with all of Jossot’s caricatures, the bite of irony comes in the caption: the artist painstakingly explains the very simple and very random process of creating the ink stain as if it was an example of highly skilled artisanship.[footnoteRef:439] Beside him, another man - possibly an artist himself or an art critic - crouches down to peer at the resulting pattern through a monocle, his mouth gaping open in astonishment. His reaction seems disproportionate to the simplicity of the artwork in front of him. Is he amazed that something so intricate could come from such a basic action? Is he ignorant about how to create art, merely a collector or easily impressed critic too puffed up with the consequence of his own opinion to really care about the truth of what makes good art?[footnoteRef:440]  [438:  The irony of the similarity to Jossot’s own style can be found in the assumption the reader might make that the artist in the drawing is one incarnation of Jossot who, behind the disingenuity, is laughing at the art connoisseur’s astonishment at a very simple artistic device.]  [439:  Jossot expressed a great belief in the art of creating the witty caption to a caricature, claiming that it was a peculiarly strong talent of his, implying that other artists lacked his finesse with pithy lines. See Jossot, Fœtus Recalcitrant, p. 16. He was not alone to admire the combination of caption and drawing. Émile Bayard wrote that the combination of a good drawing and caption was the key to a successful caricature. He even claimed that many of Daumier’s successes in his early career were down to Philipon’s witty captions. See Bayard, La caricature et les caricaturistes, p. 24.]  [440:  Satirists frequently mocked the pretentiousness of the art market and the critics and commercialists who pretended to have an authority in art based on their ability to sell it. See Bouchard, “Le marché de l’art vu par L’Assiette au Beurre”.] 


Jossot’s message in this caricature is to laugh at the airs and mannerisms adopted by the artists and their retinue, the followers who hold the artists and everything they produce in awe disproportionate to the actual skill involved. Jossot’s style at this stage has not yet reached the thickly outlined figures but evidence of his fascination with medieval art abounds. The figures seem[image: Image] insubstantial, like dolls made out of twisted fabric and drawn without depth rather like figures in Medieval paintings and manuscripts. The curling fingers and toes create a boneless effect, turning the artist and critic into frivolous and decorative artworks. The decoration is, however, disgusting if transposed into reality. The curling fingers, abundant hair and too-flexible limbs seem capable of spreading beyond the personal space of the figure, invading the spaces of others.[footnoteRef:441] This sense of invasion could be a metaphor for the pretentious superimposition of the artist and his self-consequence on the viewers or on his peers, Jossot (as this possible self-portrait could suggest) included. In setting up his medievalist grotesques against their overinflated symbolism, Jossot established a place for himself just outside of the artistic mainstream.[footnoteRef:442] By laughing at his peers, he projected a persona who was confident and unafraid of the opinions of others.   [441:  William Miller explains how disgust can be provoked by the perceived approach of some invasion presence or substance. See Miller, Anatomy of Disgust, p. 65.]  [442:  Jossot’s grotesques meet Fingesten’s definition because they juxtapose a strange beauty with something which is disturbing or horrible, all the while executed to a high artistic standard. Fingesten, ‘Delimitating the Concept of the Grotesque’, p. 421.] 
Figure ii:1
Jossot, Artistes et Bourgeois, 1894,
Artistes plate i.
“To get these drawings whose crafting is so strange, of a strangeness so troubling
I let a drop of Chinese ink fall on a piece of Bristol paper; I fold it in half, I open it … and there you have it.


Existential connection with deformity and caricature
Alongside his caricature production, Jossot established a role for himself as a critical authority on the place of caricature in the artistic hierarchy. In an article in L’Estampe et L’Affiche published in December 1897, Jossot claimed a place for caricature not just as a decorative art but as a form of fine art. To do this, he challenged the work of his peers and established a different standard of beauty. Ugliness, he claimed, was beautiful not because it met certain aesthetic criteria but because it reflected the expressiveness of life:
	“Nous a-t-on suffisamment rasés? Nous rase-t-on encore assez avec le Beau, ce mot que 		nul n’a jamais put définir? A mon avis, une gueule tirée, tordue, déformée par la souffrance, 	la colère, le rire ou la frayeur, est mille fois plus Belle, malgré sa laideur, que les têtes 			insipides et inexpressives qui surmontent tant d’antiques.”[footnoteRef:443] [443:  Jossot, “La Caricature”, p. 10.] 

Jossot’s ironic capitalisation and italicisation highlights the artificiality of the concept of beauty in high art. Beauty was a highly subjective concept sought after by the symbolists and the proponents of the ‘Art for Art’s sake’ movement (including poets like Paul Verlaine, Charles Baudelaire and Stéphane Mallarmé) in the way of a mystical journey of aesthetic enlightenment.[footnoteRef:444] There was a complicit understanding that what was deemed beautiful should be respected and treated as the ideal, regardless if it had any worth beyond giving aesthetic pleasure.[footnoteRef:445] Jossot challenged this convention with his twisted grimace, pointing out the fascinating glimpse into humanity that each expression offered. It was this appreciation for expression, for character and the curiosity that they inspired that Jossot used for the foundation of his concept of art. As a caricaturist, he recognised in his talent the ability to capture and exploit turbulent emotions which interrupted the placid facade of the rational ideal to which the bourgeoisie aspired.[footnoteRef:446] As a journalist or art critic, he supplemented the effect of his work on the reader by challenging in a sarcastic and acerbic attack the apparent conformity with bourgeois values in symbolism. Jossot’s written attack could be more explicit and directly critical than his visual images, able as he was to deliver in unmistakable terms his derision for the differences between his and their approach to poster art. In his challenge, Jossot included Baudelaire’s comment that movement and unconstrained physical emotional reactions were to be hated and avoided. He mocked Baudelaire’s figurative language of the ideal woman which was so inspirational to the “symbolos”: [444:  Umberto Eco, On Beauty, (London, Secker and Warburg, 2004), p. 349. Arthur Rimbaud in particular made the search of the “absolute poetic Word” his life’s work, despairing of the project before he was twenty and retiring from cultural life to Africa where he died seventeen years later. See ibid., p. 350.]  [445:  Carolyn Korsmeyer has pointed out how theoreticians like Kant have struggled to find a definition of beauty which would satisfy a general consensus. See Korsmeyer, Savoring disgust, p. 164.]  [446:  In his chapter on caricature, Ernst Gombrich studied the work of Charles Le Brun and Francis Grose who explored the expressiveness of the human face through caricature. Grose demonstrated that the beautiful face, as generally accepted, was an even face without expression. Jossot’s insistence on the value of the expressive, if ugly face, reflects Grose’s conclusion that beauty was insipid. See Gombrich, Art and illusion, pp. 295-297.] 

	“bonnes femmes droites et longues (longues, oh combien) tenant des lys tout droits 			(hiératiquement, ma chère!) dans leurs mains aux doigts longs.”[footnoteRef:447] [447:  Jossot, “La Caricature”, p. 10.] 

Jossot’s mimicry of the affected speech of his fellow artists sets the tone for his judgement: the “symbolos” were false innovators, clinging as they did to conventional standards of beauty.[footnoteRef:448] Jossot, on the other hand, dared to explore deformity and to find not beauty but expressivity a worthy subject of painting. He did not, however, create his rebellious art in a quiet act of subversion. His article was a public statement of his stance as a controversial artist, one who was proud to be a caricaturist. His verbal challenge mirrored the direction in which his caricature was taking him and also portrayed him as an artist who was unafraid to step out of his professional sphere to make his opinions known. Despite the different medium, however, Jossot managed to reinforce his identity as an artist by illustrating the article with caricatured representations of symbolist women. There is a marked parallel between these women, in particular their long-fingered hands, and the long fingered artist from Jossot’s Artistes et Bourgeois. Jossot mocked the visual language of the symbolists by subverting their ideal of beauty in his grotesques. Jossot’s hatred of bland, institutionalised beauty was similar to his dislike of the social masks worn by the bourgeoisie to establish their authority - through social status - over their less privileged fellows.[footnoteRef:449] This and what he saw as the bourgeoisie’s inability to think and question social standards that were otherwise taken for granted were the marked targets of his ire. His claim to be a caricaturist was an existential gauntlet as he set about deforming the perfect formality of the bourgeois ideal. The rebellion against his bourgeois education was the first step in his fight for self-determination. His self-assertion as the caricaturist was a mark of his successful continuation of that rebellion from childhood to adulthood, from ignoring the teachers at the lycée Carnot to ignoring the lessons of the academic heads of the ateliers, Carrière not included. [448:  In his parodies of the symbolists, Jossot paid special attention to Gauguin’s sauvages whose savagery had been romanticised into something glamorous and exotic. He mocked the idea of the savage by drawing similar studies of Breton peasants, painting them as uncouth and primitive. See Dixmier and Viltard, Jossot: Caricatures, p. 20.]  [449:  In her study of sociability between bourgeois men, Carol Harrison wrote that men established their self-worth through subtle competition and emulation of each other. More senior members of the gentlemen’s club culture which grew up over the nineteenth century established their authority as guides of the younger generation and as conservers of what was and was not acceptable behaviour. This culture of class and status based on tradition and consensus was the antithesis to what Jossot wanted to be. Carol E Harrison, The Bourgeois Citizen in Nineteenth-Century France: Gender, sociability and the uses of emulation, (Oxford, Oxford University Press, 1999), p. 3.] 


Despite Jossot’s self-promotion as an individualist, his artistic style and his repeated self-projections into the public discourse on art suggests that he wanted to bring the readers onto his side. Writing in L’Estampe et L’Affiche, Jossot was targeting an audience of wealthy bourgeois art consumers, commentators and producers. As the advertising in the journal suggests, these readers were expected to have the means to spend several hundred francs on works of art and books written about art as well as a subscription to a journal entirely devoted to poster art and printing. This very select readership indicates that Jossot wanted to impress a reader who was informed and discerning in taste as well as judgement. Jossot hoped that, by showing off his ability as an artist and as a critic, he could win their admiration and their respect both for himself and for caricature. Jossot’s style lends itself to a cooperative reader. As has already been shown, Jossot’s caricatures worked with human figures whose silhouettes were subtly wrong and were suggestive of working in ways that a human body should not and betraying the real intentions of the subject. Similarly the faces of his caricatures worked with, to use Hoffman’s terms, suggestion rather than likeness.[footnoteRef:450] He used only the most vague of outlines to create the impression of a face, often with an unbroken line. This style of drawing, which became more pronounced over his career as a caricaturist, makes the viewer work with the artist to make sense of what is depicted, creating recognisable features out of a collection of lines and blocks of colour. The faces are deformed representations: Jossot’s style gives the impression of having been drawn freehand with any mistakes or slips included as part of the desired effect. The result, particularly when seen in large scale posters made up with bold, primary colours, is simultaneously unsettling and appealing. It forces the reader to pay attention which, as Jossot pointed out, was the point of posters: [450:  Hoffman, Caricature, p. 52.] 

	“L’affiche, sur le mur, doit hurler, elle doit violenter les regards du passant… Les passants 		d’abord estomaqués, comme s’ils recevaient un coup de poing en pleine poitrine, s’arrêtent 	et… regardent, ce qui est l’essentiel. C’est un résultat qui n’obtiendront jamais, malgré tout 		leur talent, certains artistes taillés pour être affichistes comme moi pour être chef de 			bataillon.”[footnoteRef:451] [451:  Jossot, “La Caricature”, p. 11.] 

Jossot’s self-deprecating humour aside, the barb in this comment is quite firmly directed at the other artists who produce posters. According to Jossot, beauty has no place in poster art because something which is bland and inoffensive defeats the purpose of a poster which is to grab and hold the attention of the passersby.[footnoteRef:452] Jossot’s caricature, he claimed, was the root of his success as a poster artist because it mocked the viewer as much as it attacked the subjects on display. He wanted to provoke the viewers to think for themselves when presented with his posters or his caricatures. Whereas a viewer would look at an expressionless beauty and compliantly accept that it was beautiful and to be admired, that same viewer would not know what to think of Jossot’s work and so would have to come to original conclusions.  [452:  Collins, ‘The Poster as Art’, p. 43.] 


Jossot tied his identity to his work on deformity and caricature in his famous poster for the Société Saupiquet for the Ardines Jockey-club in 1897 (figure ii:2). Jossot used the well-known faces of five celebrities (Philippe Grenier (1865-1944), Yvette Guilbert (1865-1944), Henri Rochefort (1831-1913), Sarah Bernhardt (1844-1923) and Aristide Bruant (1851-1925)) as the main point of interest in the poster. The details of their faces are barely filled in but the lines and shapes used give vitality to their expressions. The faces and bodies are not beautiful, even if the models were held to be beautiful (especially the women) in real life. The shoulders of the women are boney, almost skeletal in the sharpness of their angles. This morbid reflection is echoed in the skull-like protruding cheekbones and jawline on Rochefort’s face.[footnoteRef:453] But their charisma justifies the fascination which any passerby might find in them. All five of the figures are eating sardines, the product advertised by the poster. Not all of them, however, seem to enjoy what they are eating, as pointed out by Viltard and Dixmier. The two men on the outside bite into their fish with distinctly doubtful expressions.[footnoteRef:454] The layout of the scene suggests a parody of the last supper by Michelangelo, showing Henri Rochefort in the place of Jesus. The religious significance of the original theme has been warped by the blatantly sexual behaviour of the two women on either side of Rochefort, caressing the sardines turned into phallic symbols or sucking on them, both turned towards the object of their attention. Are they rivals or complementary concubines? The celebrity status of the characters makes it inevitable that the viewer would have resorted to external knowledge to answer that question, drawing on the morally relaxed reputations assumed of the two actresses. An edge of doubt, however, has also crept into Bernhardt’s eye as she surreptitiously watches Bruant - would she prefer him for a conquest? Rochefort also seems to live up to his real life reputation of an outspoken journalist and politician: he appears to enjoy the attention, taking advantage of it to declaim over his tin of sardines.[footnoteRef:455] His gesture, which also mimics that of Michelangelo’s Christ in the Sistine Chapel, is eloquent despite being subtle and contrasts with his strangely dead and empty eyes and inscrutable expression. Is Rochefort’s face a mask, his presence an analogy for an empty Messiah or false prophet? All these questions conjured up by Jossot’s poster are very unorthodox for a marketing pub[image: Image]lication. Instead of making the sardines look as enticing as possible, Jossot draws a question mark over their appeal. Worse, he implicates them in the field of moral questions. The parody of the last supper, the apparent worshipping of celebrity and politics, distracts the reader but also fixes their attention, thereby achieving Jossot’s objective as a poster designer.  [453:  Jossot’s interest in skull-like faces is apparent in several of his posters. In particular, the poster advertising Guinolet’s cointreau (1898) in which a Pierrot whose face is the silhouette of a skull challenges the reader with an emblem of morbidity even as they are attracted to the product on offer. Jossot would continue his theme of challenging social mores by looking at them from beyond the grave in his L’Assiette au Beurre issue ‘Les Refroidis’ (L’Assiette au Beurre, no. 156, 26/03/1904.) See also Dixmier and Viltard, Jossot: Caricatures, p. 34.]  [454:  Dixmier and Viltard, Jossot: Caricatures, p. 34. ]  [455:  Rochefort was a prominent right-wing journalist and politician who, along with Paul Déroulède, had a prominent role in the League of Patriots in the 1880s. See Peter M. Rutkoff, “The Ligue Des Patriotes: The Nature of the Radical Right and the Dreyfus Affair.” French Historical Studies, vol. 8, no. 4, 1974, pp. 585–603. JSTOR, www.jstor.org/stable/285854, p. 594.] 
Figure ii:2
Poster by Jossot for the Société Saupiquet (Nantes): Sardines Jockey-Club, colour lithograph, 129 x 207cm, 1897, (Affiches Camis, Paris).


The identities of the five celebrities is also significant because all five reflect in some way Jossot’s desire to present himself as a social maverick because all five had broken social convention. Rochefort was famous for being a communard deputy who had had to flee the country after the bloody defeat of the communards in March 1871.[footnoteRef:456] The two actresses were known for breaking female stereotypes and for being strongly self-deterministic. Singer and actress, Guilbert boldly blurred high and low brow art by forging her career through popularising literary song styles and becoming wildly successful particularly among female audiences.[footnoteRef:457] Bernhardt, possibly the most famous actress of her lifetime, was known for playing audacious roles - including male character roles - and for being a lone woman amongst the overwhelmingly male incohérent set.[footnoteRef:458] The Montmartre singer Bruant affected popular slang in his songs and sang about the lives of the working classes, thus making the connection between him and the working classes of Montmartre a unique public persona.[footnoteRef:459] Finally, Grenier was famous for being the first - and at the time only - muslim to be elected to the Chamber of Deputies.  [456:  Cédric Passard, ‘Le silence et la furuer. Le pamphlétaire et l’ordre parlementair à la fin du Second Empire : réflexions à partir du cas Henri Rochefort’, Genèses, 2011, vol. 2, no. 83, pp. 29-54, p. 30.]  [457:  Jacqueline Waeber, ‘Yvette Guilbert and the Revaluation of the Chanson Populaire and Chanson  Ancienne during the Third Republic, 1889-1914’, The Oxford Handbook of the New Cultural History of Music, ed. Jane F. Fulcher, (Oxford, Oxford University Press, 2011), p. 272.]  [458:  Cate and Shaw, The Spirit of Montmartre, p. 226.]  [459:  Lay, ‘Réflecs d’un gniaff’, p. 102.] 


Grenier’s case is particularly relevant to the study of Jossot because Jossot seemed to follow his example around fifteen years later. Trained as a doctor, Grenier first travelled to Algeria around 1889-1890 where he enthusiastically embraced the religion of Islam which, he claimed, appealed for its scientific rationality and its focus on the family and hygiene as central pillars of society.[footnoteRef:460] On his return to France, he openly displayed his new religious beliefs by adopting the traditional dress of the indigenous Algerians. Elected in 1896 as the deputy for Pontarlier, Grenier pushed a programme of increased religious tolerance, abstinence from alcohol consumption (a policy which was received with extreme prejudice in Pontarlier which was famous for its absinthe distilleries) and improved public hygiene. The last two points were important to Grenier as a doctor as much as a muslim but the Parisian press, who responded to his election with astonishment and outrage, emphasised his religious allegiance as being anti-French. They tried to insinuate that he had a harem and would lobby for legalising polygamy. They also mocked him for his rigorous washing routine, particularly the washing of his feet. The debate was not all against Grenier, however, with some commentators pointing out that a muslim deputy was no more shocking than a Jew or an Atheist of which there were several. Grenier was even praised for having the courage to find and hold to a religion which so evidently inspired him.  [460:  Philippe Godard, ‘Philippe Grenier, le député musulman de Pontarlier’, http://migrations.besancon.fr/histoire/1800-1914/740-philippe-grenier-le-depute-musulman-de-pontarlier-.html?showall=&limitstart=, accessed 01/11/2019.] 


The attitudes of the Parisian press to Grenier offer a glimpse into the general attitudes of France to Islam which was firmly associated with the colonies. There was a significant presence of Islam in France at the end of the nineteenth century with several million muslims living in France. Jules Ferry, who was the head of the governing council during the period of Grenier’s election, asked Grenier to stand as the representative of these muslims as a part of his mandate. The prejudice of a section of the Parisian press betrayed an ignorance of Islam but also a panic in a traditionally Christian society which was seeing the growing presence of the new religion at the same time as the increasing marginalisation of Catholicism as a central social institution. The presentation of the indigenous religion of the colonies as barbaric (which the emphasis on polygamy would suggest) could be a reaction to the perceived reduction of importance of French tradition. This reaction was exacerbated by the treatment of the Algerian colony as a burden to the French economy. In 1883, senators and deputies disagreed over how much should be spent to, for example, educate the muslim populations according to the new French laws of immigration. Muslim migrants in France were also treated with prejudice: when indigenous workers were brought into France to work in the mines, the reception of the French mine workers and their political and press representatives was notably hostile.[footnoteRef:461] Grenier’s conversion to Islam and his subsequent election and therefore rise in social prominence may have been seen as a dangerous precedent or a sign of future neglect of national interests for the colonies. Whether or not Jossot was inspired by Grenier’s example is unclear but it can be argued that Jossot chose these five celebrities to draw attention to his own status as a social renegade. By drawing these celebrities in his signature style - with his named signed on the bottom - Jossot could insert himself as a sixth social rebel. [461:  X. Yacono, ‘La France et les Algériens musulmans (1871-1919)’, Revue Historique, no. 243, Jan-Mar 1970, pp. 121-134, accessed at https://www.jstor.org/stable/40951472?seq=1#page_scan_tab_contents, 16/08/2019, pp. 126-128.] 


Jossot’s posters were as much about advertising his art and his identity as a renegade artist as they were about marketing a product. When made to justify why he would prostitute his art to the interests and strict specifications of capitalism, he boasted that posters of “colossales” proportions “revêtus de ma signature couvrirent les murs de Paris et des principales villes de province.”[footnoteRef:462] As with his caricatures at the kiosk, the walls of French cities were his privileged exhibition space. As Jossot revealed in his memoirs, he enjoyed subverting the expectations of his employers, the publishing company Affiches Camis.[footnoteRef:463] Yet, as Jossot pointed out in his article, he did not receive complaints because his posters did what was necessary and drew attention, fixed minds on what they saw and caught the viewer’s interest on the products advertised. Jossot also achieved his aim to be noticed as his name was frequently mentioned in relation to the art of poster-making in the flurry of magazines and publications which were published to explore and satisfy the demand of consumers for decorative arts. In The Poster by William Clemens (1860-1931), Jossot was described as a “great artist” comparable to Chéret on the poster scene.[footnoteRef:464] His reception was more frigid in Les Affiches Illustrées by Ernest Maidron (1838-1908) and Jules Chéret (1836-1932, also a rival in the art of making posters): on the subject of Jossot’s poster for le Salon des Cents, the author wrote that while Jossot’s composition was “amusant et donnait une impression nouvelle fort curieuse”, he did not need to be so emphatic about it.[footnoteRef:465] That Jossot was noticed, and associated with a style of deformity that was undeniably his, is a testament to the success of his mission to project himself as someone to be watched.  [462:  Jossot, Goutte à Goutte, p. 15.]  [463:  Ibid., p. 15.]  [464:  William Montgomery Clemens, The Poster, (New York, 1896), p. 23, accessed at https://archive.org/details/poster115clem/page/22?q=jossot, 29/11/2018.]  [465:  Ernest Maidron et Jules Chéret, Les Affiches Illustrées (1886-1895), (Paris, G. Boudet, 1896), p. 82, accessed at https://archive.org/details/lesaffichesillus00main/page/82?q=jossot, 29/11/2018.] 


The Role and Talent of the Caricaturist
Missing from Jossot’s posters are the captions which he insisted were an essential part of what differentiated a caricature as a unique art form:
	“Dans une caricature la légende importe autant que le dessin : celui-ci n’est là que pour 			frapper la vue, porte du cerveau. Il ouvre et l’idée entre, plaquée à la légende brève et 			cinglante, claquant comme un coup de fouet.”[footnoteRef:466] [466:  Jossot, Le Fœtus Recalcitrant, p. 18.] 

Jossot’s book Le Fœtus Recalcitrant (1939) was a public statement, like the 1897 article in L’Estampe et L’Affiche, of Jossot’s status as a caricaturist, though written more than forty years later. Clearly autobiographical, in this text Jossot projected a persona of a self-assured, talented and visionary artist. Written after he had given up caricature and emigrated to Tunisia (and after he had received the insult of being refused at the Salon des Humoristes for being insufficiently funny), it was a defensive case for the caricaturist as well as a call for attention to signal that he was still that confident, admirable artist who had taken Paris by storm over the turn of the century.[footnoteRef:467] In this book, Jossot set out a code of practice for the caricaturist which suited his work perfectly, making it absolutely clear that every quality to be admired in the caricaturist could also be found in him. He picked out his strengths that, as he had gleefully pointed out in his article, were absent in the artists who followed more formal academic standards.[footnoteRef:468] For Jossot, ideas, humour and the wit to expose the truth with beguiling irony were more important for the caricaturist than technically accurate drawing: [467:  Ibid., p. 19. Jossot returned to caricature after the First World War and contributed to several Tunisian journals criticising the French colonial rule.]  [468:  Albert Boime explains how the academic student was taught to respect form and attention to detail over innovation and expression. See Boime, The Academy and French Painting, p. 20.] 

	“Toutefois le caricaturiste doit posséder, au superlatif, le sens du comique afin d’outrer les 		ridicules, afin d’amalgamer la drôlerie à l’âpreté, l’ironie à la virulence et de pouvoir 			présenter, avec une cabriole clownesque, les choses qui, dites par un moraliste, 				déclencheraient le bâillement universel.”[footnoteRef:469] [469:  Jossot, Le Fœtus Recalcitrant, p. 18.] 

Despite the purpose of the caricaturist to point out social truths, Jossot drew a clear distinction between himself and the moralist on the grounds that the reader would happily accept what the caricaturist had to say rather than be bored by it. Jossot described the caricaturist’s ironic sense of humour as a power, giving him superiority over his fellow artists and social commentators. The innate abilities of the caricaturist marked him as a being separate and above the rest, giving him a vantage point and an authority from which to judge his peers. 

One of the purposes of this conclusion on what makes a caricaturist was to fix in the readers’ mind the association between Jossot and caricature. He projected himself as the ultimate model for the caricaturist. Jossot thereby justified his rebellious past and his inattentive schooldays as the perfect preparation for his adult career and artistic contributions to society. The close parallels to his own upbringing, the description of which he had already given earlier in the chapter, also left the reader in no doubt that Jossot was one of the rare artists who could qualify as a caricaturist:
	“Encore une fois, c’est une formule d’art très particulière que la caricature ; on ne 			s’improvise pas caricaturiste : pour l’être il faut avoir, dès l’enfance, tenté de reproduire, en 		les grossissant, les ridicules de son milieu ; il faut peut-être aussi avoir été comprimé par 		des parents autoritaires pour que la révolte refoulée trouve, plus tard, un exutoire dans les 		œuvres. Il faut surtout, être doué d’un esprit critique très développé qui reconnaît la laideur 		sous ses innombrables déguisements, la saisit, la dénude et la cloue au pilori.”[footnoteRef:470] [470:  Ibid., pp. 18-19.] 

Jossot’s relation of his upbringing was intended to show that he had suffered the parental oppression that was so conducive to founding the gleeful rebellion of the caricaturist’s spirit. His work in Artistes et Bourgeois shows how he used his own experiences to inspire his satire and, as he said was characteristic of the caricaturist, release the pent up tensions from his youth in a creative outpouring in adulthood. Figure ii:3 has a direct confluence with his past. Jossot’s daughter, Irma, was born when he was twenty to his new wife, who was also the former family laundress. Jossot defied his father’s displeasure and married a woman of inferior social standing. Figure ii:3 does not tell this story, instead it gives the inverse, the story of what a good bourgeois son should have done had the results of his liaison with a member of the staff become too obvious for the family to ignore.[footnoteRef:471] The caricature shows a portly bourgeois, dressed in an elegant yellow suit with his hair neatly combed and oiled, with his arm around the shoulders of a laundress (her profession is indicated by the laundry basket hanging from the crook of her arm though she could be a general housemaid) who has her hands clasped around her clearly swollen belly. Without the caption, the scene could be mistaken for an intimate moment shared between expectant parents. The caption, however, reveals the hypocritical lie behind the bourgeois’ apparently tender conduct. He is using physical contact, the same contact which presumably led to the present predicament, to send the woman away with her hopes of security for her and her child dashed. The laundress’ head is bowed, her demure stance easily interpreted as representing sadness and disappointment given the context of the caption.  [471:  Robert Nye explains how bourgeois families tried to emulate the Ancien Régime tradition of noble families to preserve status and wealth through closely guarded bloodlines, having as few children as possible and placing a high importance on legitimacy. Nye. Masculinity and Male Codes of Honor, p. 37.] 


The scene is static but Jossot used it as a vehicle for his emotions, presumably what he felt in reaction to the parental directive to turn away his pregnant lover, in his choice of colours. The bourgeois is dressed in pale yellow from head to toe (except for the white of his shirt) whilst the laundress contrasts him in brilliant red. Both colours are well defined against a flat blue background. The bourgeois’ yellow and white could represent the milky cowardice of his character. Despite the fact that the laundress appears so meek, she is dressed in the eye-catching red, a colour of passion and rebellion.[footnoteRef:472] Jossot has thrown his support behind the brave and brilliant servant rather than the insipid and spineless insurance broker (a profession held by his father and the one his father wanted Jossot to follow). Red, however, could also be a sign of a fallen woman, associated as it was with prostitution.[footnoteRef:473] In this case, the colour of the w[image: Image]oman’s dress and her bowed head could both represent shame. The shame, however, is projected on the bourgeois who, Jossot’s opinion is made clear by drawing and so exposing the ugliness of the private moment, is at fault. The bourgeois’ plumpness is another indicator of Jossot’s distaste. Though his body is not overtly deformed, his very figure is reminiscent of a pig, adding a subtle layer of insult to the caricature.[footnoteRef:474] The final marker of Jossot’s personal opinion can be found in the direction of the faces. The bourgeois, facing away from the viewer, is robbed of his ability to communicate with the viewer and thereby garner some sympathy. The laundress, on the other hand, has three quarters of her face visible, so that her emotions and humanity are clearly and deliberately accessible. Though it is unclear to what extent the facts of Jossot’s own life were available to his readers at the time of publishing Artistes et Bourgeois, Jossot’s obvious dislike for the subjects of his ridicule is projected throughout the collection and so is strongly linked to his public identity as the caricaturist and exposer of hypocrisy. [472:  Goldstein, Censorship of political caricature, p. 175. Red was banned from caricatures and press art because of its connotations with revolution during the Second Empire.]  [473:  Red was associated in Puritan Christianity with the whore of Babylon. Scott B. Noegel, ‘Scarlet Harlots: Seeing red in the Hebrew Bible’, HUCA, vol. 87, 2016, accessed at https://faculty.washington.edu/snoegel/PDFs/articles/noegel-scarlet-harlots-HUCA-87-2016.pdf, 04/09/2019.]  [474:  Tillier, La Républicature, p. 98.] 
Figure ii:3
 Jossot, Artistes et bourgeois, 1894, Bourgeois plate iii:
“Yet you must understand that an accountant at Potin’s can not marry his laundress!”


Jossot maintained that the role of the caricaturist in society was to tear down the masks that privileged individuals wore, the mantles and uniforms marking their authority, so that the viewer could judge them by their true faces.[footnoteRef:475] The implication was that the viewer, when faced with the truth of the weak men and women behind the glossily prestigious outer shell, would be more inclined to laugh and ignore the trappings of authority, and their attendant social and moral directives, than be held in awe of them.[footnoteRef:476] The viewer would also be reminded that the caricaturist, the orchestrator of this revelation, had a talent that was arguably more admirable. In Artistes et Bourgeois (1894), Jossot tore down the markers of prestige and success coveted by his peers in the academic circles to show the true face of the artist. Figure ii:4 shows an artist squatting on a low stool, his head buried in his hands that are clasped over his knees. He appears to be caught sobbing, his palette and brushes cast down beside him. In the background looms an empty white canvas, presumably a symbol representing his lack of inspiration. His clothes are blue, representing his sorrow. On his feet, though still caught up in the blueness of his person are a pair of unusually (for the trend in this collection) solid looking shoes or boots. They seem more appropriate to a worker on a building site than an artist used to working in a domestic context. His hands, in contrast, accord better with his situation in that they appear useless. They are slender, delicate and the fingers curl to improbable lengths, suggesting weakness and clumsiness. Here, Jossot could have drawn a subtle distinction between the fine artist, who according to the caption, measured his career by whether or not he had been accepted in the Salons, had commissions to create official art or had been awarded medals for his contribution to art and society and the caricaturist-individiualist who supposedly had no interest or need for such formality.[footnoteRef:477] It is unclear by whom the words in the caption are spoken: it could be the artist himself or the woman who stands behind him, her hands held out over his head in a dramatic gesture of confusion and exasperation or pity and compassion. If it is the woman who spoke, the image could be interpreted as an exasperated inability to comprehend the oversensitive sensibilities of artists. Why, the caption asks, can such a successful artist be crying and seem unwilling - or unable - to paint? If it is the artist, the [image: Image]“lui” in the caption could refer to another artist who had been rewarded where he himself had been ignored. In either interpretation, Jossot implied, the artist is still a human susceptible to failure, self-doubt and disappointment (hence the boots which could be a similar metaphor to the ‘feet of clay’ adage). The markers of prestige cannot guard against the vagaries of inspiration and talent. Compared to the caricaturist, who was implicitly present as the creator of the drawing and the judge of the subject, the fine artist was shown to be hollow since his only ambition was for the prestige of being an artist rather than be passionate about his art. The caricaturist - aka Jossot - on the other hand, appeared to be a genius made for his vocation with an endless fount of inspiration. [475:  Jossot, Le Fœtus Recalcitrant, p. 22]  [476:  Menon, The Complete Mayeux, p. 15.]  [477:  See Boime, The Academy and French Painting, p. 19.] 
Figure ii:4
: Jossot, Artistes et Bourgeois, 1894, Artistes plate x:
“He has been accepted at the Salon … he has government commissions… he has been awarded honours… 


Jossot and the Illustrated Press
Jossot’s self-projection was augmented by the relationships that he had with the various illustrated journals to which he contributed his caricatures. Jossot was able to pursue a career as an artist, abandoning the career path facilitated by his father to become an accountant, because he inherited enough money from his grandfather to live in comfortable independence with his small family.[footnoteRef:478] In 1899, Jossot’s father died and Jossot suddenly found himself with enough money to permit him to live without working unless he chose to do so.[footnoteRef:479] This, as he related in Le Fœtus Recalcitrant, was the ideal state of the caricaturist.[footnoteRef:480] Jossot prematurely dropped his contract with the poster printer Camis (he had signed to work exclusively with the publishing company for five years from 1897) and started living the life of the caricaturist exclusively, no longer having to compromise his ideals or pander to the hated bourgeois regime of capitalism. He was fussy about which journals he chose to participate in, going only for those which would accept his controversial ideas without imposing too much editorial pressure. He also made a point of choosing journals which carried a certain prestige as platforms of artistic excellence of which the following is far from an exhaustive list.  [478:  Dixmier and Viltard, Jossot: Caricatures, p. 14.]  [479:  Ibid., p. 34.]  [480:  Jossot devotes a section in Le Fœtus Recalcitrant to “L’Evangile de la Paresse” in which he criticises the bourgeois work ethic which is, he claims, against human nature and a form of enslaving humanity. He makes a satirical case for laziness being supported by Judao-Christian teachings, extrapolating to include older religions. See Jossot, Le Fœtus recalcitrant, p. 46.] 


L’Assiette au Beurre
One irresistible offer came from Samuel Schwartz (1858-1932) in 1901. Jossot gave an account of how Schwartz reached out to him in an article for La Rue in 1946:
	“Je reçus un beau matin la visite d’un grand escogriffe qui répondait au nom de Schwartz. Il 	m’apprit qu’il fondait une publication illustrée: ‘L’Assiette au Beurre’. Il venait me demander 		ma collaboration, en spécifiant que chaque artiste pourrait dessiner un numéro entier et 			que toute liberté lui serait laissée pour le choix du sujet. Bien entendu, j’acceptai, et devins 		bientôt le leader de ‘L’Assiette’ puisque, à moi seul, je confectionnai vingt numéros.”[footnoteRef:481] [481:  Jossot, ‘Souvenirs de l’assiette au beurre par Jossot’, p. 1. This was not the largest contribution made to the journal by a single artist. Jules Grandjouan produced forty-six issues in total whereas Camara made forty-two and Radiguet made thirty-nine. Jossot actually only produced eighteen issues by himself but he may have counted others where he made a partial contribution. See Dixmier and Dixmier, L’Assiette au Beurre, p. 275.] 

In the following paragraphs, Jossot listed and described the highlights of his work with L’Assiette au Beurre, taking the time to gloat over how one issue, ‘Fixe!’ was bought by ‘les officiers’ he antagonised so that they could destroy it rather than have insulting caricatures of them in public circulation. Jossot obviously relished his success with L’Assiette au Beurre, his mention in this article an unsubtle nod to the overall popularity of the journal during its eleven year run.[footnoteRef:482] As can be inferred from the reactions of the officers to an issue of L’Assiette au Beurre which mocked them, this journal and its readers held a position of power and influence in French society at the beginning of the twentieth century. Not officially an anarchist publication though many artists used the platform to air their anarchist opinions, L’Assiette au Beurre was aimed at a middle class market who would be attracted by an artistic product sold as a luxury item. The adverts which appeared in the intermittent supplement and occasionally in the journal itself were aimed at a market interested in luxury holidays worth several hundred francs and expensive tonics and treatments for ailments like hair loss and stomach upsets. Dixmier and Dixmier estimated that the average number of issues sold per week was along the lines of 8300 (based on roughly twenty to thirty per cent successful sales per print run) sold both in Paris and in kiosks in train stations around France.[footnoteRef:483] Put together, this data suggests that Jossot was able to reach a readership empowered both with money and with education which made them the discerning audience that Jossot hoped to impress. Jossot may also have hoped that this readership would be impressed by his individualism since, apparently attracted to non-conformist ideas as shown by their appreciation for L’Assiette au Beurre, they may have seen individualism as an attractive and even necessary characteristic of the archetypal French man.[footnoteRef:484] For the sake of Jossot’s self-deterministic, individualist public persona, however, he stressed that the important attraction of working with the journal was the artist’s freedom to choose the subject of his issue. Jossot’s desire to be a self-determining individualist had matured since his career working for Camis in the poster industry. He used his freedom to continue his campaign unveiling the truth about the bourgeois and the institutions of authority that they followed: the army, the Church and the judiciary. As with Artistes et Bourgeois, there were autobiographical notes thrown in with the more impersonal comments made from Jossot’s observations of society. But, again as has been seen in Jossot’s previous work, Jossot’s narrative was not written from his perspective, from the point of view of someone who avoided the pitfalls of conformism and obedience, but from the perspective of a child of the bourgeois who meekly allowed himself to be shaped into a defective human being thanks to the flawed logic of the bourgeois regime. This, as shown with Artistes et Bourgeois, was a strategic approach to his caricatures which allowed him to both show his disdain for his antagonists while providing a personal element which put his public persona to the forefront of his reader’s attention.  [482:  See Dixmier and Dixmier, L’Assiette au Beurre, pp. 22-37.]  [483:  Ibid., p. 45.]  [484:  Bouchard, ‘Le marché de l’art vu par L’Assiette au Beurre’, p. 13.] 


The exception to this rule was in the first caricature, figure ii:5, after the title page, of the issue ‘Dressage’, which showed a rebellious newborn glaring out at the reader from the bloodstained hands of the physician. The issue ‘Dressage’ was unusual in Jossot’s œuvre because it followed a chronological narrative of a man’s life from birth to death. Jossot’s normal pattern was a series of non sequitur observations on society around a single theme. ‘Dressage’ was otherwise typical as it showed in no uncertain terms how the process of turning a young man born of the bourgeoisie into a model of civilised and patriotic manhood only created a criminal. Figure ii:5 shows a physician, his apron splattered with blood, grimacing slyly over the head of the infant whom he holds up for the judgement of th[image: Image]e reader. The caption, spoken in his words, describes the child as a miniature rebel who “réfusait d’entrer dans la Vie!” The comment implies outrage and disapproval on the part of the physician, as if the infant was to be blamed for this sign of misbehaviour.[footnoteRef:485] The infant did not have the decency to enter the world in a calm and orderly manner. The child’s reluctance, however, seems understandable in light of the evidence of the gory reality of life. Behind the physician stands a stern-faced nurse or midwife holding a pair of bloodied forceps and a pan filled with blood and unidentified meaty lumps. The mother is not in sight and is apparently forgotten except for the gore which is a bloody sign of the possibly fatal labour she had just suffered. The infant, Jossot implied, had good reason to object to coming out into the world. The caricature foreshadows what Jossot would later write in Le Fœtus Recalcitrant, showing how these ideas were an important part of this thinking from quite early in his career.[footnoteRef:486] The title of his memoirs strongly reflects the angry reluctance Jossot depicted in the face of the new born baby, reinforcing the autobiographical link to the caricature. Jossot ironically reminisced (memories which he of course could not have had) that he had been forced into the world from the comfortable idleness he enjoyed in the womb of his mother. He used this analogy of a desire for isolation and retreat from the world as the reason behind the first cries of every baby brought into the world, arguing that no child is asked whether he or she wants to be born and that birth itself is a violation of that child’s self-determination.[footnoteRef:487] This repeated image shows a consistency in Jossot’s enthusiasm for the figure of the self-determining individualist but also shows, since he picked it up again in Le Fœtus Recalcitrant, how he used this later book to reflect back on his career and synthesised his thoughts to turn them into a more deliberate philosophy.  [485:  Sara Maza explains the concept of ‘les mœurs’ and how it was important for determining bourgeois behaviour. It centred on three attributes: patriotism, family honour and loyalty and goodwill towards one’s fellow men. In selfishly refusing to come out of the womb without causing a gory chaos, the infant appears to have transgressed all three of these unspoken laws. See Sara Maza, The Myth of the French Bourgeoisie: an essay on the social imaginary, 1750-1850, (Cambridge, Ma; Harvard University Press, 2003), p. 59.]  [486:  This illustration was reprinted at the beginning of the first section of the book and followed by a description of Jossot’s birth which would suggest that the illustration was autobiographical. See Jossot, Fœtus Recalcitrant, p. 7.]  [487:  Jossot’s insistence on the virtue of individuality suggests that he was influenced by Friedrich Nietzsche’s philosophy, particularly what he wrote on individualism. He believed that some men who were of higher “value” than others could become great by being a law unto themselves, their self-determination allowing them to reach the fullness of their potential. See R. Lanier Anderson, "Friedrich Nietzsche", The Stanford Encyclopedia of Philosophy (Summer 2017 Edition), Edward N. Zalta (ed.), URL = <https://plato.stanford.edu/archives/sum2017/entries/nietzsche/>. Accessed 28/01/2019.] 
Figure ii:5
“See this little révolté who refused to come into the world!”
Jossot, “Dressage”, L’Assiette au Beurre, no. 144, 02/01/1904.


Over the course of the issue, Jossot showed how that child was educated to forget the initial burst of rebellion in order to become the model bourgeois. In Figure ii:6, a cleric passes a boy fresh out of his religiously influenced education into the hands of an army officer. As different as he could be from the glowering new born, the boy is shown kneeling so that he can lick the officer’s boots. The colour scheme from one caricature to the next is very similar, using mainly blacks, greys and whites all highlighted with bright red. In figure ii:5, the red is used to portray blood. In figure ii:6, the significance of the red is metaphorical. Used to colour the uniform of the officer and the boy’s tongue, it is an echo of the viscera of figure ii:5 and a foreshadowing of the violence the boy will both suffer and perpetrate in his career as a soldier and later criminal: he will be a murderer in both instances. The discipline [image: Image](‘dressage’) he has been subjected to in his formative years has turned him into a meek and crawling animal fit only to obey orders.[footnoteRef:488] By licking the officer’s boot, the boy appears to pay homage to his social superior. What he is doing specifically, however, is worshipping the uniform which identifies the officer as a superior. Both the cleric and the officer are non-specific stereotypes, meant to represent their institutions and the role those institutions had in society.[footnoteRef:489] So the cleric, dressed in the habit of a Jesuit, represents the entire religious  educational establishment responsible for turning children into malleable cannon fodder.[footnoteRef:490] To Jossot’s readers, these figures dressed in institutional uniforms were part of his symbolic visual language. The readers, from the repeated instances of these symbols appearing in Jossot’s work, would recognise the figures as antagonists and assign to them all the accusations that Jossot had made over his career with L’Assiette au Beurre so that the charge borne by these figures would be compounded but also enhanced by the mockery and humour to which Jossot had subjected similar figures in the past. This process has the effect of undermining the authority held by the uniform and empowering the reader who can share, with the caricaturist, the triumph of mocking and belittling their social antagonists. [488:  Jossot’s observations of the army probably came from his personal experiences as a reservist in his early twenties. Though this service only lasted a matter of months, he came away with his distrust of authority and his pacifism confirmed. Dixmier and Viltard, Jossot: Caricatures, p. 66.]  [489:  Ironically perhaps, since Jossot would have been the last to call himself Marxist, his ideas and his art coincide with Marx’s writings on ideological iconoclasm. Marx turned the traditional, positive connotations of ideology (as a way of distinguishing the right ideas from the wrong) by conceiving of ideology as a deceptive and false consciousness made to ensnare the gullible. Iconoclasm in literature and art was a means of opening the eyes of the people and making them break from the ideology which had them set in particular patterns of behaviour. See Mitchell, Iconology, Image, Text, Ideology, p. 167.]  [490:  Despite Jossot’s criticism of religious schools, he was, in fact, a docile student at his religious primary school and only became rebellious at the secondary school, run by the state. Dixmier and Viltard, Jossot: Caricatures, p. 12.] 
Figure ii:6
“I think he is ready for the barracks.”
Jossot, “Dressage”, L’Assiette au Beurre, no. 144, 02/01/1904.


The penultimate caricature in the issue, figure ii:7, shows the same boy at the end of his life, now a vagrant criminal tried in court for murder. At this point in his career, he has regained the wisdom of his infancy and once again holds a seed of rebellion against the symbol of bourgeois authority, this time the judge. The evocative colour scheme is again apparent in this figure, with the red most clearly present in the judge’s robes. It is a morbid foreshadowing of the protagonist’s execution, ordered by the same judge. Jossot’s point at the end of this narrative is to show how the authority figures are responsible for the criminal’s crime. Their combined efforts led to the creation of a monster which then had to be executed. Jossot showed the fallacy behind the authority figures who were guilty of the worst hypocrisies: they taught a man to kill then sentenced him to death for killing. That it is the protagonist, who was once the spineless boy, who was given the voice to accuse his accusers and to point out their hypocrisy is a subtle reminder that the authority of the institutions is only as strong as the faith put into them by the general population. As soon as individuals like the protagonist become suspicious of the machinations behind the regime, sedition has the potential to topple the bourgeois hierarchy. Jossot does not appear to be optimistic, however, as the protagonist, having uttered his ironic accusation, is promptly executed and thus silenced forever.[footnoteRef:491] This lack of optimism reflects Jossot’s arguments against the utopian philosophy of the anarcho-communists, as will be described later in his letters to Jean Grave. Jossot was scathing of the idea that society could change through a revolution, believing that the best will in the world could not alter the fact, as he saw it, that the working classes were too stupid and docile to take their fates into their own hands. He claimed that it was only through individuals rebelling en masse, but each in a private rebellion, that society could change. This he called evolution, reflecting as it does the theory of spontaneous mutations which gradually take over a species. Figure ii:7 is an instance of this spontaneous, private rebellion which glorifies the individual over the collective. Though Jossot was not optimistic about society[image: pasted-image.tiff]’s future, he celebrated his own personal philosophy of individualism as the only way in which men like him could live and die with dignity and strength.  [491:  Again drawing on Nietzsche’s influence, Jossot’s work suggests that he had little hope for the majority of the population. In this respect, he was a student of his times and especially with a group of thinkers who believed in a meritocratic aristocracy. Norbert Elias is one such example of this, claiming that a select group of individuals would rise up and lead society to greatness. See Nye, Masculinity and Male Codes of Honour, p. 40.] 
Figure ii:7
“It is written: Thou shalt not kill!
My president, it is also written: Thou shalt not Judge!”
Jossot, “Dressage”, L’Assiette au Beurre, no. 144, 02/01/1904.


L’Action
Jossot continued to project his public persona as the unmasker of hypocrisy in institutional authorities in his collaboration with the anticlerical journal, L’Action, founded in 1903 by Henry Bérenger (1867-1952). Jossot’s first collaboration with Bérenger was in 1903 on a L’Assiette au Beurre issue called ‘Passementerie’, ridiculing the obsession with public honours in the bourgeois regime.[footnoteRef:492] Bérenger, who would later become an ambassador, foreign affairs secretary and finally president of the Republic, earned Jossot’s scorn when he showed that, despite mocking his fellow bourgeois for the amount of social prestige and status they attach to medals and the Légion d’Honneur in particular, he was nevertheless a member of the Légion and measured an artist’s worth by the medals he had won. According to Jossot’s account in Goutte à Goutte, he was unaware of the irony of producing an issue mocking this same mindset.[footnoteRef:493] Jossot nevertheless agreed to become the primary illustrator for L’Action. By publicly recounting his scorn for Bérenger’s attachment to medals, Jossot made an attempt to distance himself, despite his collaboration with Bérenger, from the other man’s later career as a politician firmly embedded within the establishment. This helped to erase any misunderstanding that might arise over the purity of his own principles as the individualist who had no need of official recognition to measure his personal worth.  [492:  L’Assiette au Beurre, 14/03/1903, no. 102, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1047752k.item, 28/01/2019.]  [493:  Jossot, Goute à Goutte, p. 18.] 


Jossot’s contribution to L’Action, which was devoted to anticlericalism, helped to establish his reputation as a social renegade and an artiste engagé in the minds of his readers but also in the minds of anarchists and anticlerical activists. Probably the most well known contribution Jossot made to Bérenger’s journal was the poster ‘A bas les calottes!’ (figure ii:8). The poster shows a fist being thrust from the right hand side into the face of a priest. Clutched in that fist is a copy of L’Action. A priest is pushed backwards, the shocked expression on his face partly hidden as [image: Image]the journal is forced into his open mouth. Behind him, and impacted by the dynamic thrust, are a businessman, an army officer and a magistrate. All four are dressed in their respective uniforms, turning them into symbols of social status, privilege and authority. Their expressions show variations of the shock on the priest’s face. The businessman and the officer look frightened, the magistrate appears angry, but all four of them recoil or try to escape the journal which, in this instance, represents the might of the anticlerical opinion against the establishment. The title of the poster translates as ‘Down with the clergy!’ but the image shows that this act of defiance against one institution also affects the other bulwarks of the bourgeois regime. It is notable that the paper is being thrust into the mouth of the cleric. This is a potent symbol of silencing the educating and influencing voice of the Catholic Church and signifies the taking over of education and freedom of expression by the secular press. The Church’s predominant responsibility in educating the children of the bourgeois (those who chose a private primary education instead of the state education and the majority of those who educated their children further) and in dominating the minds of the stereotypically more religious women of France was a sore point in the anticlerical rhetoric.[footnoteRef:494] The Catholic schools were seen as the corruptors of youth (both through the religiously biased curriculum and through the influence that the clergy had on devout women to include religion in the upbringing of their children) and priests were frequently portrayed as malignant black carrion birds blocking out the light of free, enlightened thought. This poster suggests, however, that the influence of the clergy was stopping the working classes from rising up against the institutions of authority and toppling the social hierarchy maintained by the bourgeois regime. As Jossot explains in Goutte à Goutte, an explanation which again shows his anxiety to be fully understood and therefore have his full genius as an artiste engagé recognised, the fist belongs to a worker (though the poster does not explicitly confirm this).[footnoteRef:495] The very affordable price of L’Action (5 centimes) adds to the impression that this is a movement from the bottom up with the power to frighten and force back the authorities and symbols of wealth and power which uphold the present hierarchy. [494:  Lalouette, La Libre pensée en France, p. 233.]  [495:  Jossot was not a natural socialist, as will be discussed below, and he was more likely to mock than support calls for the working classes to rise up. See Dixmier and Viltard, Jossot: Caricatures, p. 108.] 
Figure ii:8
Poster by Jossot for L’Action, colour lithography, 97 x 125cm, 1903, (Paris, Imp. Bourgerie et co.)


Printed in 1903, the poster came in the middle of the growing tension surrounding the debate on the separation of the Church and the state. Though the actual split and creation of a secular state would not be ruled into law until 1905, the divisions engendered by the debate in the general public were already the source of escalating bitterness.[footnoteRef:496] Despite the highly sensitive nature of the political debate, Jossot claimed to have no worries about being connected to such a violent image. In response to Victor Charbonnel’s (former priest and a founder of l’Action alongside Bérenger) admiration that he dared sign it with his own name, Jossot insisted that he signed all his publications and, furthermore, the poster’s effect was not to enflame passions but to simply make people laugh.[footnoteRef:497] Jossot’s modest ambition seems at odds with his possessive attitude towards his work and is belied by the fact that Jossot proudly used his posters as a nationwide exhibition for his public image.[footnoteRef:498] Jossot would not have risked not being identified as a great caricaturist by leaving his work unsigned. He wanted to project the persona of the indifferent, witty individualist and the success of his posters at catching attention wherever they were put up allowed him to laugh in the faces of those who would oppose his freedom of thought and expression. Jossot’s possibly feigned indifference to the political reaction to his work was perhaps a performance to increase admiration admiration for his talent and his wit.  [496:  Dixmier, Lalouette and Pasamonik, La République et l’Église, p. 29.]  [497:  Jossot, Goutte à Goutte, p. 19. ]  [498:  Ibid., p. 15.] 


Jossot’s expectations of being recognised for this work were exceeded by extreme reactions to his poster in the provinces. In Goutte à Goutte, Jossot reported that, in Lille, hawkers using the poster to advertise L’Action were hounded in the street by angry passers-by; in Alfortville, an angry individual tried to pull down the poster only to be seized by his fellow townspeople who reminded him of the right to freedom of expression and ordered him to write a letter of apology to Charbonnel and Bérenger; in Choisy-Le-Roi, Bérenger and Charbonnel were surrounded by ecstatic townspeople on leaving the station and were paraded down the street to choruses of la Carmagnole and la Marseillaise, two songs made popular during the French Revolution; in Aubervilliers and in Reims, the poster was flown like a flag in a protest march in front of the church.[footnoteRef:499] According to Jossot, these are only a few of the incidences incited by the poster. Despite Jossot’s stated intention to create an eye-catching but ultimately inoffensive poster, he seemed smugly pleased with the ensuing ruckus caused by his art. Certainly the editorial board of L’Action was delighted by the attention and had the poster reprinted as postcards and fliers.[footnoteRef:500] Jossot nevertheless maintained his independent and mostly indifferent stance on the politics surrounding anticlericalism. He refused to lead a march that was headed by his poster to sack the church in Pantin despite being personally invited to be a figurehead by Bérenger.[footnoteRef:501] Jossot and Bérenger did not see eye to eye on the issue of the Freemasons either who sponsored L’Action. Bérenger complained to Jossot when the artist produced an uncomplimentary issue on the freemasons for L’Assiette au Beurre while still working for L’Action. The Freemasons threatened to withdraw their subsidisation of Bérenger’s journal in light of the perceived insult. Jossot, who apparently had not known about the conflict of interests, protested against what he saw as an attempt to silence him or to influence his choice of caricature subject matter. His poster was the cause of the trouble when it was used at an anti-Jewish rally to represent insults against patriotism and, by some apparent mix up, Jossot had been called a Freemason by association with L’Action, an insinuation which Jossot found offensive considering his position as an individualist.[footnoteRef:502] The effort that Jossot made to establish himself as separate, despite the seemingly obvious links made between him and his collaboration with L’Action, shows how Jossot performed in his real relationships his persona as the individualist as much as he did through his caricatures. This performance helped to consolidate his public persona in the minds of his peers in the world of anarchist journalism. [499:  Ibid., pp. 20-21.]  [500:  Ibid., p. 19.]  [501:  Ibid., p. 21.]  [502:  Ibid., p. 20.] 


Les Temps Nouveaux
This performance is clearly visible in the letters he wrote to the editor of Les Temps Nouveaux, Jean Grave. Despite the success of Jossot’s work and his own personal notoriety, Jossot was tiring of caricature by the time Grave made his appeal for work in his intellectual anarchist journal, Les Temps Nouveaux. Jossot had already, by this time, made an expedition to Tunisia and, in his letters to his friend Jehan Rictus, complained of his disillusionment with caricature and his desire to become a fine artist and painter.[footnoteRef:503] Jossot nevertheless agreed to contribute caricatures to Grave’s journal though his ideas of anarchism and Grave’s were very different. It is the ways in which Jossot expressed his relationship to Grave and Grave’s ideas, rather than Jossot’s contributions to the journal, which are of interest here. Grave was an anarcho-communist and his call that artists should respond to the “idea” of anarchism, without specifying how, was in part couched in the expectation that the artists would help to represent what an anarcho-communist future would look like.[footnoteRef:504] Judging by the letters that Jossot sent to Grave, his and Grave’s friendship was a warm but contrary alliance, kept amicable by an agreement to disagree.[footnoteRef:505] Jossot the individualist was offended by the idea of sacrificing his freedom of thought and personal development to move at the pace of the slowest and simplest in society, such was his interpretation of collectivism.  [503:  Dixmier and Dixmier, L’Assiette au Beurre, p. 312.]  [504:  Dardel, Catalogue des Dessins, p. 99.]  [505:  Jossot in a letter to Grave, no. 813, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris.] 


Jossot disparaged Grave’s aspiration to educate and include the working classes in his utopia:
	“Mais les artistes, il me semble, ont autant droit à la vie que certains travailleurs manuels 		dont le labeur consiste surtout à ingurgiter des litres et dont les gueules bestiales éructent 		des rots aux parfums variés: au vin, à l’absinthe, à l’eau-de-vie, etc. C’est pourtant pour 			ceux-là, pour les électeurs, c’est pour ça, pour la répugnante collectivité que vous prêchez 		à l’Individu conscient de se sacrifier!”[footnoteRef:506] [506:  Jossot in a letter to Grave, 03/12/1906, no. 812.] 

The working class, as Jossot made quite clear, were little better than animals to his mind. Their chief labour, this in itself a degradation of their humanity as it suggested that they were not capable of more intellectual pursuits, was to get drunk and belch revolting gasses into the faces of their disgusted compatriots.[footnoteRef:507] Jossot did not write in the first person but it is clear that, by the artist and the individual mentioned in the above passage, he meant himself. The difference in terms of status is made very clear, not least by the capitalisation of the word ‘Individu’ which suggests a kind of intellectual privilege or superiority over the working classes. Jossot implied that the artist was of a different class of humanity, capable of more complex patterns of thought and creation than the bestial labourer. The passage finishes with Jossot’s (possibly exaggerated for effect) outrage that he should sacrifice his development so that such vile creatures should not feel in any way inferior.[footnoteRef:508] Jossot’s vision of society was distinctly Hobbesian, as indicated by his citation of the adage “Homo homini lupus”.[footnoteRef:509] He claimed that the nature of everything, “minéral, végétal ou animal”, was to a state of survival of the fittest where the strongest and most intelligent (in the case of humanity) rule over the weak and the idiotic.[footnoteRef:510] He would only mock Grave for his for his belief that human beings could learn to live together in balance and peaceful harmony: “Quel brave homme vous devez être pour jouir d’un semblable optimisme!”[footnoteRef:511]  [507:  Like Willette, Jossot made the same assumptions as his contemporaries in the medical professions about the corrupting power of alcohol.]  [508:  The rhetorical flourishes in Jossot’s letters recall the performative aspect of 16th century young writers who used satire as an exercise to demonstrate their writing and oratorical skill before potential sponsors. See Griffin, Satire. A Critical Reintroduction, p. 78.]  [509:  Man is a wolf to men, cited in letter from Jossot to Grave no, 817, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. ]  [510:  Letter from Jossot to Grave, no. 815, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. ]  [511:  Letter from Jossot to Grave, no. 817. Despite Jossot’s exaggerated opposition to Grave’s ideas, their correspondence shows that Grave sent Jossot copies of his books and contacts from foreign journals interested in publishing Jossot’s work abroad. Their relationship suggests that they were friends who cared for one another’s opinions. ] 


He was devastatingly scornful of the idea that a revolution could happen as a result of an impetus from anarchist activists. Jossot believed that social reform was only possible when individuals made the change for themselves, rather than following the herd in a sheeplike fashion. Until then, they would always be the victims of the exploitation of those who had emancipated themselves from institutional thinking. This again shows how Jossot was keen to establish that the individualist was a different class of man from the ordinary masses, thereby ensuring that he, as the archetype individualist, was also held to be of superior status. Viande de ‘Bourgeois’, a satirical novel by Jossot which came out in 1906 follows the progress of a hapless band of anarchists as they attempt to plant a bomb, reinforces the distinctions of quality that Jossot made between the individualist and ordinary men. Jossot’s writing is of poor quality but the illustrations that accompany the text, particularly a series of caricatures portraying the working classes published at the beginning of the book, are excellent examples of Jossot’s wit. The novel was published around the time that Jossot was trading ideas and insults with Grave and can therefore be held to be representative of his ideas at that time. Jossot drew [image: VkhJPjEkT5yifuo+EyfbAw_thumb_751.jpg]a series of caricatures which attacked the working classes, drawing them as repellent or pathetic animals.[footnoteRef:512] Perhaps the most representative caricature of Jossot’s thought on this subject was the first one of the sequence. Figure ii:9 shows a working class man recoiling from a police officer who is practically shouting in his ear. He is distinctively of the working classes thanks to the hints of details on his clothes. His loose trousers, poorly fitted jacket, large heavy boots and flat woollen or felt cap are similar to an unofficial uniform for the non-specified labourer. It is his face, however, which really marks him out as a working class man in Jossot’s visual idiom: he has the head of a sheep.[footnoteRef:513] Other characteristics which signify his passive, non-aggressive behaviour are apparent in his posture and stance. Right hand in his pocket, he hitches the opposite shoulder and hip up in a defensive move against the officer. In his left hand, which is rounded but not fisted, clumsy like a hoof, he holds a pipe as if he has been unwittingly caught loitering while standing enjoying a smoke. His hands, occupied as they are, seem incapable of fending off the officer. The two men seem to be of equal height and weight though the officer has the advantage thanks to his upright posture which brings him up to his fullest height. Thus it is not his physical situation which makes the worker meek, it is his essential personality, as the caption confirms: the proletariat has been domesticated into the service of shepherds and their dogs, the bourgeoisie and their soldiers and police officers. This association of the working class with stupid herd animals is an effective summary of Jossot’s view of collectivist and socialist aspirations.[footnoteRef:514] Jossot only felt pity towards the working classes and held no sincere sympathy or respect for them. He refused to take seriously the effort to bring all of society on a level since the proletarian, a term he used as an insult, would always be led by one faction or another. The proletariat were incapable of being their own masters as the idealists hoped; only individualists could hope to succeed and, as Jossot implied, this took a special determination which was lacking in the general populace. [512:  Gustave Jossot, Viande de ‘Bourgeois’, (Paris, 1906), accessed in a private collection. ]  [513:  Part human, part animal portraits were popular in anticlerical prints throughout the nineteenth century but went through a violent period during the Dreyfus affair where leading Dreyfusards and Jews were caricatured as animals which were supposed to represent their basic characters. Though sheep were not used, similar beasts of burden like cows, donkeys and camels were featured to represent stupidity and lowliness. See Tillier, Les artistes et l’affaire Dreyfus, p. 230.]  [514:  Jossot was fond of the shepherd/sheep analogy for describing the working classes and their anarchist masters. It was a subtle insult for the anarchist ideology which believed in freeing the working classes from their bourgeois exploiters. See Dixmier and Viltard, Jossot: Caricatures, p. 108.] 
Figure ii:9
“The prole is a domesticated animal who obeys the shepherds and the dogs.
Jossot, Viande de ‘Bourgeois’, (Paris, 1906).


Jossot was similarly disparaging of the anarchists as a movement, seeing those who signed up to the anarchist (in this case anarcho-communist) ideal without formulating the ideas themselves as little better than the cannon fodder which enlisted in the infantry. The narrative of Viande de Bourgeois followed a disastrous attempt at a terrorist attack led by a group of inept anarchists. The farcical parody of the attacks which shook Paris during the early 1890s was both a demolition of the strength of any lingering fear of the anarchists and an attack on the bourgeoisie who were so easily frightened by the brutish terrorists.[footnoteRef:515] The true power in society, Jossot was determined to demonstrate, was the individualist. Figure ii:10, appearing in Jossot’s issue in L’Assiette au Beurre “Panurgisme”, shows three anarchists watching the retreating figure of a smartly dressed gentl[image: Image]eman wearing a top hat and walking with a cane. He is only a grey silhouette, a contrast to the detailed and coloured trio, but his handsome portrait gives him an air of superiority that the anarchists sadly lack. Their clothes are either formless or cling to skinny limbs. The colour scheme of the caricature is based around a mustard yellow which gives the anarchists a sallow, sickly skin tone, creating an overall air of ineptitude and weakness. Each man carries a bomb or grenade but they appear more gauche than threatening. One of the anarchists has a smoking bomb, as if it has already been lit, cradled in one arm, seemingly oblivious to the physical danger it poses. These men, Jossot implied, are more likely to blow themselves up before they can do any harm to society.  [515:  For an account of the terrorist attacks in Paris and the fallout for the anarchist press in particular, see Patsouras, The Anarchism of Jean Grave, pp. 47-55. ] 
Figure ii:10
“He doesn’t belong to any anarchist group and he hs the nerve to call himself libertarian!”
Jossot, ‘Panurgisme”, L’Assiette au Beurre, no. 316, 20/04/1907.


The caption, though giving voice to the anarchists, clearly identifies the gentleman in silhouette as an individualist. The anarchists are apparently - and ironically - incapable of understanding how anyone can be libertarian if they do not belong to a specific group or movement. Their clothes are a visual cue to the reader that these men should be relegated to the proletariat, thus implying a disparaging judgement on their level of intelligence and capacity for independent thought and self-determination. This is confirmed by their inability to appreciate individualism since, as collectivist anarchists, they associate libertarianism with collectivism. This was ironic to Jossot since it implies that these so-called anarchists still cling to a social model with an inherent hierarchy. Jossot was able to use this distinction between individualism and collectivism to highlight the superiority of his version of anarchic thought.[footnoteRef:516] His ability to think creatively and to determine a future for himself independent of social hierarchy and authority meant that he did not have to await a revolution to become a free thinking individual uninfluenced by any external authority. Changing the masses, when even those who sign up for anarchism cannot think for themselves and so decide their own future, will always be a futile ambition, Jossot’s caricature said.  [516:  Jossot used the term anarchism to define himself when he was at the height of his enthusiasm for caricature. Dixmier and Viltard, Jossot: Caricatures, p. 60. In accordance with his individualist definition, he reasoned that his feelings of anarchism stemmed from his isolation from the rest of society.] 


Jossot nevertheless did contribute to Grave’s journal, if not to his ideas. In one of his letters to Grave, Jossot described a caricature with which he seemed particularly pleased:
	“Mon cher Grave, Par ce même courrier je vous envoie un portrait d’actualité, celui du 			lieutenant assassin. Ils le sont tous, ça ne vous dit rien, je précise, le lieutenant tueur de 			femmes, vous y êtes? J’ai lu dans “Le Matin” que ce meurtrier giflait les caporaux, foutait 		son pied aux culs des sergents-majors et ne pouvait voir un drapeau sans pleurer. Bon 			cœur et mauvais caractère, le vrai mousquetaire quoi ! vive l’Armée!”[footnoteRef:517] [517:  Letter from Jossot to Grave, December 1905, no. 816, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. ] 

Jossot seemed, above all in his collaborations with anarchist or anti-authoritarian journalists, to enjoy sharing his ideas with likeminded (or as near as was possibly) individuals. Here, Jossot shared a joke with Grave about how calling a lieutenant a murderer was in fact a pointless qualification because to be an officer was to take killing for granted. He also shared his ironic observations on Le Matin’s outrage: the Republican, and therefore patriotic, daily journal focused its disapproval on the convict’s mistreatment of his non-commissioned officers, and even managed to partly salvage his character by pointing out his apparently sincere patriotism.[footnoteRef:518] This judgement seemed to disregard the women for whose deaths the lieutenant was actually being sentenced. Jossot clearly expected Grave to share his humour and his disgust for the journals whose sympathy was obviously with the army and the charged officer. These jokes were a private thing between two friends whose ideas were dissimilar but whose ends, as Jossot noted, were probably the same.[footnoteRef:519] This camaraderie suggests that Jossot, to a certain extent, saw Grave as something approaching an equal or, at least, someone whose opinion was important to him. His performance of a mocking but endearing caricaturist through his letters indicates that while Jossot did not want to compromise the integrity of his public persona’s indifference to the rest of humanity, he nevertheless wanted to be liked. This suggests that though Jossot claimed to thrive in isolation, and performed the role to the extent that he alienated colleagues like Bérenger, he also craved recognition and admiration. [518:  The mainstream press was a frequent target of the satirists in L’Assiette au Beurre who criticised its tenacious support of the bourgeois regime despite the hypocrisy this entailed. Apparently the irony which was so apparent to Jossot was lost on journals like Le Matin. See Dixmier and Dixmier, L’Assiette au Beurre, p. 252.]  [519:  Letter from Jossot to Grave, no. 813. Note also that Jossot often finishes off his letters with a plea for forgiveness.] 




Reactions to Jossot’s work
These glimpses into Jossot’s character present interesting insights into his strategies for promoting his public persona. Jossot’s attacks followed a pattern which repeatedly outraged his targets, hitting them again and again in the same way so that the wound was never allowed to heal. This ruthlessness, Jossot wanted to show, was an integral part of being a caricaturist and an individualist who, distanced by indifference from his subject matter, was untouched by the slurs on the society to which he belonged. An analysis of the reactions to Jossot’s work will contribute to this study on Jossot’s self-projection both a review of how well he projected himself and some theories, based on the results, of what he hoped his self-projection would achieve. As has already been noted, Jossot’s work sparked a mixed reaction. He was vilified by his targets, in particular the officers who labelled him a Freemason, a distrusted outcast in their society. He was admired and sponsored by his fellow anarchists, socialists and anti-Republican commentators like Henry Bérenger and Jean Grave. He was sought after by editors of illustrated journals both within France and, outside of France, in Prague.[footnoteRef:520] Jossot claimed that he did not target individuals when he attacked the bourgeois institutions.[footnoteRef:521] His targets were the uniforms for their role in broadcasting authority and anonymising the individuals wearing them. Any resemblance to real magistrates, clergy or officers was, according to him, purely by chance. Despite this, his caricatures caught attention partly because members of the assaulted institutions claimed to recognise their faces and took personal insult: [520:  Letter to Jean Grave, 03/12/1906, no. 819, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. ]  [521:  There are a couple of exceptions to this case. The illustration that Jossot described in his letter to Grave, for example, relates to a real person who was in the news and therefore recognisable to Jossot’s readers. Ibidem.] 

	“Morovack, on me l’a déjà dit, ressemble comme un frère à certain Paraf-Javal dont j’ai 			retenu le nom cocasse depuis l’affair Dreyfus, mais que je n’ai jamais vu. La ressemblance 		est donc purement fortuite. En dessin, pareil fait se produit fréquemment. C’est ainsi que 		tous les pagnes des enfants de la Veuve se sont soulevés d’indignation quand parut un 			mien numéro de l’Assiette au Beurre où se trouvait ridiculisé un Fr véritable sosie, paraît-il, 		d’un des plus vénérés parmi les vénérables.”[footnoteRef:522] [522:  Letter to Jean Grave, 03/12/1906, no. 812. Morovack’s and Paraf-Javal’s identities are unclear without the other letters which made up this conversation.] 

The tone of Jossot’s explanation suggests that he was not particularly concerned by the disproportionate reaction to his work. He seemed more amused than anything else, mocking the apparently blind respect and reverence in which certain members of the clerical hierarchy were held. He was possibly aware that the suggestiveness of his style leant itself to his readers discovering their likeness in the vague shapes and forms, more so perhaps than a realist style. Jossot’s caricatures were open to interpretation and built on stereotypes which seemed to only need a few precisions to fit any number of likenesses.[footnoteRef:523] Since these likenesses were up to the imagination of the reader, a repeated feature used to symbolise a particular subgroup (a style of moustache that might have been fashionable among the military, for example) was unlimited in the ways in which it could be personalised to an individual and so interpreted as a personal insult. This might have heightened the affronted loyalty felt by the supporters of the institution since they might have felt they or someone known to them had been unjustly turned into a scapegoat for unspecified and therefore indefensible crimes, their character slurred and deformed for public ridicule.[footnoteRef:524] The ambiguity over whether the caricatures were personally targeted or not was a reason for watching out for each new publication by Jossot helping to build up the artist’s notoriety. His critics and potential targets might buy Jossot’s work to check that either they or someone who was particularly venerated in their institution was not being mocked, whereas Jossot’s friends and supporters would delight in the discomfort felt by his and their mutual enemies. Thus Jossot’s general attacks on institutions became much more serious precisely because there was a whiff of scandal around him of a kind reminiscent of André Gill and his notorious M. X…![footnoteRef:525] [523:  Caricature invites the reader to look again at a subject, to enter into the game of looking for faults that might not have been apparent in an undeformed portrait and learn to laugh at the victim from the caricaturist’s perspective, the ironic outsider looking in. It is not surprising, therefore, that readers accustomed to Jossot’s work would be primed to look for likenesses, even if they were not there. Gombrich, Art and Illusion, p. 302.]  [524:  Alain Deligne discusses the violence of caricature and, most important, the emphasis on the emotional impact. He argues that too much emotional intensity defeats the purpose of a caricature which is to provoke humour. The success of Jossot’s work lay in his light-heartedness which delighted his supporters while leaving his antagonists unable to respond. Deligne, Charger, p. 171.]  [525:  Goldstein, Censorship of political caricature, p. 196.] 


Two anecdotes shared by Jossot can be used to demonstrate first the stigma and secondly the acclaim which were associated with Jossot as an artist. In the first instance, Jossot writes in Goutte à Goutte about a row between him and Camis, the poster publisher with whom he had entered into a five year contract in 1897, over the fraudulent use of one of his ideas for a poster. Jossot had given a mock-up of a poster for Le Petit Journal which, in the end, was abandoned as a project but the mock-up was never returned. In 1907, Jossot took Camis to court when the publisher printed a poster based on Jossot’s original with the head changed to look like Georges Clemenceau. The poster had kept Jossot’s signature with the words “D’après” written above “minuscule, presque invisible”.[footnoteRef:526] At the trial, Jossot had his fellow artists Willette, Steinlen, Chéret and Hermann-Paul to speak in his favour as well as the art critic, Roger Marx. The defence, however, won over the judges by, Jossot alleged, showing them examples of Jossot’s work which targeted the magistrature. Jossot recorded Steinlen’s irony-laden comment to him: “Mon vieux… votre affaire est claire.”[footnoteRef:527] Jossot’s case was thrown out and Jossot was charged with a five hundred franc fine for “abus de citation directe envers un des clients de l’imprimeur.”[footnoteRef:528] Jossot showed his anger for the verdict in his memoirs (“Il ne faut pas confondre Justice avec Équité”) but, personal disappointment aside, the incident shows how reactions to Jossot’s art had concrete repercussions for him outside the field of public debate. He was judged by the evidence of his political opinions rather than the merits of his case. That this reaction was predictable enough to use to sway a legal court (as Jossot’s erstwhile publisher, Camis would be very aware of the sensitivity and interest surrounding Jossot) shows that certain sections of society suspected Jossot’s work to have serious influence over public opinion.  [526:  Jossot, Goutte à Goutte, p. 15.]  [527:  Ibid., p. 15.]  [528:  Ibid., p. 16.] 


In the second anecdote, Jossot’s friends celebrated his impact on the public, not least because it furthered their own political causes. Jossot’s fame as a direct result of the upshot of the “À bas les calottes” poster earned him a commission to decorate the menu for a banquet held on Good Friday for the Salon des Familles à Saint-Mandé.[footnoteRef:529] This commission was an excellent piece of publicity for Jossot and a marker of the respect he had earned in the artistic community since it put him in the spotlight in front of an elite audience. Jossot was given a seat at the table of honour, another indicator of the esteem the anarchists and socialists held for him. Jossot took the opportunity to mock his fellow polemicists in his memoirs, pointing out that their idealism was inherently ironic: they delighted in sharing fantasies of a utopian future, fantasies which were all the more popular for being hopelessly romantic and unrealistic.[footnoteRef:530] Jossot presumably enjoyed the irony that his cynical caricatures fed their idealism, meaning that a part of the caricature’s complex humour had escaped the anarchist audience and remained a private joke for him to enjoy. That they appropriated his work for their own ideas, however, shows how Jossot’s style and message had been accepted into the intellectual visual idiom. Jossot’s work would instantly trigger thoughts of rebellion against the authorities in the minds of the anarchists and socialists, regardless of the actual content. It became shorthand for a kind of gleeful, subversive revolt which made his readers among the socialists and anarchists feel optimistic and powerful simply by seeing and buying Jossot’s work. Both these anecdotes show the consequences of Jossot projecting himself as an insouciant and rebellious artist with anarchic opinions. In both, Jossot’s public persona seems to have been taken as anarchist, perhaps more than Jossot intended, making him a potential threat to the social order which favoured the status quo. According to Jossot’s retrospective self-assessment in his memoirs and his description of the caricature in his article in l’Estampe et l’Affiche, this interpretation of his public persona is close to what he intended which suggests that his self-projection was successful. That Jossot saw himself in a more nuanced light, however, also suggests that Jossot’s readers interpreted his self-projection in the context of the period, when anarchism was at its peak influence, and so labelled him an anarchist without fully appreciating the message behind his public persona. [529:  Ibid., p. 22.]  [530:  In his article for La Rue, Jossot mentioned how he (ironically) completely agreed with another attendee who claimed that the speeches were impossibly unrealistic. Jossot, ‘Souvenirs de l’assiette au beurre par Jossot”, p.3.] 


Jossot’s art had a symbolic significance for readers beyond the circle of elites and, in the minds of the popular classes, it seems that his public persona was pulled out of his control. As has already been mentioned, “À bas les calottes” was used as an emblem or standard in riots against Catholicism in several provincial towns in 1903. While the poster was meant to advertise the anticlerical journal L’Action, it was not only a copy of the journal which was used as a symbol of revolt against clerical dominance in French society even though the journal was more relevant and verbally eloquent for that cause. It was Jossot’s poster as well which attracted the ire of the ordinary clergy.[footnoteRef:531] In one ironic incident that Jossot heard from Bérenger, a priest was prevented by an army lieutenant from trying to tear down a poster. In front of a crowd of hostile onlookers, the abbé and his companion tried to flee back to their church but they were caught by two policemen.[footnoteRef:532] Jossot could not help but enjoy the paradox of an officer defending a poster which showed up his own class but the wider significance for an artist engaged in the political debate is fascinating. Jossot’s poster became a symbol in the eyes of the people which meant more than the original message intended by the artist. Jossot himself became a symbol in the national idiom for protest that went beyond his own professed political views. As an engaged artist, he meant more to the people simply for what he represented than for the details in what he said. But what he represented to them was closely tied to the anticlerical movement rather than individualism, meaning that the nuances of Jossot’s public persona were overridden by the cultural appropriation of his brand. [531:  Dixmier and Viltard published a photograph of a small group of people pointing at a large copy of Jossot’s poster hanging on a wall. Their smugly satisfied smiles suggest that they are using Jossot’s poster to communicate their emotions towards the clergy and other institutions represented. See Dixmier and Viltard, Jossot: Caricatures, pp. 58-59. ]  [532:  Jossot, Goutte à Goutte, p. 22.] 



Jossot appearing in self-portrait
As Jossot’s memoirs show, Jossot was aware of the public reaction to his art and the ways in which his work was misinterpreted or used by others for monetary or propaganda reasons. Jossot tried, however, to take control of projecting his own image and his status as an artiste engagé by introducing his self-portrait as an explicit carrier for his public persona. Jossot’s self-portraits did not start with the beginning of his career even though a lot of his early work had autobiographical threads running through it. From 1904, they began appearing mostly in Jossot’s issues for L’Assiette au Beurre. At this time, Jossot had started to consolidate his position as an individualist. He read works by the nihilist philosopher Friedrich Nietzsche (1844-1900) and L’Ennemi du peuple, a journal directed by Georges Darien, and discussed his theories on individualism with Jehan Rictus (probably his closest friend during this period) and Jean Grave.[footnoteRef:533] In a letter to Grave, Jossot argued for individualism as a foil for Grave’s anarcho-communism: [533:  Jehan Rictus (1867-1933) was a French poet and song writer producing works written in a form of popular argot between 1897 and 1933. He was also well known for writing a daily diary from 1898 to 1933 which is used as an early example of an autobiography. He was an individualist like Jossot and a close friend until the First World War when, having taken a strongly nationalist stance, he fell out with Jossot over Jossot’s pacifism. See Frédéric Verger, “Jehan Rictus Diariste.” Revue Des Deux Mondes, 2015, pp. 150–153. JSTOR, www.jstor.org/stable/44435895, accessed 14/04/2019.] 

	“Je ne revendique nullement pour moi cette étiquette [anarchism], mon idéal étant de n’en 		point avoir. Mais d’autres qui furent de terribles démolliseurs méritent, il me semble, d’être 		qualifiés anarchistes (Nietzsche, Carlyle, Emerson). Et pourtant, c’étaient des gaillards qui 		se refusaient absolumment (sic) à bêler avec le troupeau. Ils ont tout de même fait de rude 		besogne. Et leur action, celle qui consiste à répandre des idées, est, à mon avis, la seule 		vraie: il faut tout attendre de l’évolution et rien de la révolution.”[footnoteRef:534] [534:  Letter from Jossot to Grave, 7th October 1906, see file 14AS/184/B, no. 832, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris.] 

Here, Jossot clearly tried to redefine what it truly meant to be an anarchist: someone who refused to go with the crowd and instead spread liberating ideas. He remarked that hoping for a dynamic change by way of mass revolution was an exercise in futility so long as men themselves had not changed. This was a swipe at Grave’s optimism for a bottom-up revolution triggered by inspiring the working classes to overthrow the bourgeois government. Grave’s hope that journals like his could be the tools to educate the masses was, as has been noted above, scorned by Jossot and his self-portraits reflected this scorn. Jossot’s writings and portraits always showed him standing alone and aloof to members of all classes of society, situating him as an outcast who emancipated himself from the confines of society. Though Jossot claimed to have no admiration for Nietzsche personally (in a later letter, he said that Nietzsche was a weak and delicate person in his private life),[footnoteRef:535] he was inspired by[image: pasted-image.tiff] the model of the ideal man Nietzsche created in his written works and, indeed, in Nietzsche’s heroism as a writer brave enough to spread ideas which were so inspiring to future budding individualists: [535:  Letter from Jossot to Grave, 9th October 1906, see file 14AS/184/B, no. 833, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris.] 
Figure ii:11
“He hasn’t got a label!”
Jossot, ‘Médiocratie’, L’Assiette au Beurre, no. 296, 01/12/1906.

	“il a contribué à faire éclore l’énergie et le sentiment de la dignité individuelle dans nombre 		de cerveaux.”[footnoteRef:536] [536:  Ibid., Nietzsche idealised a man who would be the exception to the herd, the majority of humanity, whose “inexhaustible fertility and power keep up the faith in man”. This superhuman figure would be much more capable of stopping the decadence of society, a theme which Nietzsche accepted as fact, than the egalitarian “last man” that the social democracy of the late nineteenth century was creating. These “last men” would sacrifice truth and future prosperity and development in order to protect their present existence. The similarities between Nietzsche’s comparison between his ideal man and the rest of humanity and Jossot’s self-presentation compared to the sheeplike bourgeois and proletariat are marked, suggesting that Jossot was strongly influenced by Nietzsche. See Dale Wilkerson’s entry on Nietzsche in the Internet Encyclopaedia of Philosophy: https://www.iep.utm.edu/nietzsch/#H5, accessed 13/04/2019.] 

Jossot clearly wanted to show that he was one of those inspired to pick up the baton and start spreading his own liberating ideas in his art and writings. His idea of evolution was to do what he himself had done: break away from a need to belong to parameters defined by society. Figure ii:11 demonstrates this stance. Jossot stands facing a group of men who represent different political factions: an anarchist, a nationalist, a radical socialist and a royalist. Each of the four wear a label identifying them as a member of their party, either on their hatband or on a tag on their chest. Jossot, in contrast, is wearing a plain grey cloak over his clothes. He is identifiable as an artist by his bohemian attire but he is otherwise, in particular politically, anonymous. According to the caption, this is shocking to the other political representatives. They define being engaged politically as belonging to a political party, as having a label which clearly and immediately states the individual’s sympathies and enmities. Despite Jossot’s obvious pleasure in being non-conformist, he was less original in this position than the above caricature suggests. Venita Datta has shown that, though the first intellectuals to get politically engaged defined their engagement through the influence they could have on political parties, those who were unable to be elected then styled themselves as independent influencers of public thought, turning their lack of overt political allegiance into a virtue of impartiality and perspective.[footnoteRef:537] Jossot’s undefined figure was nevertheless a statement of his individualism and his freedom from the fetters of conventional politics. By placing himself in opposition to an anarchist, Jossot demonstrated that even anarchists, who claim to be against the conformism espoused by the bourgeoisie, are shackled by belonging to a political group with a set path which must be followed by all members.[footnoteRef:538] Jossot’s portrait smiles broadly as the others peer at him with expressions ranging from shock to fear. Jossot wanted to appear very aware of his status as a political oddity and unashamed of it. He was also determined not to change to conform with society’s definition of what was acceptable, even if it meant being shocking. [537:  Datta, Birth of a National Icon, p. 78.]  [538:  In Peter Kropotkin’s entry to the Encyclopaedia Britannica for anarchism, he defined anarchism as a way of life and social organisation that was brought into being through the mutual agreement of the society members and, crucially, not through obedience to any authority. It is just this obedient following of the crowd for which Jossot accused the anarchists. See "Anarchism",
from The Encyclopaedia Britannica, 1910. Peter Kropotkin, http://dwardmac.pitzer.edu/Anarchist_Archives/kropotkin/britanniaanarchy.html, accessed 13/04/2019.] 


Jossot’s individualism could be classified as “individualisme spectaculaire”, a term coined by Georges Palante in 1913.[footnoteRef:539] Palante characterised this type, if individualists can be so easily categorised, as aristocratic pessimism. This defines the individualist as an observer who retreats from society and only sees it as an object for intellectual curiosity, having decided that society will never be able to meet his expectations of the ideal. This could be used to partly describe Jossot who, as will be explored in the next section, frequently felt the need to withdraw from Parisian life but always enjoyed commenting on society as he saw it. He explored, through breaking taboos and ridiculing social mores, how far he could push public opinion before it turned on him for being too outrageous. Jossot had a penchant for exhibiting himself in the public eye, drawing attention to himself in a way which forced others to make room for him in the political debate. Jossot’s choice to publish his self-portraits in L’Assiette au Beurre indicates that he wanted his peers among the bourgeoisie to recognise him and pay attention to him, even if it was because his political position disturbed their ideas of what was owed to certain institutions in terms of respect. This self-projection suggests that Jossot was determined to control how others saw him to the extent that he micromanaged his appearance in the public eye through his most visible platform, his caricatures. Here he could make the distinctions between himself and his opinions and the opinions held by others who he categorised as the general public which explicitly isolated him, all the while making him appear to have a superior intelligence and wit over his polemical adversaries. [539:  Georges Palante, Les Antinomies entre l’individu et la société, Paris, F. Alcan, 1913, p. 66, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k114275f/f73.image, 06/12/2018.] 


One of the clearest examples of a Jossot self-portrait (figure ii:12) is the final page of Jossot’s issue of L’Assiette au Beurre ‘Panurgisme’. The portrait shows Jossot standing to the front of the image, the sleeve of his forearm casually spilling over the lower frame of the image.[footnoteRef:540] He is beautifully dressed with all the accessories of the bohemian male attire - a signature part of his portrait intended to boast his refusal to wear the costume of traditional urban masculinity represented in the businessman’s suit - jauntily on display: the hat perched at an angle, the pipe cocked in his hand, the cane tucked under his elbow.[footnoteRef:541] He is fit, lean, has a full head of hair and beard, showing off his own youthful vir[image: Image]ility. Behind him, other men stare in dismay, their faces are thin and sallow and their suits just formless black shadows in the background. It is Jossot, larger than life, bursting out of the image, who commands the reader’s attention. His wide grin, the warm colours in his hands and face, the red of his eyes which match his full lower lip and the bright red backdrop all contrast against the monochromatic, miserable on-lookers who represent public opinion. Public opinion, capitalised in the caption, was styled as the unspoken judge [image: Image]and jury in society.[footnoteRef:542] Its influence was supposed to check outrages to the shared moral codes upon which the bourgeoisie was established. Jossot showed that he was very aware of the respect normally accorded to this nebulous opinion and demonstrated clearly that he not only disregarded its influence, he delighted in openly challenging it. Jossot undermined the dignity and authority given to those who symbolised and led public opinion, the powerful institutions staffed by the elite which supported the bourgeois regime. His smiling self-portrait invited his reader to laugh with him and share his audacious superiority as the artiste engagé who was strong enough to break the chains that society had put on freedom of thought. [540:  Jossot, ‘Panurgisme”, L’Assiette au Beurre, 20/04/1907, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k1048396p/f19.item, 22/08/2017. Panurgisme is synonymous to conformism and the entire issue is a demonstration of Jossot’s disdain for following the crowd.]  [541:  Garb, “Masculinity, Muscularity and Modernity in Caillebotte’s Male Figures”, p. 62.]  [542:  Robert Darnton writes how the constructed character of public opinion started to have an impact on governmental decisions from the eighteenth century. Robert Darnton, 'The High Enlightenment and the Low-Life of Literature in Pre-Revolutionary France', in The Literary Underground of the Old Regime (Cambridge, Mass., Harvard University Press, 1982), p. 33.] 
Figure ii:12
“I have public opinion against me…”
Jossot, ‘Panurgisme”, L’Assiette au Beurre, 20/04/1907.
Figure ii:13
Jossot, ‘L’Honneur’, L’Assiette au Beurre, 01/06/1907,
“Whatever happened to your colleague who represented the
honour of the army?…”


Jossot used that laughing countenance to establish his power over his antagonist. In Figure ii:13, Jossot portrayed himself laughing in the face of an officer, mockingly raising his hat as he asks what happened to one of the officer’s colleagues who represented the honour of the military, implying that he had in fact brought dishonour to the French army. As the officer to whom Jossot is referring is unidentified, it is hard to know for whom his reference could be intended. It could be inferred, however, that, since this illustration was published a year after the official pardon of Dreyfus (in 1906), it could be a reference to one of the officers who was involved in incriminating Dreyfus such as Major Mercier, Marquis du Paty de Clam or infantry officer Ferdinand Esterhazy, both of whom were disgraced in the fallout of the affair.[footnoteRef:543] Alternatively, it could refer to one of the officers, principally the secretary for the military General André who was implicated in the affaire des fiches (starting in 1900 but coming to a climax in 1903-1904), a government attempt to prioritise the promotion of republican or secular officers over their religious counterparts, in which secret files were collected about military personnel and used to make selections.[footnoteRef:544] In both cases, the honour of the army was brought into question by the deceptive behaviour of the implicated officers. In figure ii:13, Jossot drew himself as slightly taller than his antagonist, so that he was able to look down into the officer’s eyes. His mouth, open both in speech and with a wide smile, is painted with brightly red lips, drawing attention to it and, in extension, to Jossot’s voice.[footnoteRef:545] In this image, Jossot appears to model the superior man: someone who has evolved to stand outside of society with the perspective gained both from distance and from being able to look down on what he sees. Jossot’s position of superiority is ironic given that the officer is in full regalia to symbolise his position of authority and social status, the cross of the Légion d’honneur on his chest. Instead of being confident and aloof, however, the officer looks surprised, even frightened by Jossot who has come to loom over his shoulder. Jossot is characteristically represented by his bohemian garb which does nothing to identify him as a man with political status and yet Jossot’s body language and ridiculing manner show that he has assumed the role of social judge. Jossot asserted himself as someone who could mock the highest ranks in society with impunity because of his individualism and non-alignment with any political faction. Jossot used mockery as his weapon to impose a semblance of power on his peers and as an essential characteristic of the superior man: the individualist was someone who was so indifferent to the concerns of his own society that he found them comical. [543:  Kleeblatt, The Dreyfus Affair, p. xvi.]  [544:  Guy Thuillier, “A Propos De L'affaire Des Fiches: Le Maintien du Système des Fiches de 1905 A 1914.” La Revue Administrative, vol. 50, no. 295, 1997, pp. 21–25. JSTOR, www.jstor.org/stable/40774252.]  [545:  Baudelaire noted how caricature is a dual medium, containing aspects of verbal and visual art. The fact that Jossot emphasised his talent in both aspects reinforces the impression he wanted to give as the archetypical caricaturist. Dixmier, Duprat, Guignard and Tillier, Quand le crayon attaque, p. 138.] 


Disenchantment with caricature
A study into Jossot’s life through sources beyond Jossot’s memoirs suggests that Jossot’s bold individualist persona was a front for his personal insecurities and depression, particularly the difficulties he suffered coming to terms with the death of his child, Irma, in 1896. Jossot’s projected confidence and insouciance did not impress everyone and this rejection, coupled with his personal tragedy, undermined Jossot’s self-confidence and his desire to create caricature. L’Assiette au Beurre started refusing some of Jossot’s riskier projects in 1904, probably due to a change in leadership at the journal.[footnoteRef:546] Jossot broke with the journal for two years (1904-1906) and, when he returned, his ideas showed a much more pessimistic view of humanity. His attacks were still levelled at bourgeois values but his later targets were of a more abstract nature: morality, honour, respect of institutions. Jossot’s pessimism extended to caricature as a medium, possibly betraying a personal crisis of confidence and depression. Jossot’s correspondence with Rictus shows that he was considering abandoning caricature in favour of painting, a position he repeated in his correspondence with Grave. Michel and Elizabeth Dixmier suggest that this progression is the culmination of a more long term decline of enthusiasm for caricature.[footnoteRef:547] Despite carrying a reputation for the rambunctious caricaturist who displayed his individualism with style and panache, Jossot appeared to be discontented with his profession underneath the public persona.   [546:  Dixmier and Dixmier, L’Assiette au Beurre, p. 310. In 1903, the founding editor of L’Assiette au Beurre, Schwartz, found himself in financial difficulty and went bankrupt. The journal was taken over by the more conservative André de Joncières from 1904. It was de Joncières and the tighter oversight he had over the contributions to the journal which caused friction with Jossot. Ibid., pp. 23-30.]  [547:  Ibid., p. 311.] 


When Jossot apparently started to have doubts about caricature, he was at the apex of his career and, aside from his personal letters, there was nothing to point towards his waning enthusiasm. This suggests that Jossot was good at using his public persona to hide the weaknesses in his mental health. Around 1904, his art was the subject of public protests both for and against his vision of institutional authority; he was being commissioned for posters and caricatures by editors and publishers who knew that his art sold well. Jossot’s disaffection with caricature therefore seems inconsistent with the evidence. Jossot claimed, however, that he was not getting the kind of attention that he wanted, principally the respect and esteem of his peers for his radical ideas. Jossot explained in his article in La Rue:
	“J’avais pris Paris en dégoût : les jalousies confraternelles, la difficulté de placer des 			dessins subversifs, les critiques malveillantes. Mille et un coups d’épingles que je recevais 		quotidiennement m’excédaient.”[footnoteRef:548] [548:  Jossot, “Souvenirs de l’assiette au beurre par Jossot”, p. 3.] 

Jossot explained that it was the artistic community itself, both fellow artists and the critics who followed them, which wore him down and was possibly a major contributing factor to his depression.[footnoteRef:549] In amongst the reasons Jossot cited to explain his dissatisfaction was the difficulty to have his more controversial ideas published. For Jossot, as noted in the preface of his memoirs, Goutte à Goutte, ideas were more important than a beautiful drawing style, especially if they challenged conventional views that were accepted and taken for granted.[footnoteRef:550] To have these ideas refused by the journal which had once given him a platform to be as violent and obscene as he wished was probably a severe blow to his confidence and his respect for his fellow artists.[footnoteRef:551] While Jossot could pretend to be indifferent to the opinions of others, it is clear that he was sensitive to criticism, particularly of the core values upon which he built his public persona, and that this criticism caused him to change his modus operandi. This suggests that Jossot wanted to be accepted and admired as an artist and that he was eventually prepared to sacrifice his status as a famous caricaturist to be achieve professional recognition. [549:  Jossot was also subject to depression over the death of his daughter, Irma. In his correspondence with Rictus, Jossot still showed a deep sadness for the loss of Irma in 1921. Dixmier and Viltard, Jossot: Caricatures, p. 114.]  [550:  Jossot, Goutte à Goutte, pp. 1-2.]  [551:  Dixmier and Dixmier suggest that it was in 1904, just before Jossot decided to make his first trip to Tunisia, that de Joncières, the then editor in chief of L’Assiette au Beurre, refused several of his ideas (including an attack on school teachers and on the infantry). Dixmier and Dixmier, L’Assiette au Beurre, p. 310.] 


In his memoirs and retrospective article, which Jossot used to cover up the inconsistencies between his behaviour and his public persona despite the long time difference between the lived events and their publication, Jossot identifies the burden of being famous as the cause of his problems:
	“Pour conserver une place si péniblement décrochée, il aurait fallu se démener, s’agiter, 			déployer de la diplomatie, lutter sans cesse. Or, je ne suis pas un homme d’action. J’aime 		la tranquillité et la solitude. Décidément, la vie trépidante des boulevards ne me convenait 		pas.”[footnoteRef:552] [552:  Jossot, ‘Souvenirs de l’assiette au beurre par Jossot’, p. 3.] 

This is a curious perspective for Jossot to have taken on the subject of his fame, especially when he seemed to have courted that fame through his many controversial posters, not to mention his self-projection through his self-portraits. Reading between the lines in the article (Jossot goes on to explain that this realisation precipitated his decision to emigrate to Tunisia), it is possible that Jossot was struck with a particularly strong aversion to the pressures of maintaining a public presence and reputation when his submission to the Salon des Humoristes in 1911, La Chimère crucifiée, was refused. This happen about six months before Jossot left for Tunisia for the last time (he had travelled back and forth to Tunisia three times prior to this starting in 1896).[footnoteRef:553] This final blow came at the end of about five years in which Jossot was increasingly abandoning caricature for painting. The choice to turn to painting, a more academically and critically acclaimed medium, was probably not accidental and reinforces the interpretation of Jossot’s life that he was trying to attract admiration from his peers and colleagues for his ideas and his art as well as for his potential for the anarchist cause.  [553:  Dixmier and Viltard, Jossot: Caricatures, pp. 176-177.] 


Jossot had finally decided that working purely with caricature, a medium which had for the past decade, been received with scorn because of its associations with low quality art and political publications, was harmful to his public image as a talented artist and his private correspondence reflects how this public disapproval gradually changed his professional approach. Caricature, as he wrote to Rictus, was nothing but “un exutoire de la Haine”, a declaration which, though made in private, demonstrated Jossot’s fears that his public persona was seen as little more than a source of vitriol without weight or substance. Furthermore, in his article for La Rue in 1946, Jossot explained his disenchantment as the result of being “fatigué de lutter en vain” against the bourgeois institutions and to show the truth of their hypocrisy to his compatriots. To conclude, Jossot seemed to be increasingly doubtful that he was achieving the idealistic goals he set for himself as an individualist and a caricaturist. Painting may have been his attempt to regain some (self-) respect because it provided what caricature could not: the esteem of his more conventional peers. When Jossot’s work was rejected by the salon, however, it would seem that Jossot had failed in this new approach. Despite changing his medium to painting, Jossot remained consistent in his belief in his self-worth as a man of wit; when his painting was rejected for not being funny enough, it was a blow to an aspect of his public reputation in which he placed not a small amount of pride. Jossot’s decision to remove to Tunisia looked like a bold and eccentric leap for an individualist, especially when closely followed with a conversion to Islam and a declaration that he wanted nothing to do with the resident colonialists but rather to bury himself amidst the indigenous population. It may have looked like the bold rejection of France and French society that Jossot portrayed it as in his article for La Rue:
	“Décidément, la vie trépidante des boulevards ne me convenait pas. Je pris une brusque 		décision… J’abandonnais définitivement l’Occident, avec l’intention de me faire oublier et 		de vivre à l’orientale parmi les Arabes.[footnoteRef:554]  [554:  Jossot, “Souvenirs de l’assiette au beurre par Jossot”, p. 3.] 

The idea probably seduced him. He wanted to reinvent himself and distance himself from the ugliness which, despite being the content of his celebrated caricatures, had started to weary him.[footnoteRef:555] As had been shown by the example of Dr Grenier, accepting the indigenous culture of the colonies, especially Islam, was interpreted by a considerable proportion of the Parisian press as a sign of betrayal and abandonment of la patrie just when France and its traditional institutions, the army and the Church, were most in need of bolstering. By emigrating to Tunisia, Jossot could take this act of rebellion a step further than Grenier, who returned to France, by symbolically and permanently rejecting French culture. But this emigration was also an escape from the expectations and rejections of a culture into which he had never quite fitted and had long since tired of forging a place for himself.  [555:  Dixmier and Viltard, Jossot: Caricatures, p. 164. Dixmier and Viltard speculated that there might have been a connection between Jossot’s weariness of ugly caricature and his choice to convert to an iconoclastic religion such as Islam. Jossot’s letters to Rictus also show that he was seduced by a landscape that was mostly empty of people. See the letter from Jossot to Rictus from Gafsa, 20 Nov. 1904, accessed at http://gustave.jossot.free.fr/lettres.html, 16/08/2019.] 


Coda
Ostensibly, Jossot moved to Tunisia to find an entirely new aesthetic landscape where he could recreate himself as a fine artist. He did not, however, abandon satire. Between 1907 and 1920, Jossot turned to journalism to continue his satire in journals like the “indépendantiste La Voix du Tunisien”.[footnoteRef:556] There he made biting accusations against Tunisian society, all the while maintaining his independence as he refused to let Catholic law, through his criticisms of Islamic society, appear to be in the right. The causes he chose to defend were, characteristically for him, not of the mainstream: he lent his voice to women in their fight to abolish the Islamic custom of cloistering them.[footnoteRef:557] During the First World War, Jossot wrote in journals like Le Bonnet Rouge and La Tranchée Républicaine to castigate the violence of the war. His articles were heavily censored, at times leaving nothing but the title. His pacifist stance also cost him several of his friends from his life in France: Jehan Rictus, Henri Bouchard and Jean-Julien Lemordant all came out as nationalists during the war.[footnoteRef:558] After the end of the war, in 1920, Jossot’s vow to never go back to caricature proved to be short lived and he started producing caricatures again, in the Algerian and Tunisian press, with a similar humorous, at times bitter, exasperation for the rest of humanity.[footnoteRef:559] This exasperation was strongly in evidence when he publicly washed his hands of humanity at the outbreak of the Second World War, returning to his rhetoric of stupid sheep being herded by stupid shepherds.[footnoteRef:560] Jossot’s fortune was devalued in the fallout of the Second World War forcing him to return to drawing later in life despite being in his eighties and needing to care for his ailing wife.[footnoteRef:561] He produced an album of drawings and caricatures with the help of Henri Poulaille but he refused to do any more after that, declaring himself thoroughly disgusted by the subject matter he was treating.[footnoteRef:562] Despite his weariness, Jossot was proud at the end of his life that his opinions had not been changed and that he had managed to maintain throughout his independence, his individualism, his non-conformism and his antiauthoritarian attitude. His self-presentation continued more or less unchanged through his journalism (no longer appearing in self-portraits) and in his memoirs Le Fœtus recalcitrant (1939) and Goutte à Goutte (unpublished and still in progress at his death in 1951). This picture of aristocratic individualist anarchism is thrown into relief when it is contrasted with an artist who embraced its opposite. Aristide Delannoy spent his short professional life portraying the working class man as the hero of the anarchist future and the agent of the hoped-for revolution. Of the four artists in this study, Delannoy’s anarcho-communism was perhaps most closely in line with Jean Grave’s view of anarchism and the position of the intellectual artist as an enabler and mouthpiece for the oppressed working classes. [556:  Dixmier and Viltard, Jossot: Caricatures, p. 164.]  [557:  Ibid., p. 164.]  [558:  Ibid., p. 165.]  [559:  Ibid., p. 168. Jossot proved to be surprisingly productive, as the single artist in an exhibition devoted to his work apparently filled two rooms on the walls, bookshelves and tables set out for public viewing.]  [560:  Ibid., p. 165.]  [561:  Ibid.., p. 168.]  [562:  Ibid., p. 172.] 



Aristide Delannoy
“J’ai cru longtemps avoir vu le jour dans une vieille maison de la rue du Pot-d’Etain, à Béthune. Dernièrement un représentant de la sûreté m’affirma fortement que j’étais né en Russie ou en Allemagne; puis il m’assura qu’en réalité j’exerçais non pas la profession de peintre mais celle de faux-monnayeur. Pour l’amour du vrai, utilisez vos belles relations et obtenez l’autorisation de consulter mon dossier à la Préfecture. Prenez quelques notes et publiez-les, si vous tenez à parler de ma personne: cela ne sera, ni plus, ni moins ridicule que ce que je pourrais vous en dire.” Aristide Delannoy par lui-même.[footnoteRef:563] [563:  Dixmier and Dixmier, L’Assiette au Beurre, p. XXXVI.] 


Aristide Delannoy (1874-1911) was born in Béthune in the Pas-de-Calais department of France. His parents came from the petite bourgeoisie and owned a clockmaking business but Delannoy’s ancestors were alleged to have come from the labouring community which dominated the northern French demography: “on sentait en lui le mineur déraciné”.[footnoteRef:564] To pursue a career as an artist, Delannoy travelled first to Lille to study under Pharaon de Winter[footnoteRef:565] and then to Paris in 1897 to study painting at Léon Bonnat’s[footnoteRef:566] studio.[footnoteRef:567] His education suggests that he aspired to be a professional fine artist but, having to support a young family from an early age, Delannoy put this ambition aside to earn a living as an illustrator in satirical and political magazines and journals from 1900.[footnoteRef:568] From these humble origins, Delannoy built up a reputation as an acerbic and darkly humorous caricaturist: “nous étions tous tombés d’accord pour admirer son grand talent fait d’observations et de verve un peu amère”.[footnoteRef:569] His work regularly appeared in L’Assiette au Beurre, La Guerre Sociale, Les Temps Nouveaux and, from its launch in 1908 to shortly before his death in 1911, Delannoy was the house artist for Les Hommes du jour. [564:  Victor Méric, ‘Aristide Delannoy’, Les Hommes du jour, no. 173, 13/05/1911, p. 2, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k442409z/f2.image, 16/10/2017. Victor Méric (1876-1933, a.k.a Flax, born Victor Célestin) was born to a family of left wing militants and quickly became associated with anarchism, particularly with anti-militarism. In 1908 he founded Les Hommes du Jour with Henri Fabre where he was the principal writer of the biographies featured in each edition. He later was involved with the Communist Party where he became the director of the French section of the International Communist movement in 1920. He was increasingly hostile towards the authoritarian direction from Moscow and fell out of favour, losing his directorship in 1922. He remained involved with communist politics and was a founding member in 1923 of the opposition communist party in France and, in 1931, founded the Ligue internationale des combattants de la paix. See his memoirs À travers la jungle politique et littéraire, two volumes published in serial format, (Librairie Valois,, 1930/1931), accessed at https://fr.wikisource.org/wiki/%C3%80_travers_la_jungle_politique_et_litt%C3%A9raire and https://fr.wikisource.org/wiki/%C3%80_travers_la_jungle_politique_et_litt%C3%A9raire,_2e_s%C3%A9rie, 08/04/2019.]  [565:  Pharaon de Winter was a Flemish artist praised for his portraiture and his pointillist style. He was a professor at the école des Beaux-Arts from until 1902. See G.-P. Leenhouder for a review of a book written about De Winter by his son, Zéphyr. G.-P. Leenhouder, ‘Pour notre Patrimoine intégral’, Le Beffroi: Revue mensuelle d’action regionaliste, January 1928, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k1260557t/f16.image.r=%22pharaon%20de%20winter%22, 08/12/2017. ]  [566:  Joseph-Florentin-Léon Bonnat was a classical painter and portraitist born and working in Bayonne whose style was avant-garde for much of his life and boldly realist. See Antonin Personnaz and Georges Bergès, Le Musée de Bayonne: Collections Bonnat, (Paris, 1925), accessed at http://gallica.bnf.fr/ark:/12148/bpt6k62405935/f9.image.r=bonnat, 20/12/2017.]  [567:  Poulaille, Introduction to Aristide Delannoy, Un Crayon de Combat, pp. 7-8.]  [568:  Delannoy still produced high quality oil paintings of his press illustrations, the originals of which are kept at a private library managed by Michel Dixmier.]  [569:  Méric, ‘Aristide Delannoy’, p. 2.] 


The best account of Delannoy’s life and work is a collection of his art and contributions to journals like L’Assiette au Beurre and La Guerre Sociale compiled by Henri Poulaille. Poulaille wrote an introduction to this collection, noting his childhood fascination with the anarchist and avant-garde arts journals of the first decade of the twentieth century before giving Delannoy’s detailed biography. This text helps to answer why Delannoy chose the subject matter that characterised his work and became an anarchist artist. As this chapter will be analysing Delannoy’s art from his perspective as much as possible, these insights into his personal life have been very useful. The rest of the text gives a brief overview of the main themes of his work, describing the significance of the content while not really exploring the full implications of what it meant to Delannoy personally to be an artist. This study will build on the facts given in this text to explore how holding onto his roots in the mining community when he moved to Paris became the focus of his strong sense of social responsibility. This chapter will explore how these roots might also be why he was such a seductive figure to the anarchist arts community, so much so that they turned him into a martyr. He represented to them a bridge between the bourgeois world of socialist and anarchist artists and the working class world to which they hoped to reach out with their art.[footnoteRef:570] A biography and account of Delannoy’s contributions to L’Assiette au Beurre also appears in Michel and Elizabeth Dixmier’s monograph on that journal.[footnoteRef:571] The details given in this text provide a useful cross-section of Delannoy’s preferred subject content and also show insights into Delannoy as an artist-reporter as well as a social commentator. Though the focus is on Delannoy’s contributions to L’Assiette au Beurre, the biography also extends to Delannoy’s other contributions, including Les Hommes du Jour and even gives some of the material written about Delannoy by other artists. The aim of the biography is, however, to be descriptive rather than analytical. This study will build on this factual account to explore how Delannoy saw and projected himself as an anarchist artist and how others interpreted and extended on this narrative. [570:  Bouchard writes that anarchist artists were excited by prospect of using their art for propaganda purposes and so have an influence on society. Anne-Marie Bouchard, ‘"Mission sainte". Rhétorique de l’invention de l’art social et pratiques artistiques dans la presse anarchiste de la fin du XIXe siècle’, Études littéraires, vol. 40, n° 3, 2009, p. 101-114, p. 108. Accessed at http://id.erudit.org/iderudit/039247ar, 12/10/2019.]  [571:  Dixmier and Dixmier, l’Assiette au Beurre, pp. 284-290.] 


As the purpose of this study is to understand as much as possible how the artist defined himself, autobiographical material is very helpful. Unfortunately, unlike the rest of the artists in this study, Delannoy did not leave behind extensive autobiographical material. There is, however, a sizeable collection of letters kept by Jules Grandjouan and Jean Grave which give insights into Delannoy’s close friendships and working relationships.[footnoteRef:572] Another useful text on Delannoy’s life is the obituary written by his friend and colleague Victor Méric which gives specific details about how Delannoy came to be an integral member of the team behind the satirical biographical journal Les Hommes du Jour.[footnoteRef:573] The founding concept of the journal was to publish a portrait of a leading political or public figure every week, either mocking and denigrating or applauding as the authors saw fit. Firmly situated on the left of the political spectrum, Méric (the author of the biographies) and Delannoy (the artist behind the portraits) were unrestrained in their violence against figures like Clemenceau who they labelled as traitors to the socialist cause. The obituary provides an account of Delannoy from the point of view of a friend who was also a colleague and fellow anarchist activist. It is therefore valuable for this study because it gives insights into the qualities anarchists admired in each other and in Delannoy in particular which shows how Delannoy might have seen himself and how he might have wanted to present himself to the wider public. The work Delannoy contributed to this journal will be important for understanding why creating portraits chargés appealed to Delannoy and how much weight they had in his overall œuvre. To understand the context of the society in which Delannoy was working, Louis Patsouras’ book on Jean Grave and his work as a leading anarchist journalist is a useful guide.[footnoteRef:574] While not mentioning Delannoy much, it offers useful insights into how the anarchist community organised itself and its goals. The struggles faced by journalists are particularly relevant in Delannoy’s case as his trial has since been referenced by historians as the best example of an attempt to silence political protest in art since the lifting of blanket censorship in 1881.[footnoteRef:575] [572:  For the letters from Delannoy to Jean Grave, see file 14AS/184/B, no. 172 - 179, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. Delannoy’s letters to Grandjouan, including letters written to Grandjouan about Delannoy by his brother Gustave are kept in private collection held by Michel Dixmier.]  [573:  Méric, ‘Aristide Delannoy’, p. 2.]  [574:  Patsouras, The Anarchism of Jean Grave.]  [575:  Referenced, among others, by Dixmier and Dixmier, L’Assiette au Beurre, p. 286, and Delporte, Les Journalistes en France, p. 35.] 


As with Willette and Jossot, a study into how Delannoy used humour to inspire loyalty in his readership is useful for understanding his motivations and how he wanted others to see him as an artist. The script of Delannoy’s humour revolved around the harsh lives of the northern working class communities in a way which both spoke directly to these communities but also opened the language and the culture of these communities to a wider public, namely the readers of the journals to which Delannoy contributed. Delannoy’s humour was not obviously funny but darkly wry and thought-provoking. He played with the simple wisdom of the miners and labourers to show up the pretensions and hypocrisies of the bourgeois elite, the industrial land and factory owners while giving the former superiority over their social betters. This role reversal appealed to his readers among the anarchists whose ideological mission was to encourage the working classes, via the unions, to take the initiative in triggering a hoped-for revolution. For the anarchists, therefore, Delannoy - whose humour spoke to the working classes in their own language - was an important link in the effort to communicate with the working classes. This aim seemed to be shared by Delannoy. Delannoy’s politics were fuelled by his anger about the cruelty and exploitation suffered by the working classes and his work exposed the appalling working conditions and systematic abuse in the northern mines and factories. As such, his humour and art in general were anti-capitalist, anti-bourgeois and anti-republican as he rejected a class and a regime which had exploited the most vulnerable in society. He also attacked the institutions which supported the bourgeois dominance over the working classes including the Catholic Church and the military. He was a self-confessed anarchist artist, as he described himself in a letter to Jean Grave, and his art communicated the communist sentiments adopted by the anarcho-communist movement.[footnoteRef:576] Towards the end of his career and life, Delannoy increasingly turned his attention to denouncing the government’s suppression of free artistic and political expression. He made ad hominem attacks towards the libertarian activists turned reactive politicians, Georges Clemenceau and Aristide Briand, in response to his own incarceration for antimilitarist satire published with Les Hommes du Jour (1908). As his script changed and became more focused on what it meant to be an artist, Delannoy’s humour took on the nuances understood by his fellow artists and became a private conversation, based on ironic references, within the professional circle. The artists’ enthusiastic reception of Delannoy as a centre point for the movement for their freedom of expression suggests, as this chapter will show, that Delannoy was successful in projecting himself as a role model for this group. [576:  Letter from Delannoy to Jean Grave, 23/07/1910, no. 178, file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris. ] 


Delannoy’s self-projection as an anarchist artist was also successful in capturing the attention of his antagonists as can be seen in the police reports which show that his anti-authoritarian work drew attention from the police. They kept a close watch on his activities and detailed records of his movements, place of residence, information on his family and his financial status. These records indicate that Delannoy attended as many antimilitarist and anarchist lectures and meetings as he could in his spare time.[footnoteRef:577] As will be discussed, it was his physical presence as well as his political expression through his art which ensured that, to his admirers, he was famous for his loyalty to his beliefs and a vital energy which turned him into a model for masculinity as well as artistic freedom. His friends commended him for his bravery against the threat of legal action from the establishment and described him as a hero who was inspiring for his physicality and for his ideas. When he was imprisoned and fined for an inflammatory caricature of General d’Amade in 1908, thirty-five artists from different disciplines collaborated in an issue for L’Assiette au Beurre to protest against his incarceration.[footnoteRef:578] Unfortunately, the poor health (tuberculosis) which had plagued Delannoy since his childhood was exacerbated in prison and, though he was released prematurely, he went into a slow decline.[footnoteRef:579] His death two years later triggered another surge in solidarity from the artistic community, this time to raise money to support his widow and surviving daughter.[footnoteRef:580] The continued loyalty from his peers, this chapter will show, was proof that Delannoy’s public persona was not just accepted by his fellow artists but adopted by them as a symbol of protest around which they could rally to show their support for anarchism and artistic freedom of expression. [577:  Dixmier and Dixmier, L’Assiette au Beurre, p. 286.]  [578:  See ‘Les Artistes sont les gens qui…’, L’Assiette au Beurre.]  [579:  Poulaille, Un Crayon de Combat, p. 7.]  [580:  A committee advertised in Les Temps Nouveaux of the major representatives of the artistic community was organised to raise money and to demonstrate a protest against the mistreatment of artists at the hands of the censor. See Les Temps Nouveaux, 17th year, no. 4, 27/5/1911, p. 1, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k64913749, 16/10/2017.] 


From 1902 to 1911, Delannoy developed a reputation for himself as a press artist and it is this period which will be of most interest in this chapter. While it was financial concerns which drove Delannoy to become an illustrator, the popularity of his work, the demands made on him by anarchist journals and his preference to attack the political and industrial elite for their disregard for working class welfare suggest that he thrived in the position. His participation with L’Assiette au Beurre and Les Temps Nouveaux gave him a platform from which he could give a voice to the politically neglected workers of his home province. With Les Hommes du Jour Delannoy was very visible in public as a satirical commentator on the industrial and political elite, a position which gave him the power to sway public opinion. The ability to criticise the elite was perhaps a more important lure for him than the money he earned as an illustrator. This would explain why he was primarily found in the anarchist press, not an overly well-paying sector, and only occasionally in the mainstream daily journals or humorous arts journals. Delannoy’s work also shows a leaning towards reportage, in particular in L’Assiette au Beurre. He used his access to the wealthy bourgeoisie to educate them about the truth of working class lives, giving the working classes a voice by using their dialect and their perspective in his captions. Delannoy perhaps saw himself as a reporter in part, assuming the role of the truth-teller who travelled to the people in order to bring the facts back to the general populace. Or Delannoy could have seen himself as a storyteller creating the most affective narrative he could to persuade his readers, the true events and real faces coincidences of his style and contacts with the region. In either case, his passion for his work is shown by his enthusiasm right up until his death.[footnoteRef:581] In this chapter, Delannoy’s connections to and use of journalism will be explored because activity beyond the scope of trying to be an artist will reveal the extent of Delannoy’s interest in becoming a political agent, perhaps at the expense of his career as an artist. [581:  Delannoy wrote to Grave explaining that work from numerous sources was getting on top of him at the end of 1910. By early 1911, his health had deteriorated severely and he had to leave for the estate of a friend in the hopes that living in the country would aid his convalescence. These hopes were disappointed and he returned to Paris in late April, to die a few days later in early May. Letter from Delannoy to Jean Grave, 23/07/1910, no. 178. ] 


As has already been suggested, Delannoy was a central figure because of his suitability to be a model of masculinity for his fellow artists. French masculinity carried patriotic connotations thanks to the extensive debate around the supposed decadence of French society and the need to build up a new generation of virile French men to rival the Germans. To have a model for this masculinity in Delannoy would be important both for the artists and the anarchists because  he was a symbol for the active and virile physicality of art and anarchism respectively.[footnoteRef:582] Delannoy’s art was admired for the raw brutality of the figures and the sharply cutting satire. This, combined with the heroism associated with Delannoy’s death, turned Delannoy into a symbol of heroic masculinity: [582:  Mosse, The Image of Man, p. 28.] 

	“Aristide Delannoy fut un homme dans la plénitude du terme… Il fut un des très rares 			journalistes du dessin … qui ne craignit pas de mettre son talent — un talent mâle et 			magnifique — au service de ses convictions, de convictions qui rapportent de l’honneur — 	pas des honneurs — des coups, des condamnations — pas d’argent ni de gloire… 			Aristide Delannoy a vécu en homme, il est mort en homme. Sa vie et sa mort sont des 			exemples faits pour nous remplir d’admiration et d’humilité.”[footnoteRef:583] [583:  Steinlen, ‘Aristide Delannoy et les Artistes’, Les Hommes du jour, no. 173, 13/05/1911, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k442409z/f3.item, 24/10/2017.] 

Steinlen, writing in the obituary issue of Les Hommes du jour, defined what he thought it meant for an artist to be a man in this letter. The masculine artist was a principled fighter who was unafraid to face the consequences of going against the grain of society. He was also useful to society in so far as he was an artist who used his artistic talent to denounce what went against his principles. For Steinlen, Delannoy’s life was a demonstration of the masculinity of intellectualism.[footnoteRef:584] Though Steinlen does not mention the academic artists with whom he is comparing Delannoy, it is still clear that Delannoy’s masculinity was proved because he did not spend his life chasing honours through the concours system.[footnoteRef:585] Instead, Delannoy both came from a people who were strongly connected to the soil and therefore to their natural, physical roots and turned his work into a social weapon rather than a display for academic attention.[footnoteRef:586] His unapologetic drawings were ungraceful and starkly emotional, sometimes disgustingly gory. The primitivity of his work is reflected in the adjective “mâle” which Steinlen uses for him. When used in literary texts or art criticism, “mâle” indicates vigorousness and energy. Used colloquially, however, it refers bluntly to masculine sexuality and strips the man down to his virile, almost animal potency.[footnoteRef:587] It is implicit in the contrast that the work of conventional academic artists lacked this raw virility. In Steinlen’s eyes, Delannoy stripped away the effeminate intellectual stereotype from the artist and showed how he could be an intimidating and powerful force for changing society. This chapter aims to show to what extent this was an important factor in the adoption of Delannoy as a symbol for his fellow artists and anarchists. [584:  After the humiliating defeat by the Prussians, French politicians and writers tried to galvanise a new generation of men who combined intelligence, talent and peak fighting physical fitness. See Nye, Masculinity and Male Codes of Honor, p. 155. Applied in the context of the arts, Delannoy’s apparent masculinity was proof that artists were just as masculine as the more virile professions, despite the inferences that art was an idle and therefore feminising profession. See Garb, ‘Masculinity, muscularity and modernity in Caillebotte's Male figures’, p. 64.]  [585:  In the traditional nineteenth century French artist’s workshop, the students were conditioned to aspire to win the prix de Rome to demonstrate their talent. Boime, The Academy and French Painting, pp. 49-50.]  [586:  Datta, The Birth of a National Icon, p. 121.]  [587:  TLFi : Trésor de la Langue Française Informatisé, http://www.atilf.fr/tlfi, ATILF - CNRS & Université de Lorraine. Accessed at http://stella.atilf.fr/Dendien/scripts/tlfiv5/advanced.exe?33;s=2222675115;, 24/10/2017.] 


This chapter will also explore to what extent Delannoy used his self-portrait as a tool to attract attention to himself as a political agent in the wider public debate. Despite Delannoy’s strong presence in the political debate surrounding anarchy and social justice, he was personally a reserved man who let his art rather than his physical presence claim the spotlight. It is perhaps a sign of development of personal confidence, then, that Delannoy changed tactics in 1908 and presented himself to the readers in a series of self-portraits. His self-portraits in October of 1908 and January 1909 were clearly linked to his arrest and the issue of freedom of artistic expression, coming as they did in the protest issues of L’Assiette au Beurre that Delannoy created, alongside artists like Jules Grandjouan and Steinlen, in response to receiving a year’s imprisonment and a 3000 fr fine for an attack on the French military and their activities in the colonies. Delannoy evidently decided that the best strategy to defend himself and show his outrage included putting himself in the eyes of the people. This strategy could have been set upon with the intention to humanise his case. But he also might have wanted to show a defiant face to his enemies in the government and the judiciary. His interpretation of his role as an artiste engagé might have changed when it was his freedom, both physical and metaphysical, which was in peril. This meant that he wanted to change how others saw him, aware already that his art had earned for him a certain public image. By publishing his self-portraits, he took control of that image. This chapter will discuss the ramifications of this change of direction and what it reveals for how Delannoy saw himself as an artist.

Delannoy’s self-portrait also had an impact on how others saw him, as has already been suggested in the change of focus in his humour. How his readers interpreted Delannoy’s enhanced presence as an anarchist artist reveals both the success of his self-presentation and how others defined the role of the engaged artist. Delannoy’s peers interpreted his sentence as a general attack on the artistic community and it was not overlooked that Delannoy suffered the most serious punishment to be given to a political artist since the introduction of the lois scélérates in 1894.[footnoteRef:588] His friends and colleagues reacted angrily and collectively, both demanding his release and using his imprisonment as an excuse to air their dissatisfaction at the lack of respect and appreciation shown to artists, both political and non-political, by the bourgeois society.[footnoteRef:589] Their interpretation of Delannoy's public persona was more than as a symbol of defiance for the group and came close to martyrdom. His face and figure were adopted by other artists to represent the oppression of artistic expression and a perceived lack of sympathy from a judiciary which prioritised the interests of the government and bourgeois industry. Delannoy’s physical bearing, as shall be discussed in this chapter, had an important part to play in why Delannoy was such a seductive model for a martyr. His closeness to the working classes, his insightful sense of humour and his interpretation of the role of the artiste engagé appealed to his peers and turned him into the hero the artists imagined would appeal to the proletariat, making Delannoy a useful bridge across the class divide. This also shows how the artists and anarchists saw potential in the figure of the engaged artist to be more than a communicator in the propaganda effort for a collective cause. Delannoy became a centre point for a political movement that involved both anarchists and artists, bringing the two communities, which already overlapped, even closer together. The question of to what extent it was Delannoy or his example which created this conceptualisation of the artiste engagé will be explored. [588:  The leading anarchist artist of the time, Maximilien Luce, was imprisoned in the aftermath of the ‘lois scélérates’ which criminalised the incitation of violence in the press. See Adíamos-89, L’Art social à la Belle Époque, p. 10.]  [589:  See Grandjouan’s poster calling for a meeting to decide what to do in response to Delannoy’s imprisonment. N. Koechlin; Fabienne Dumont, Jules Grandjouan affichiste, (S.L. : Koechlin, 1999), p. 28. See also the letter written by Paul Iribe to the readers of La Guerre Sociale calling for anarchists to show their solidarity with Delannoy: La Guerre Sociale, 2-8 June, 1909, no. 25, third year, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k898140p/f305.item, 30/01/2019.] 


The point of this chapter is to examine Delannoy’s art and activism from the point of view of the artist rather than that of the readers. But it will also be pertinent to explore the reception of Delannoy’s work because, unlike the other three artists in this study, he was not the main driver behind the development of his public persona. Instead, Delannoy’s public face took on the significance that it did because of how other people, anarchists and artists, used it. This chapter will argue that Delannoy’s appeal grew from his shy defiance and determination to fight for what he believed in. His subtle but acerbic humour and his loyalty to the communities into which he had been born hit a chord with the socialist and anarchist artists, journalists and theorists in Paris. They saw in him a tragic artist who, despite wanting to make his name as a painter, sacrificed his ambition for his family. Their presentation of him showed an artist whose talent could not be hidden and whose quiet action from the sidelines was more devastating for the regime than the aggressive tactics of propagande par le fait.[footnoteRef:590] This perception of Delannoy was in part fostered by Delannoy himself and in part a spontaneous appropriation of a symbol by the anarchists. His public face was given power by the accumulation of memories and faith in an anarcho-communist future. They adopted Delannoy’s face and turned him into a vehicle for protest which continued and exceeded Delannoy’s original intentions. Delannoy used his portrait in a campaign to complain against the hypocrisy of leading politicians and the injustice of a regime which wanted to hide its humanitarian crimes. The artistic community used Delannoy’s portrait as a symbol for the oppression and abuse of all artists and the ugly lack of cultural sensitivity in the general population.  [590:  Theorists like Jean Grave were especially against this method of activism, seeing it as a reason why the anarchist movement failed to garner as much support as it could. See Patsouras, The Anarchism of Jean Grave, p. 42 for Grave’s part in the debate over the effectiveness of violence as a tool of propaganda.] 


Defence of the mining and factory labourers
Coming from a mining community in the Pas-de-Calais region, Delannoy used his earlier work to give a voice to this community speaking out against the exploitative factory and mine owners. He thus earned himself a reputation for being an outspoken critic of the capitalist system and for having a tangible connection to the working men and women he portrayed. When physically described by a friend, it is clear that Delannoy represented to his peers in Paris the archetypical working class man from the north:
	“À voir Delannoy avec ses larges épaules, sa physionomie un peu rude que tempéraient 		deux yeux de bonté, on sentait en lui le mineur déraciné.”[footnoteRef:591] [591:  Méric, ‘Aristide Delannoy’, p. 2.] 

This was ironic perhaps since Delannoy was born to a family of clockmakers, but Delannoy’s physical similarity to his working class roots gave the anarchists in Paris a link to the men and women they wanted to emancipate from capitalist exploitation.[footnoteRef:592] Over the course of his career, Delannoy surrounded himself with men whose political beliefs closely reflected his own (socialist or anarcho-communists like Anatole France, Grave, Poulbot, Raieter, Naudin, Florès and Steinlen; revolutionary syndicalists like Grandjouan, Almereyda and Hervé) but who came mostly from the middle to upper classes. These connections were made through Delannoy’s working relationships with L’Assiette au Beurre, Les Temps Nouveaux, La Guerre Sociale and Les Hommes du Jour, and the results of the collaboration show that Delannoy shared with them a marked interest in educating and involving the working classes in the political situation.[footnoteRef:593] In the wake of the disastrous end to the propagande par le fait movement, the anarchist theorists were searching for an alternative direction in which to take their rebellion against the bourgeois regime that would not transgress the new lois scélérates.[footnoteRef:594] These laws prevented the anarchists from open acts of rebellion so theorists like Peter Kropotkin and Elisée Reclus advised infiltrating trade unions to educate the working classes so that the masses would eventually rise up to overthrow the bourgeois government. The aim was to trigger a general strike which would force the economy to a grinding halt and put the workers in a position of power over the industrial and political elite. This end could only be achieved by educating the working classes so that they shared with the anarchists the ambition to overturn the bourgeois regime. Artists like Delannoy who seemed to already be in communication with the working classes therefore represented the hope of the anarcho-communist and syndicalist movements. [592:  See Peter Kropotkin’s rhetoric in Conquest of Bread for the theories of class warfare and the inevitable exploitation of the working classes in a capitalist regime. Peter Kropotkin, La Conquête du Pain, (Paris, Tresse & Stock, 1892), accessed in the English version at https://en.wikisource.org/wiki/The_Conquest_of_Bread, 15/01/2019.]  [593:  Dixmier and Dixmier, L’Assiette au Beurre, p. 285.]  [594:  Maitron, Histoire du Mouvement anarchiste, p. 265.] 


Delannoy, like his fellow anarchists, was clearly motivated to speak out against the appalling working and living conditions they witnessed living side by side with the poor classes. Paris at the end of the nineteenth century had seen its population explode in the industrial revolution with many peasants from the provinces flocking to the capital to take advantage of the construction jobs which had sprung up as Paris transformed following Haussmann’s vision.[footnoteRef:595] Unable to afford the high prices in the city centre, these workers joined the indigenous working class population who were shunted out into the suburbs and made to live in poorly constructed neighbourhoods. Along side the construction industry, the consumer industry was booming, meaning more work in glass, textile and metallurgy industries. To fuel this industrial boom, the mining sector also flourished. The anarchists painted the drawbacks of this growth in their depictions of poorly run factories managed by wealthy industrial barons who put profit over decent working conditions. Trade unions had already been calling for wage increases, flagging the dangerous conditions workers often had to deal with and demanding an eight hour working day for their members.[footnoteRef:596] Strikes increased in frequency and size over the period 1881 - 1914 though a truly nation-wide general strike was never realised. The anarchists hoped to shape the already existing discontent so that they could build momentum behind their idea of a revolution. These anarchists were, however, mostly of the bourgeoisie themselves and so not apparent allies of the working classes.[image: 3520.jpeg][footnoteRef:597] To have someone like Delannoy, apparently loyal and closely connected to his working class roots, was an advantage and a different kind of representative to the député mineur. This latter individual, born out of the working classes, supposedly abandoned or exploited his former peers for personal advancement in politics. Delannoy presented himself through his art as an honest and honourable artist who did not put himself forward but rather directed the readers’ attention to the ordinary labourers. This evidence of modesty and empathy established Delannoy as a trustworthy political figure in the public eye. [595:  Brigstocke, ‘Defiant Laughter’, p. 220.]  [596:  Maitron, Histoire du Mouvement anarchiste, p. 267.]  [597:  Patsouras describes the main contributors to Les Temps Nouveaux, for example, as wealthy, educated and cultured. See Patsouras, The Anarchism of Jean Grave, p. 61. The artists were also mostly from the bourgeoisie. See Dardel, Catalogue des Dessins, p. 31.] 
Figure iii:1: Delannoy, ‘Les Moulineuses’, ‘La Petite Ville’, L’Assiette au Beurre, 24/10/1903,
“What about your kid? 
My little sister is the one who is feeding him.”


Delannoy’s portraits of the miners were honest and compassionate. He focused on the harsh working conditions but he also showed their individuality and humanity. Figure iii:1 foregrounds two women as they worked in a mineshaft, pushing carts of coal to the surface. Superficially, they look very similar with identical working clothes, dark hair tied back in matching styles and similar facial features. There are, however, subtle differences in the angle of the cheekbones, the strength of the jawline or the shape of the brow which mark the women as different and unique. This attention to detail humanises the women and turns them from being just two more interchangeable workers into real people with their own personalities and lives. This humanisation, however, also made the harsh working conditions more painful to witness. The women had no equipment but their hands and bodies to push the heavy carts (which are as tall as their chests and filled to the brim with coal) up a discernible incline. Unlike the highly feminised portraits of women in the illustrated journals like Le Rire, these women are clearly muscled and powerful. Their stances, with feet braced, represent strength and their expressions of serious concentration, indicate powerful wills which was a direct contrast to the coquettish smiles of the teasing grisettes portrayed on posters for the entertainment industry by artists like Chéret and Willette. Their clothes, too, are ragged and dirty with sweat and soot. These women are not glamorous or beautifully groomed like the fashionable ladies of high society Paris but Delannoy has given them a sombre dignity.[footnoteRef:598] It could also be said that Delannoy made them objects of pity. Their lack of beauty could be seen as a lack of value in a society where women's self-worth was judged by their appearance.[footnoteRef:599] The effect of humanisation, therefore, would not be to inspire the reader with their dignity but to make the reader sorry for the hardships they had to suffer. [598:  Jacques Lethève wrote that for a lot of caricature artists of the period, their principal subjects were the bourgeois class from which they originated. Journals like Le Rire frequently used the well dressed woman to draw interest from the readers, using her as a sex icon. Readers accustomed to this aesthetically attractive imagery would be struck by the contrast presented by Delannoy’s subject matter. See Lethève, La Caricature et la Presse, pp. 128 and 141.]  [599:  Claudine Sagaert, ‘De la guerre des sexes à la guerre du “genre” dans la caricature : la fabrication de la laideur féminine’, Ridiculosa, vol 21, 2014, pp. 61-71, p. 62.] 


Even if the women are pitiful, Delannoy has still made them powerful to a certain extent as he has given them a voice. With a voice, Delannoy can directly involve the reader in the women’s daily lives, thereby deepening the empathetic link. As they work, the women chat about how one of them is providing for her son. It is a sad topic of conversation to have due to the context and the dark undertones: the woman, who has to work presumably to provide for her family, has left the care of her son to her little sister, specifically the responsibility of feeding him. This reality, of having to put hard labour over motherhood, goes against the ideals of motherhood presented by the bourgeois regime. Maternity, in particular the image of a woman caring for a child, had sentimental value for the readers of the illustrated press: it was often used as a wholesome counterbalance to the frivolous and licentious behaviour witnessed in the mondaine bourgeois society.[footnoteRef:600] It was also an important defining aspect of femininity, motherhood completing the image of the ideal woman.[footnoteRef:601] The reality that Delannoy brought home to the wealthy Parisians showed how far that ideal was from the truth for many whilst also highlighting the maternal instincts of the mining women: she has not abandoned her child, it could be said that she is sacrificing herself for it in ways that the pampered women of Paris would never have imagined. Alternatively, it could be interpreted with irony as the mining women indifferently shrug off the expectations of motherhood. The drawing comes from an issue which mocks and compares unfavourably the petty customs and one-up-manship of the provincial bourgeoisie with the living conditions of the working classes in northern industrial towns. On the one hand, the series of drawings in the issue portray the stark differences between the bourgeois lifestyle and the working classes, which could inspire pity for the labourers who have to go without the simple luxuries enjoyed by the bourgeoisie. On the other hand, the issue also emphasises the resentment felt by the working classes and the small rebellions they engage in to undermine the smugness of their social betters. The issue itself, published while L’Assiette au Beurre was still under the aegis of Schwartz and less managed towards making a profit as it would become in later issues, may have been targeted at a more modest readership. The issue contains a long advert for an incense to purify households - sold as a hygienic necessity - which was affordable on a modest income (costing less than a franc for the most basic item) and may have been considered a desirable expense by a relatively well-off working class family who had been educated about basic hygiene. This use of marketing suggests that Delannoy’s issues might have appealed to different readers than, for example, one of the well-known and established artists perhaps because Delannoy himself appealed to readers of a lower class or that the subject content attracted them. It is possible therefore that the issue was read by people of Delannoy’s social class or lower who would have intimate knowledge of how working class households were more relaxed about normative domestic situations and may have enjoyed laughing at the expense of the bourgeois women who, thinking themselves superior, were ignorant about how little their petty rules were observed by the mining women.[footnoteRef:602] As the author of a series of similar issues, Delannoy established his signature style as being sympathetic to and representative of the working class condition in the northern industrial towns.  [600:  See Lethève, La Caricature et la Presse sous la IIIe République, p. 139.]  [601:  Roberts, Disruptive Acts, p. 27.]  [602:  James McMillan and Professor James F. Mcmillan. France and Women, 1789-1914 : Gender, Society and Politics, Routledge, 2000. ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=168877, 05/09/2019, p. 72.] 


Similarly, Delannoy exposed the conditions of the northern factories, drawing attention to the ways in which the workers were manipulated by religion.[footnoteRef:603] Figure iii:2 is the front cover of Delannoy’s first full issue with L’Assiette au Beurre, “Au pays noir I : Notre Dame de l’Usine” (1902). The cover represents how, according to anarchist theory, factory owners in concert with the Catholic Church used religion to subjugate the workers and make them obedient and accepting of their lot so as to depress their desire to rebel against the establishment.[footnoteRef:604] The image shows what cou[image: Image]ld be a mass, possibly a blessing or prayer, in which a priest is advising the large gathering of workers before him to pray to “Notre Dame de l’Usine” for the strength to survive the trials of their working life in the factory. The brotherhood of “Notre Dame de l’Usine” was a network of small chapels established, illegally, within factories.[footnoteRef:605] The factory owner could demand that his employers participate in periodic religious ceremonies and rituals such as attending daily prayers, going to confession once a month and spending short stays in specified convents or monasteries as a condition of remaining in his employment. The guesdist party first denounced this behaviour as an illegal interference with the workers’ freedom of conscience in the later 1880s/early 1890s. As these factories were in the Lille region and in the northern industrial departments, their outrage had a political motivation since they were competing with the Church for the loyalty and votes of the factory workers.[footnoteRef:606] For the anarchists, the presence of the chapels in the factories threatened their influence on the workers, in particular the principle of self-determination and realisation of the individual. Christianity, represented here by Catholicism, made the workers docile and discouraged them from rising up against the regime to take part in an anarchist revolution.[footnoteRef:607] The caption, which gives voice to the priest to commiserate with the workers the cruelty of their impoverished and difficult lives, advises patience and hope for a better afterlife assured, it is implied, by their continued faith. This advice equated to telling the workers to continue to work hard - not rebel - and to follow the teachings of Catholicism, including to pay a portion of their wages to support the Catholic infrastructure and to vote for Catholic parties. The beneficiaries of the workers’ faith were the Church and the factory management. Delannoy, along with his fellow anarchists, reacted angrily to what they perceived as the cycle of dependency, created by religion, which effectively trapped the workers in a state of ignorant hopelessness of ever improving their lot while in their present life.[footnoteRef:608] As the drawing is the front page of the issue, it is intended both to introduce the themes of the following drawings and to draw the reader’s attention at the kiosk. Delannoy could have also chosen this drawing to open his issue because it portrayed the point which most angered him. By putting it on the front page, Delannoy broadcasted his anger and his position as an anarchist even to those who would not buy the issue. He thereby established himself in the public eye as someone prepared to speak out against the hypocrisies of the bourgeois ruling class on behalf of the working classes. [603:  This position is subjective and possibly exaggerated. Over the nineteenth century, the Catholic Church leaned increasingly towards socialism, pushing an anti-capitalist and anti-semitic agenda, particularly in cities like Lille in the 1890s where there were fears that the attendance in Catholic ceremonies of the working classes were on the wane. This competition for the proletariat’s loyalty was seen as a threat by the anarcho-communists who were aiming for the same demographic. See Jean-Marie Mayeur, Catholicisme social et démocratie chrétienne. Principes romains, expériences françaises, (Paris, Les Éditions du Cerf, 1986), p. 135.]  [604:  See Pierre-Joseph Proudhon “ Les causes de l’oppression” An online edition taken from Proudhon, Justice et liberté. Ed. Jacques Muglioni, (Lycée Henri IV. Paris : Presses universitaires de France, 1962): p. 14, accessed at http://dwardmac.pitzer.edu/Anarchist_Archives/proudhon/Causes_oppression_extraits.pdf, 18/01/2019. The cooperation between the factory owners and the Catholic Church was a metaphor for the wider cooperation between the bourgeoisie and the Catholic Church.]  [605:  Claude Willard, “Les Attaques Contre Notre-Dame De L'Usine.” Le Mouvement Social, no. 57, 1966, pp. 203–209. JSTOR, www.jstor.org/stable/3777127, p. 206. See also Doizy, Guillaume, Lalaux, Jean-Bernard, À bas la calotte! : la caricature anticléricale et la séparation des Églises et de l’État, pp. 10-16 for a timeline of the legal changes made since the 1789 revolution concerning the position of religion in French law.]  [606:  Ibid., p. 205.]  [607:  Petit, 'L'anticléricalisme est un art’, p. 243.]  [608:  See Gérard Cholvy and Yves-Marie Hilaire, Histoire Religieuse de la France Contemporaine (1800-1880), (Toulouse, Privat, 1985), p. 66. Free thinkers were also active in creating societies trying to persuade the working classes to reject religious doctrine and adopt humanist ideas instead, Lalouette, La Libre pensée en France, p. 135.] 
Figure iii:2
“- Pray to Notre Dame de l’Usine that she gives you the energy to stand the trials of the world here below.”
Delannoy, ‘Notre Dame de l’Usine’, L’Assiette au Beurre, no. 66, 5/7/1902,


The visual representation in the print emphasises the themes of subjugation through offerings of false sympathy. The priest stands in a position of dominance in front of the large gathering, most of the men only coming up to his waist. Despite the way in which he holds out his hands to the workers, as if to bless them, his figure is distinctly sinister. His face, illuminated from above, is eerily shadowed like a skull, an impression increased by his pallor and the deep pools of black under his brows where his eyes should have been. Apparently without a neck, the grisly head sits squarely on a blockish body whose bulk swells to show a protruding stomach. He is grotesque, especially when contrasted with the workers before him who, young and old, are all much thinner, their shoulders cutting sharp angles through their coats.[footnoteRef:609] The crowd is mostly indistinct but a few faces are visible, each one unique as with the portraits of the women miners. Delannoy is keen to stress that these are real people with their own identities and personalities; they are not simply worker bees in a hive or automatons to be worked until they collapse. The workers are not obviously in rags but their almost uniformly grey-brown jackets look drab next to the brightly lit, pale gold of the altar and statuary above it. The priest’s bulk and the beauty of the ecclesiastical surroundings are tacit reminders of the Church’s wealth that has been cunningly squeezed out of the workers’ wages.[footnoteRef:610] Another recurring trope in the issue is a cloaked old woman who lurks in the corners and seems to watch, though the reader cannot see her face, the scenes of exploitation. In figure iii:2, she is in the foreground, smaller than the workers with only the tip of her nose and her mouth showing. Her expression is twisted as if in disgust and her hands are clenched in front of her, possibly in prayer or with frustration as she witnesses the priest’s hypocrisy. Is she the lady of the factory? If so, she represents the corruption of the establishment, her age and decrepit figure symbolic of the opinion that the Church and the exploitative industrial sector are aged, worn and ugly. These themes, which are explored in more depth later in the issue, are only introduced here but it is enough to prime the readers’ minds and sensitise them to the indignity of the Church’s predation on the working classes. The powerful visual imagery would have evoked in their minds the anticlerical narrative of predatory clergymen that was a common trope in the years before the separation between Church and state in 1905. The combination of the evocative imagery and the topical theme would have attracted them to the issue and, since this was Delannoy’s first appearance in the journal, would have established the tenor [image: pasted-image.tiff]of his public persona in their minds. [609:  Fingesten, ‘Delimitating the Concept of the Grotesque’, p. 421. Fingesten stresses the grotesque occurs when something that is supposed to be beautiful or appealing is made to appear hideous. The contrast in Delannoy’s drawing between the beauty of the religious icons and the ugliness of the priest makes his work an example of the grotesque.]  [610:  Petit, 'L'anticléricalisme est un art', Ridiculosa, p. 242. Petit’s description of the resentment evoked in Courbet’s painting in the 1860s is still relevant for the reactions that Delannoy hoped to provoke four decades later. The similarity between his painting of the priest and the round, drunk priests in Courbet’s painting shows the consistency of anticlerical imagery over the later half of the nineteenth century.] 
Figure iii:3
Delannoy, ‘Mineurs de Pas-de-Calais’, Les Temps Nouveaux,  13/10/1906
“I don’t give a damn about all the dirtiness of socialists of Basly’s ilk; it’s a fight of the weakest and the most crooked.”


As part of giving the working class community their own voice in the Parisian press, Delannoy’s work reflected both their popular idiom and the concerns of the workers spoken in their own words.[footnoteRef:611] By showing that he had his finger on the pulse of the mining community’s particular fears and political desires, Delannoy showed himself to be an authority on the northern miners. Delannoy’s references to topical events and public personalities helped to provide a shared language between the mining community and the bourgeois anarchists. He gave the working class perspective, allowing the anarchists to hope that their activity on behalf of the working classes was both justified and might even be welcomed by those classes.[footnoteRef:612] Figure iii:3 shows three miners, possibly on their way to or from work, discussing a topical political concern for their region: the problem of député-mineurs. As with all of Delannoy’s studies of the working classes, each miner is unique. In figure iii:3, however, this uniqueness is exaggerated into caricatures adding a lightness and wit to the scene. The caption is voiced by one of the men though it is not specified which. The language is crude and idiomatic, reflecting what might have been said by workers down the mine or in the social spaces built up around the community. Figure iii:3, which was published in Les Temps Nouveaux and therefore aimed at an intellectual and highly partisan audience, is highly specific about the location and context of the subject. These are miners from the Pas-de-Calais region and the object of their criticism is the former miner and strike leader turned politician Émile Basly. To the readers of Les Temps Nouveaux, Basly’s story would have been very familiar and, by the time the caricature was published, the syndicate leaders and the Guesdists had turned Basly into the model in the late 1890s for the self-advancing politician who hoped to use his working class history as a smokescreen to hide his personal ambition. This was to dissuade ordinary members of the unions from voting for him and his outwardly socialist agenda.[footnoteRef:613]  [611:  Richard Sonn shows how the anarchists hoped to create a common language with the working classes using popular idiom so as to exclude the elites and solidify the working class loyalty to the anarchist movement. Sonn, Anarchism and cultural politics, p. 97.]  [612:  The anarchists’ anxiety to educate the working classes betrays an insecurity in the eventual success of their campaigns, especially since the introduction of the ‘action directe’ ideology and the dependency on the working classes to lead the revolution. The felt they had to find some way to connect and break through the blind obedience indoctrinated through state and religious education. See Patsouras, The Anarchism of Jean Grave, p. 65.]  [613:  Joël Michel, ‘Syndicalisme minier et Politique dans le Nord-Pas-de-Calais: le cas Basly (1880-1914)’, Le Mouvement Sociale, no. 87, Ap - Jun 1974, pp. 9 - 33, accessed at 
 https://www.jstor.org/stable/3807025, 05/11/2018, p. 19.] 


Basly started his career as a miner in the Pas-de-Calais region and quickly rose to prominence in the local syndicate, turning his wife’s inn into a propaganda centre. Basly was unfortunate, however, to be a figure of responsibility in what turned out to be disastrous strike attempt. Despite his best efforts to keep up morale, the strikers, starving without any sign of the company giving ground, returned defeated to work. Basly became a symbol for the defeat and it affected his approach to strikes throughout his career, making him reluctant to support them. Despite this, his support for the local miners’ paper, L’Ouvrier mineur, meant that Basly was talent-spotted and recruited by the local and opportunistic radical socialists to be their spokesman with the local mining population. Perceiving the weak state in which the failed strike had left the syndicate, Basly turned to national politics as the best way to represent his people. Moving to Paris, he embarked on a moderately successful career as a radical socialist. Basly’s experience with strike action, however, led him to seek compromise as much as possible in order to avoid further strikes and the probable failure and weakening of the socialist movement. This stance gave him the appearance of weakness in the eyes of the mining community who felt betrayed that one of their own should not call for direct action and immediate relief from their difficult working conditions.[footnoteRef:614] Basly and his ilk, as referred to in the caption, represented miners who had abandoned their colleagues in order to join the enemy, to become bourgeois, and to support a regime which exploited the working classes. To the partisan view of the far left, he was a symbol for corruption and a cautionary tale to justify anti-parliamentarianism and resorting to strike action over compromise when dealing with the factory or mine management and shareholders. Whether or not Basly’s reputation was earned, he was a useful stereotype for Delannoy’s political cartoons, providing a bridge between the mining community and the bourgeois anarchists/socialists in the form of a shared enemy whose betrayal was portrayed to affect both groups.  [614:  Ibid., p. 16.] 


Portraits chargés
Delannoy developed his public persona to reflect his ideas and also to show off his audacity as an artist engagé. He made personal attacks on political figures which drew the attention of the anarchists but also attracted the ire of his powerful antagonists. He used them as a foil to his sympathetic portraits of the working classes which placed this latter group in positions of superiority over the governing elite. Showcasing his revolutionary anarchist persuasion, Delannoy targeted the domestic forces of law and order who were on the front line in the repression of syndical action and, in the event of a revolution, would have been the most obvious enemy. Principal among his victims was the justice secretary who was in charge of the newly formed police force, Georges Clemenceau. Known by the anarchists as the “Grand Flic”, Clemenceau became a symbol for the hypocritical, opportunistic and self-centred politician.[footnoteRef:615] Before entering government, Clemenceau was a notable left-wing opposition activist who regularly used his paper, L’Aurore, to protest against the government[image: Image]’s authoritarian police state and its exploitation of the working classes.[footnoteRef:616] Once in power, however, he started using the state apparatus (like censorship and police control) and (to the minds of the anarchists) reneged on the promises that he had made.[footnoteRef:617] Delannoy exploited Clemenceau’s face and unpopularity to turn him into a symbol of violence with blood on his hands so that he became a kind of shorthand for government repression of the anarchist ideals of equality and individual self-possession. Figure iii:4 is the front cover of an issue in L’Assiette au Beurre that Delannoy published after having received his sentence for a year in prison. Again, as a front cover, this image was intended both to attract the reader’s attention and to broadcast Delannoy’s position as a public agent in the debate. The theme of the journal was to expose Clemenceau’s hypocrisy. Delannoy used a technique which he frequently employed elsewhere, another trope which could be attached to his public persona, which was to draw scenes contrasting his socialist and anti-government comments from his years as a libertarian journalist with representations (through fiction and metaphor) of his actions once he was in office. The effect was to expose truths which reinforced Delannoy's reputation for authenticity and journalistic authority. Delannoy’s drawings are nevertheless highly emotive. Seen from behind, Clemenceau looks barely human and capable of violence: his back is hunched, his head and face are strangely craggy and primitive and his hands, fingertips pointed like talons, are stained evocatively red. On the wall in front of him looms his shadow, even more indistinct and menacing. There are also two bloody handprints, large and square like the paws of an enormous beast. Though Clemenceau is facing away from the reader, the malice is clear. As Méric wrote, Clemenceau seems to have devolved into something beast-like, very different from the man who wrote in defence of free expression and the duty to denounce unethical regimes.[footnoteRef:618] [615:  Victor Méric, (a.k.a. Flax), ‘Georges Clemenceau, Les Hommes du Jour, no. 1, January 1908, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k4424432/f3.image, 18/10/2017., p. 2. See also Méric’s account of the attack made on Clemenceau in Les Hommes du Jour in ‘Aristide Delannoy’, p. 2.]  [616:  Clemenceau’s reputation as a political mediator during the Paris Commune gave him a reputation as a defender of civil liberties. David Watson, Georges Clemenceau : France, Haus Publishing, 2009. ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=3038273, accessed 20/01/2019, p. 27.]  [617:  It is notable that caricatures against the police surged in L’Assiette au Beurre in 1907 when Clemenceau became the justice secretary. Otherwise, the police was not the most attacked institution in the journal. See Dixmier and Dixmier, L’Assiette au Beurre, p. 64.]  [618:  Méric, ‘Georges Clemenceau’, p. 3.] 
Figure iii:4
“Shame to the countries where people are silent - Clemenceau”
Aristide Delannoy, ‘Les plus belles phrases de Monsieur Clemenceau’, L’Assiette au Beurre, no. 401.


The same imagery of the bloodied hands is found in an 1907 L’Assiette au Beurre issue by Delannoy, ‘La Fête de Marianne’ in which he denounced the bourgeois regime’s betrayal of the ideals of the revolutions over the past century to put the ordinary people in power. Coming out the day before the fourteenth of July national celebration, the theme was undoubtedly topical and controversial in light of the generally pro-regime and patriotic sentiment that flared at that time of the year.[footnoteRef:619] The issue also comes after a year of unusually high incidences of strike action. 1906 saw mass strikes from the miners in the wake of the Courrières mining disaster which also triggered demonstrations of discontent in other industries.[footnoteRef:620] The state used the police and the army to c[image: 120_2016bis_1.jpg]ounteract the violence as some of the strike marches descended into riots when frustrated workers took out their anger on symbols of the establishment or of the company against which they were protesting.[footnoteRef:621] Figure iii:5 shows Clemenceau dressed in police uniform, a reference to his role as the figure responsible for the police brutality experienced by the strikers on the street. His hands, sleeves and trouser legs are all dripping with red to symbolise the suffering of the workers. At his feet is an open book, again splashed boldly red with the words Fourmie and Narbonne written at the top of the pages, each one a reference to a strike which had been fiercely put down by the state, the second by Clemenceau himself.[footnoteRef:622] In front of Clemenceau, who is again turned away from the reader, sits an old, ugly and obese Marianne, her physical repulsiveness signifying Delannoy’s rejection of the bourgeois jacobin ideology. Holding a bunch of flowers in the colours blue, white and red of the French Tricolour, she laughs with Clemenceau that it was a frequent joke (presumably among her supporters or friends) so send her flowers wrapped up in paper a butcher might use for wrapping raw meat. Accordingly, the paper is lightly stained red, darkest at the ends as if the flowers had been watered with blood. This disgusting Marianne, Delannoy’s preferred way of drawing her, is clearly complicit in the massacre of the people whom she was supposed to lead. Once the adored goddess, lover and virgin of the popular classes invention, she now resembles the stereotype of the butcher whose paper she is holding.[footnoteRef:623] Her dress and liberty cap are the same colour as the red Delannoy used to represent the blood, as if to say that the success of the republic was bought with the blood of the people. Delannoy’s repeated use of this imagery to portray Clemenceau and Marianne proved to his readers that he was unafraid to challenge and provoke authority. This imagery, which increased in intensity over the decade, became central to Delannoy’s public persona and his personal signature which represented both his style and his ideas. [619:  As has been mentioned above, artists like Willette periodically produced patriotic illustrations to mark the national day in journals like Le Courrier Français.]  [620:  Maitron, Histoire du Mouvement anarchiste, p. 313. See also Robert G. Neville, ‘The Courrières Colliery Disaster, 1906’, Journal of Contemporary History, vol. 13, no. 1 (Jan. 1978), pp. 33-52, p. 41.]  [621:  See Anja Johansen, Soldiers as Police: The French and Prussian Armies and the Policing of Popular Protest, 1889 - 1914, ch. 4, (Routledge, 2017),  Google ebook. She points out that around 1906 and the rise of strike action organised by the CGT, clashes between protestors and the police were common with far more casualties on the side of the protestors than the police.]  [622:  The strike at Fourmies in 1891 ended in a massacre and entered into syndical legend as an example of state brutality when dealing with strike action. See Odile Roynette-Gland, “L'armée Dans La Bataille Sociale: Maintien De L'ordre Et Grèves Ouvrières Dans Le Nord De La France (1871-1906).” Le Mouvement Social, no. 179, 1997, pp. 33–58. JSTOR, www.jstor.org/stable/3778924, p. 41. Delannoy drew a comparison with Narbonne, a strike by the wine makers in the Midi region which was forcefully repressed by Clemenceau, to foreground Clemenceau’s action as equal to the worst the state could impose on the working classes. See Dixmier and Dixmier, L’Assiette au Beurre, p. 112 for similar treatment of Clemenceau in L’Assiette au Beurre. ]  [623:  Agulhon, Marianne into Battle, p. 117.] 
Figure iii:5
Delannoy, ‘La fête de Marianne’, L’Assiette au Beurre, no. 328, 13/07/1907,
“Marianne - It’s not the first time someone thought it would be funny to send me flowers wrapped up in butcher’s paper.”


The horror and violence associated with Clemenceau and, through him, the Republic was converted, through Delannoy’s dark sense of humour, into a source of strength and superiority for the ordinary people. Delannoy truly made a name for himself for creating portraits chargés in Les Hommes du Jour, the journal which used each weekly edition to give a left-wing view (and judgement) on the life of a public personality. The format was a full-page caricature or portrait chargé by Delannoy on the front cover followed by a biography written by t[image: 026n_1.jpg]he journalist Victor Méric (a.k.a. Flax). The portrait and biography were created independently but Delannoy’s and Méric’s shared political sympathies meant that there was considerable alignment between the two. The first issue was devoted to Georges Clemenceau as the most notorious public figure of the time. Delannoy’s portrait, figure iii:6, shows Clemenceau’s head, apparently ripped from its body, stuck on a pike and held aloft over a barren, war-torn cityscape. There is no other figure in the print so it is unclear whether Clemenceau’s head has been stuck up as a warning to others who might follow in his footsteps or if it is being used in a much more violent way, as a grisly standard for a protest march or revolution.[footnoteRef:624] It appears to have been on the pike for some time: the head is partly rotten and closely resembles a skull. The eyes have either rotted or been pecked out by birds. Nearly all Clemenceau’s hair has gone. The head is, however, still very distinctive. It has the same, oddly shaped cranium with a little point on top and, most recognisable of all, it bears Clemenceau’s idiosyncratic bushy white moustache. The moustache appears as it was in life (if a little grubby and grey). Stuck as it is on the shrunken and obviously dead head, it is strangely incongruous, and effectively catches the reader’s eye. The effect is darkly significant because it both makes it unmistakable that Clemenceau is the victim of this figurative attack and that Delannoy is unafraid to draw him in this way, implying that he is unafraid to identify with violent revolutionary tradition. The portrait strikes at Clemenceau’s pride because it attacks a feature which probably had personal significance to him and wrests his public image from his control.[footnoteRef:625] Delannoy’s act of giving his readers an opportunity to laugh at Clemenceau in this way allowed his readers to feel powerful. They could then associate this feeling with Delannoy and the anarchist cause he represented to them which, hopefully for the anarchists, would either translate in recruiting their support for the anarchist movement or confirm in the minds of existing members that a revolution was possible. [624:  Antoine de Baeque explains how in the years following the 1789 revolution, violent imagery was frequently used in caricatures to excuse the violence witnessed in real life. It represented and justified the transition from one political state to another. Baeque, ‘The Citizen in Caricature, Past and Present’, p. 67.]  [625:  See Bertrand Tillier’s explanation of how the human body of a leading political figure could be deformed to represent the deformation of the state. This could be a representation of a corruption already in place or, as Delannoy intended, the deliberate destruction by the people of the state apparatus. Tillier, La Républicature, pp. 72-80.] 
Figure iii:6
Delannoy, ‘Georges Clemenceau’, Les Hommes du Jour, no.1, 1908


The theme of revolution was repeated in Delannoy’s work to the extent that it became another central component of his public persona. This can lead to the conclusion that having the power to spark a revolution was an important part of how Delannoy identified himself as an anarchist artiste engagé. Delannoy used the theme of a head on a pike in other prints for popular anarchist journals like La Guerre Sociale and La Barricade. In these cases, the violence of the image is prioritised and it is made clear that the heads were intended as incitations for violence or revolution.[footnoteRef:626] The charging revolutionaries, wielding weapons and red flags, use the heads as symbols of their intention to overthrow the government. They are held aloft in disdain and pride for the might of the people, a reminder to the political elite that they are only in power at th[image: 015n_1.jpg]e sufferance of the people. Figure iii:7 is a front page drawing by Delannoy for La Barricade, another journal in which Méric and Delannoy collaborated. The scene is of a violent march or riot supported by a caption which incites the reader to pick up a weapon and go into battle, the writer promising the reader that he will join the ranks. The irony of the caption is that the words were spoken in December 1899 by the justice secretary (and, like Clemenceau, former radical journalist) Aristide Briand, the same man whose head is currently on a pike in the top right of the print.[footnoteRef:627] Like Clemenceau, Briand betrayed his promises to stand with the people upon entering government and making full use of the law to suppress violent popular action.[footnoteRef:628] Delannoy chose to show to the readers, and to Briand, the reality of what he was inciting. The effect of the portrait chargé was to make the victim feel the full weight of their responsibility, both for their actions and their consequences.[footnoteRef:629] Delannoy’s repeated use of both the trope of juxtaposing a politician’s words with the consequences of his words - drawing their heads on spikes above a riotous crowd - helped to create a permanent association in the minds of the readers between the politician’s hypocrisy and a justified retaliation by the people. Again, control is given to the readers who can enjoy a feeling of superiority over the hated justice minister, the portrayal of the minister’s head a violent promise of retribution for Briand’s betrayal on the issue of a general strike and his involvement of breaking up strikes along with Clemenceau once he entered office.[footnoteRef:630] [626:  Maurice Agulhon explained how early, spontaneous popular representations of the Republic in 1789 and 1830 were based on classical allegories of liberty holding a pike with a Phrygian cap on the tip. The similarity in the imagery is striking enough that the substitution of the flag for the severed heads of politicians represents both continuity of the revolutionary spirit and an escalation in the urgency for a popular uprising. Agulhon, Marianne into Battle, p. 16.]  [627:  Delannoy gives the full reference for the quote in an earlier caricature published in La Guerre Sociale (1st - 7th May, 1907, no. 20, 1st year, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k898140p/f79.item, 08/04/2019). Briand’s speech was delivered at General congress of French Socialist Organisations. C Chambelland noted that this speech was one of Briand’s most famous and would haunt him for a long period of his career “comme une casserole à la queue d’un chat.” C. Chambelland in “La Grève Générale, Theme De La Pensée De Fernand Pelloutier Et D'Aristide Briand.” L'Actualité De L'histoire, no. 19, 1957, pp. 1–12. JSTOR, www.jstor.org/stable/3777018, p. 12.]  [628:  For a somewhat biased biography and opinion on Briand’s life and work, see Victor Méric, ‘Aristide Briand’, Les Hommes du Jour, no. 26, 1908, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k4424678/f1.image, 19/01/2019. Briand’s work as an activist alongside Pelloutier campaigning for a general strike in 1893 is documented by Chambelland in “La Grève Générale.” L'Actualité De L’histoire, p. 6. ]  [629:  Deligne, Charger, p. 106.]  [630:  Jacques Julliard nicknamed Clemenceau’s cabinet the “briseur de grèves” in particular for the repression of the Draveil-Villeneuve-Saint-Georges strike action in 1908. See Jacques Julliard, Clemenceau, briseur de grèves.] 
Figure iii:7
Delannoy, ‘La Prochaine!’, La Barricade, 04/06/1910
“Go to the battle with pikes, sabres, pistols, rifles; I will make it a duty to take a place in your ranks.”


Delannoy the journalist?
Can Delannoy’s art be called journalism? Finding the answer to this question will give an important insight into how Delannoy defined the role of the artiste engagé and how he identified himself as an artist. Delannoy’s work in L’Assiette au Beurre and the more strictly anarchist journals often involved drawings that had been taken from life and were very topical. As has already been discussed, realism was an important influence on Delannoy’s style and possibly on his philosophy as an artist. Realist artists tried to present what they saw as faithfully as possible, without adding interpretation or fictional embellishment to their immediate perception.[footnoteRef:631] Linda Nochlin wrote that the nineteenth century état d’âme portrayed itself through realist art representing natural phenomena, not symbolism or metaphor. Though, as Nochlin writes, such an aspiration is impossible since all art is a representation of a subject and will be coloured by the artist’s political views and aesthetic preferences, there was nevertheless a growing appetite in the press for impartial relation of facts.[footnoteRef:632] This led to a fascination with the romantically heroic figure of the Grand reporteur who had taken over from the armchair commentator by the end of the nineteenth century.[footnoteRef:633] Coming in from the Anglo-Saxon tradition of reporting, the reporter prided himself and seduced his readers by boldly going to the scene of the action and going to great lengths, even risking himself physically, in order to get the story. Alongside the Grand reporteur was the artiste-reporteur and later photographe-reporteur. In a similar way to the Grand reporteur, these individuals captured the imagination of the readers of the Parisian press by bringing to life events described around the world. They replaced the more decorative fashion of creating a tableau which showed a synopsis of an event rather than scenes of live action. This translated to an appetite for illustrated journals and the growing popularity of photographs encouraged the reading public to see the images accompanying articles as factual illustrations rather than staged and essentially fictional interpretations.[footnoteRef:634] Delannoy may have been attracted by this glamour or hoped to exploit it to turn himself into a similarly heroic figure in the eyes of his readers. [631:  Nochlin, Realism, p. 13.]  [632:  Ibid., p. 15.]  [633:  Delporte, Les Journalistes en France, p. 68.]  [634:  The advent of war photography in the mid-nineteenth century helped to change how the public viewed war. Photographers like Jimmy Hare did not provide aesthetic compositions which gave an overall impression of war. His photographs showed different angles on war which had to be placed together to get the full context. The reader had to engage analytically with the images rather than passively accept an artist’s impression. See Gervais, 'Jimmy Hare, photoreporter’, np.] 


Yet, as Nochlin explains, the realism of the illustrations was itself a fiction promoted by the magazines and journals to encourage sales. Before the invention of the easily portable camera, artist reporters would travel in expeditions or armies, depending on the story, and sketch whatever they thought would appeal to the readers. The artist’s selection would be influenced by the choices he made for aesthetic and/or financial reasons if he was following a brief set by the journal editors. To be printed in the journal, the sketches were sent to the journal’s publishing house where they would be copied by an engraver onto a printing block or stone. This copying process often ironed out the artist’s idiosyncrasies and some of the factual details.[footnoteRef:635] For most of the nineteenth century, images in these magazines were edited for the aesthetic value rather than for accuracy. Often photographs or drawings which had been captured in the field were touched up before being printed to make them more beautiful. By the turn of the twentieth century, the public appetite for images which reinforced the credibility of an article had matured, especially since the printing technologies were capable of reproducing photographs so that they were as clear as drawn illustrations.[footnoteRef:636] The First World War would also be the first war to be well-documented by photographs, thanks in part to the large number of soldiers who took portable Kodak cameras with them into the trenches.[footnoteRef:637] The glamour was, nevertheless, seductive which shows its effectiveness as a marketing strategy. Even for press artists who identified as artists first, rather than reporters, there was also a cachet for realist drawings. Nochlin quotes Degas who said that there was a “passion for concrete, direct observation and notation of ordinary, everyday experience.”[footnoteRef:638] Delannoy, along with his colleague, friend and frequent co-artist for issues in L’Assiette au Beurre Jules Grandjouan, took this passion a step further to visit, in the manner of an artist reporter, the scene of an event to record the details from life. He would then compile an issue for L’Assiette au Beurre from the sketches, departing from the usual layout of the journal (large, well finished full page prints) to scatter the drawings across the pages with explanatory or satirical captions alongside them. The overall effect was reminiscent of the pages in a sketchbook, heightening the impression of immediacy between what the artist and the reader saw of the event.  [635:  Hogarth, The Artist reporter, p. 40]  [636:  Ambroise-Rendu, “Du dessin de presse à la photographie (1878-1914)’, p. 8.]  [637:  Delporte, Les Journalistes en France, p. 76.]  [638:  Nochin, Realism, p. 19.] 


’Courrières’ is one such example of a documentary L’Assiette au Beurre issue, co-authored by Delannoy, Grandjouan and Ricardo Florès. The full story of what happened at Courrières is still unknown (it is suspected to be a spontaneous coal dust explosion) but a brief summary of events is given here.[footnoteRef:639] A few minutes before seven am on the tenth of March, 1906, a gigantic explosion tore apart pits three, four and eleven of the mines of the Courrières mining company, in the Pas-de-Calais department. It caused an underground inferno over hundred and ten kilometres, the collapse of tunnels when the wooden supports were destroyed and a massive release of toxic gases that would result in the death of eleven hundred Frenchmen and Belgians (there were forty-three Belgians caught in the disaster), a fifty-one day all-out strike and a national scandal. 1665 miners had been down in the mine at the time and when only a few hundred managed to reach the surface by eight forty-five that evening, the estimate for the dead rose to alarming levels, drawing first national and then international attention and sympathy. The Courrières mining company was quickly accused of putting profits before the miners’ safety. It was presumed that an underground fire in pit three which had been burning for several days despite the attempts made by engineers to extinguish it, had caused the initial spark.  [639:  The main source for these facts comes from the comprehensive article by Neville, ‘The Courrières Colliery Disaster, 1906’. ] 


The mine owners, it was suspected but not proven, had decided not to halt activity in the pit so that the fire could be safely put out. They had put profits ahead of safety despite warnings received only days earlier by the miners’ delegate for pit three.[footnoteRef:640] The miners’ fury at this lacklustre concern for their welfare was exacerbated by the less than efficient rescue attempt. The rescuers’ efforts were greatly hampered by the fires still burning underground and the noxious gases produced by the burning coal seams. It was the opinion of many that there were men still alive underground in the first few days after the accident. When the mine officials and engineers demurred at sending down rescue teams, the frustration reached feverish levels. Mines in the vicinity went on strike in sympathy and the action spread until all the mines were out of action. The miners demanded, among better working conditions and pay, pensions and housing for the dead miners’ families and an eight hour working day. Their demands were unsuccessful but they did achieve general sympathy and headed a long period of strike action that was to last until 1907 and the vote in parliament on the workers’ right to weekly rest.[footnoteRef:641] The incident was widely covered both by the mainstream press and the more marginal socialist papers. It was widely mentioned that the area was swarming with journalists.[footnoteRef:642] Journalists, too, had an important part to play in spreading suspicions about the cause of the accident, interviewing the miners’ delegate Pierre Simon and publishing his words insisting that he had warned the mine officials of the danger days before the accident.[footnoteRef:643] [640:  See l’Humanité 14/03/1906 for details of the miners’ delegate and his role in bringing the truth to light. The engineer also pointed out that the mines of Courrières had the worst air quality in France. The mine owners were blamed for not investing their capital to protect the miners’ health and welfare. http://gallica.bnf.fr/ark:/12148/bpt6k250878h/f1.item. These accusations may not have been very fair, however, since Courrières was a leader in mine safety and had been awarded first prize for excellence in 1905, see Neville, p. 34. According to Neville, the true cause of the explosion was never discovered though the lessons learnt about the inflammability of coal dust led to improvements in mine safety, see ibid., p. 48.]  [641:  This was a compromise, according to Raoul Villette, as the claim for an 8 hour working day was deemed too unpopular among employers. 1906 was one of the most active years of the decade for strikes.1300 took place over the year involving more than 400 000 strikers. The government eventually capitulated on the policy for a weekly rest in July. See Raoul Villette, La Guerre Sociale, un journal contre, (Paris, Éditions des Nuits Rouges, 1999), p. 54.]  [642:  See Neville, ‘‘The Courrières Colliery Disaster, 1906’’, p. 35. ]  [643:  See an account of the interview in L’Humanité, 14/03/1906. Accessed at https://gallica.bnf.fr/ark:/12148/bpt6k250878h.item, 19/01/2019.] 


As the disaster took place in a community not far from the one where Delannoy grew up, it was perhaps of no surprise that Delannoy was one of the artists who covered it in his work. He may even have been asked to do so by the editors of L’Assiette au Beurre. Delannoy had firmly established his connection to the region through his self-projection as a representative of the mining community and so his perspective might have been sought as someone who had exclusive access to what the miners thought. Certainly, his work displays his characteristic sensitivity and personal approach to the problems faced by the miners. One of Delannoy’s contributions to the coverage of the events, figure iii:8, shows three portraits of miners, young and old, and a sketch of a group of family members trying to get into the mine to help in the search to find their loved ones. The collection of drawings are like snapshots capturing the scene at Courrières and giving the reader a piece by piece view of events, echoing photographs and their reputation for authenticity. The sketches have an intimate view into both the lives of the miners and the connection of the artist to what he saw. This gave the readers an insight into how Delannoy worked and who he was, giving the portraits authenticity and tightening the agreement between the artist’s and the reader’s viewpoint. The bottom right hand corner, as an example, shows a miner from Courrières walking away. It is a sketch that only makes sense where it is if the reader sees the page as a leaf from a sketchbook. The detail of the miner’s clothes then takes on meaning as a study, made quickly as the subject passed. It is unposed and therefore adds an air of spontaneity to the drawings and to the page as a whole. The reader can imagine standing beside the artist and seeing as the artist sees, focusing in on details to get a better understanding[image: pasted-image.tiff] of the bigger picture. Figure iii:8
Delannoy, ‘Courrières’, L’Assiette au Beurre, no. 260, 24/03/1906,
“A miner from Billy-Montigny
Rise up! You say that when you’re young!…
The families - So now you need a camera to get back in?
A miner from Courrières”


The portraits on the top of the page, appearing here as roughly finished sketches, appear elsewhere in the issue as more polished portraits in a scene showing bodies being carried past on stretchers.[footnoteRef:644] Taken out of context here, the reader is made to focus on the details of the two men’s faces, drawing the attention in a way that may never have been afforded two lowly workers by the Parisian elite in the normal course of real life. These portraits, though clearly taken from life, are both personal and typical, representing the individual and symbolising the coal miner as an ideal.[footnoteRef:645] The first man is in his prime and, as the caption informs the reader, is from Billy-Montigny, a mine which, while not affected by the original explosion, was affected by the resulting tragedy and strike action.[footnoteRef:646] He is a reminder that the bonds of loyalty within the mining community are not limited to individual mines and their companies, a subtle warning to the mining company shareholders that their workers’ loyalty was not first to them. He is also a model of working class masculinity. His face, while not overly handsome, is strong and stern. His eyes, slanted away from the viewer’s gaze, hint both at sadness and sullen dignity which demands respect and compassion from the reader. The second man, this one much more weathered, is more pessimistic in his outlook. Instead of a descriptive caption, he is given a voice: he sighs at the enthusiastic rebellion of his younger counterparts while implying that the older generation no longer believe that strike action will gain the hoped for results. His depression also demands the reader’s sympathy because it provides an insight into the long and exhausting career of the miner which does not abate to make allowances for advancing years. The way that the caption has been written makes it appear that Delannoy has interviewed the miner and is now recording his words for a Parisian audience. This augments the respect the readers feel for the miner who now definitely has the status of a person in their minds. His depression might also add a different interpretation to the younger miner whose cast down eyes might suggest resignation. The sympathetic treatment of the two miners reinforces the readers’ respect for Delannoy as an artist whose authority on his subject matter can be trusted.  [644:  Aristide Delannoy, ‘Courrières’, L’Assiette au Beurre, no. 260, 24/03/1906, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1048276k/f11.image, 19/02/2019.]  [645:  Rehberg, ‘Realism and ideology in André Fougeron’s le Pays des Mines’, p. 157.]  [646:  Neville, ‘The Courrières Colliery Disaster, 1906’, p. 43.] 


On the bottom of the page, there is a much rougher sketch of a group of people clamouring at the gates of the mine, labelled en masse as “les parents”. There are few discernible details - just the suggested shapes of bodies - but, on the right hand side, there appears to be a woman and perhaps a teenaged boy huddled together, the woman’s arm around the boy’s shoulders. It is a picture of anguish and desperation, a mood compounded by the caption which informs the reader that these people are being kept out of the mine and from finding their lost family members. Despite portraying a pitiful sight, the caption manages to convey a wry and bitter humour. It is ironic that these miners and family members, who were forced to work in the mines despite their misgivings about safety in order to feed themselves, are now barred just when they are most desperate to get in.[footnoteRef:647] Apparently, only journalists and their cameras are allowed in.[footnoteRef:648] The joke is bleak and rings with indignation but Delannoy’s choice of phrasing takes advantage of what irony, and therefore humour, there is to be found in the situation. That he put this caption in the voice of the miners shows where his sympathies lay. Delannoy effaced himself and focused the readers attention on the miners’ families. This adds to the humanising effect of the issue and turns the miners from dumb workers barely to be given thought to a lively and interesting people with a dark sense of humour. Though Delannoy has been effaced, he is also present because of his signature style. The effect could be to put Delannoy in league with the subjects against the establishment which favours journalists belonging to the state-sponsored media. Alongside the respect that Delannoy presented for the miners, his work was also highly political in its attack on the government and the bourgeois ruling class, reminding his readers of his place in public as a political actor. [647:  In one of Grandjouan’s contributions to the issue, he quotes a miner saying that he has to risk his life in order to feed his family. The miner is shown reaching for a lantern while, above the image in a note by Grandjouan, the reader is informed that the miners knew about fires left to burn in the mine and were worried they might cause such an explosion. See Jules Grandjouan, ‘Courrières’, L’Assiette au Beurre, no. 260, 24/03/1906, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1048276k/f7.image, 19/01/2019.]  [648:  This comment may be a reference to the resentment felt by artists towards photographers who had been, since 1890, pushing artists out of the industry of press illustration. See Ambroise-Rendu, “Du dessin de presse à la photographie”, p. 11.] 


Delannoy’s reference to photographers in this way gives a very likely insight into his disdain for the main daily newspapers which traditionally fed the capital its news. The image he gave, of reporters descending on a grisly scene while loved ones are kept at bay - possibly to avoid disrupting the view or influencing how the reporters interpret events, is reminiscent of vultures circling on a kill. Delannoy was not alone in his disdain for mainstream journalism. Fellow L’Assiette au Beurre artists Poulbot and Zyg-Brunner each devoted an issue to mocking journalists in which journalists were portrayed as unscrupulous in the pursuit of a story.[footnoteRef:649] Delannoy’s reference to journalists in this context suggests that he did not see what he did as journalism. Possibly, Delannoy adhered to the same professional mission as Jean Grave who declared the purpose of his journal, Les Temps Nouveaux, to be about educating the readers about anarchism and converting them to the cause through propaganda.[footnoteRef:650] Rather than identify with the reporters who fed sensationalist stories to the curious Parisians, Delannoy presented himself as a contributor to the propaganda effort with his impression of the harsh conditions and despair suffered by the miners at Courrières. By reaching out to this audience with his very honest and emotionally intense sketches, Delannoy possibly hoped to sway more of these readers to sympathise with the miners’ perspective rather than what he saw as the excuses of the engineers and upper levels of management given in the mainstream press.[footnoteRef:651]  [649:  ‘Journalistes’ by Poulbot, L’Assiette au Beurre, no. 111, 16/05/1903, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1047770h.item, 14/05/2019 and ‘Les reporters’ by Zyg-Brunner, L’Assiette au Beurre, no. 459, 15/01/1910, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k10501108.item, 14/05/2019 and ‘L’usine à copie’ by Zyg-Brunner, L’Assiette au Beurre, no. 547, 23/09/1911, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k10499628.item, 14/05/2019.]  [650:  Patsouras, The Anarchism of Jean Grave, p. 65.]  [651:  In the republican journal, Le Matin, more emphasis is placed on the intervention of ministers and the explanations given by head engineers. While images of the miners are presented, the miners are not given a voice and are treated as an unfortunate but distant group to be pitied but not empathised with. See Le Matin, 23rd year, no. 8050, 11/03/1906, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k5679039.item, 10/05/2019.] 


Delannoy followed a similar strategy in his portraits in Les Hommes du Jour. Delannoy’s targets, though chosen by Méric and the director Henri Fabre rather than him, were drawn in a way that was topical and showed a knowledge of their present political activity and their reputation vis à vis the political left. But the emphasis is on emotive representation rather than impartial facts. This was certainly the case for the controversial depiction of General d’Amade in 1908. Figure iii:9 shows the general standing in the foreground of the page, a bloody butcher’s apron covering his otherwise pristine and well-decorated uniform. Similarly to Jossot, the use of uniform in Delannoy’s satirical art was an effective shortcut to represent an institution and to focus on the general ill-feeling felt towards the institution in question. D’Amade has a cluster of medals pinned haphazardly to his chest, the slight disorder making the medals appear ridiculous instead of impressive. Rather than inspire feelings of admiration and respect, the presence of medals is supposed to provoke disdain and an[image: 027n_1.jpg]ger both at the regime who rewards the undeserving for so-called acts of bravery and at the individual for proudly displaying honours he earned for thuggish violence. This assumption, that the army rewarded mindless violence, was well established in satirical journals like L’Assiette au Beurre.[footnoteRef:652] The officer class in the army was presumed to be one of the last bastions for sons of the nobility to find a prestigious career, promoting a self-serving environment which excused and celebrated entitled power and inherited social influence.[footnoteRef:653] Delannoy adopted this assumption in his visual language by contrasting the medals which stood for status and social praise with the reality that d’Amade earned his credentials through mindless violence. [652:  Officers in particular were presented as terrorisers of the people both in France and in the colonies. Dixmier and Dixmier, L’Assiette au Beurre, p. 61.]  [653:  Datta, Birth of a National Icon, p. 140.] 
Figure iii:9
Delannoy, ‘Général d’Amade’, Les Hommes du Jour, no. 12, 1908.


Delannoy’s depiction here adds to the visual semantic field of the bloodthirsty officer.[footnoteRef:654] Alongside the blood on the butcher’s apron (an image which evokes the bloody butcher’s paper used to wrap Marianne’s celebratory bouquet), the General’s hands are dripping with blood. Behind d’Amade is the evidence of his brutality: bodies, limbs scattered and clothes splashed red with blood, lie heaped in front of what looks like a town or village on fire. The red of the flames streaking across the sky echoes the red of the earth, stained from the violence. One of the few Les Hommes du Jour issues to be published in colour, the red would have been all the more striking for the reader. Readers familiar with Delannoy’s work would remember similar uses of bloody hands from his caricatures of Clemenceau. The image draws parallels between Clemenceau’s repression of strike action and the massacre of innocent people in Morocco. Even if the general spilled blood abroad, the correlation Delannoy drew between him and Clemenceau would evoke in the minds of his readers the picture of poor people becoming victims of the rich.[footnoteRef:655] Delannoy, in his self-presentation as an artist representative of anarchist ideas, created a visual space to share with his fellows his sympathies for internationalism. This belief was the widely held response of the anarcho-communists and the revolutionary syndicalists to colonialism. They maintained that the proletariat across the world were united in their oppression under the elite and therefore had more cause to work together to overthrow their respective regimes than to fight against each other.[footnoteRef:656] [654:  See Mitchell, Iconology, Image, Text, Ideology, pp. 88-91.He writes about how caricature and press illustration can be replete with symbolic imagery to create complex symbols which are interpreted differently according to the reader’s knowledge of the symbolic idiom. The combination of image and caption are like maps where the caption acts as a key to understanding the image.]  [655:  Morocco was associated with Clemenceau by his political opponents as proof of his hostility and chauvinism even if, according to David Watson, Clemenceau’s conduct in talks on the matter showed little sign of either. France had been given a privileged position in the conference of Algeçiras in 1906, shortly after which Clemenceau’s first government came into power. Clemenceau hoped to use Morocco as a bastion of French diplomatic influence. Clemenceau applied to the Germans to make Morocco a protectorate and eventually succeed in 1911 despite the escalating tensions and the likelihood of war on the continent. See David Watson. Georges Clemenceau : France, Haus Publishing, 2009. ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/york-ebooks/detail.action?docID=3038273, accessed 20/01/2019, pp. 12-17.]  [656:  Anarchists refused to take part in wars waged to defend or gain more capital for the state and a minority group, especially when the soldiers would come from the working classes and therefore would not be fighting for their own benefit. See Maitron, Histoire du Mouvement anarchiste, p. 370.] 


The choice of subject for the issue was made not so much for the massacre in Morocco over which d’Amade had presided but an attack on the army and colonialism as a whole, an institution for which the general was a useful figurehead.[footnoteRef:657] In Méric’s biography, he claims that it did not matter to the anarchists who was in charge of the massacres in Morocco, only that the truth of the senseless killing was revealed to the public. Amade had, falsely to Méric’s mind, been given the title of the humanitarian general because he apparently leaned towards halting unnecessary pillaging and desecration once a victory had been won.[footnoteRef:658] There is a sense, however, that the exact location of the conflict was as unimportant as the identity of the general. This was supposed to be a denunciation of colonialism and military violence and the exact subject matter was an excuse to recall these themes to the minds of the readers. The wider purpose behind the issue was to be a protest against the imprisonment of several anarchists for antimilitarism and anti-patriotism.[footnoteRef:659] Méric used the biography section as an opportunity to set out the justification the anarchists had for denouncing the military. He explained that they believed such violence was a defilement of French honour and should be denounced by any self-respecting patriot. Delannoy’s illustration to complement Méric’s tirade was specifically a visual rejection of d’Amade’s reputation as a humanitarian general and a gesture of solidarity with the antimilitarists who had been imprisoned for daring to speak out openly against the activity of the military both in France and in the colonies.[footnoteRef:660] Primary among the crimes committed by the antimilitarists was the exhortation to infantry soldiers, often recruited from the working classes, to mutiny in favour of an internationalist rebellion against the financial and political elite.[footnoteRef:661] Delannoy’s illustration was a visual flag in favour of anarchism, a push for the propaganda effort to dissuade young men from signing up as soldiers and a public demonstration of support which pushed Delannoy into the public sphere as an acknowledged militant. The topicality of the subject in the issue helped to focus the minds of the readers on the relevancy of the propaganda message. In this sense, Delannoy’s work should not be judged a piece of journalism or documentary reportage despite its factual revelations. This was an act of visual propaganda. That Delannoy showed himself to be informed and was prepared to inform others despite the potential prohibitive consequences, however, suggests that he wanted to be accepted as a reliable authority and as a heroic representative of the anarchist movement. [657:  Albert Gérard Léo d’Amade (1856-1941) was bon to an aristocratic family and attended the special military school of Saint-Cyr in 1874. In January 1908 he took over the command of the French troops in the Western Moroccan province of Chaouia where he was charged with the removal of the dissident indigenous forces. As well as leading bloody reprisals against the militant moroccans, d’Amade also set up telegraph lines and administrative systems in the pacified zones, implementing a system of taxation. Amade returned to France in February 1909 where he continued his military career. See Moshe Gershovich, French Military Rule in Morocco: Colonialism and its Consequences, (London, Routledge, 2012), pp. 51-60. ]  [658:  Victor Méric, ‘Général d’Amade’, Les Hommes du Jour, no. 12, 1908, p. 2, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k442453d/f2.image, 13/12/2018.]  [659:  Maitron, Histoire du Mouvement anarchiste, p. 372.]  [660:  Michael Burt Loughlin, ‘French antimilitarism before World War 1: Gustave Hervé and L’Affiche Rouge of 1905’, European Review of History, vol. 19, 2, 2012, pp. 249-274, accessed at https://doi-org.libproxy.york.ac.uk/10.1080/13507486.2012.663079, 03/11/2019. Anarchists like Jean Grave were particularly vocal in their outrage against the mistreatment of the indigenous populations in the colonies. Patsouras, The Anarchism of Jean Grave, p. 97.]  [661:  Méric did in fact make such an appeal in the biography in the issue. His voice joined the antimilitarist anarchists in calling for solidarity within the working classes. Méric, ‘Général d’Amade’, p. 2. ] 


Delannoy the anarchist artist
Delannoy was one of the few artists responding to Jean Grave’s call for illustrations of ‘l’idée’ in his journal Les Temps Nouveaux who openly used the title anarchist artist. This is a strong indicator of both how he saw himself and how he wanted others to see him. Exploration into how and to whom he presented himself as such will show the finer details of Delannoy’s self-perception and public projection.
	“Mon cher Grave, je vous dois des excuses. Il est arrivé que j’ai fait passé quelques 			dessins avant le votre pour des raisons d’actualité. (Biribi - anniversaires d’émeutes et de 		raclées au maroc (sic), pour des camarades espagnols, et encore j’ai négligé de répondre 		à un demande du comité de défense sociale, quoique leur besogne me soit sympathique.) 		Nous ne sommes pas assez comme dessinateurs anarchistes.”[footnoteRef:662] [662:  Letter by Delannoy to Grave, 23/07/1910, no. 178. Delannoy’s suggestion that there were not enough anarchist artists like himself to satisfy the demand for anarchist art indicates a certain weariness and sadness that some of the propaganda being produced in 1910 would have to be without images and therefore less effective.] 

Written in 1910, this letter to Grave comes five years after Delannoy first started producing drawings for Les Temps Nouveaux and a year after he was released from prison for the portrait of d’Amade. The letter shows that Delannoy was still concerned with being topical and with responding to calls for support in the anarchist and antimilitarist propaganda efforts. The number of calls made on Delannoy suggests that his prison sojourn had earned him a certain kudos in the anarchist community. As a public figure, he represented a personal courage in the face of government oppression and physical punishment. As has already been mentioned, Delannoy’s physical person reminded his peers of the working class men whose support and allegiance they wanted to win. Delannoy’s apparent physical suffering in prison augmented his presence in their minds and turned him into a celebrity figure whose signature held a certain cachet with the readership. Delannoy clearly accepted this perception of him and tried to keep up with public expectations through his work.

The journals and projects in which Delannoy participated helped to establish his reputation and, while Delannoy may not have intended such fame, they show how he might have encouraged the development of his public persona by proving his dedication to the subject of exposing exploitation of the working classes. Even before Delannoy’s incarceration, his name was frequently associated with collaborative projects in L’Assiette au Beurre and Les Temps Nouveaux in which he was either the principal or a co-illustrator of a highly emotive and pedagogical text. The Assiette au Beurre issue ‘Les Métiers qui tuent’ was a collaborative project produced by the artists Delannoy, Grandjouan and Naudin with text provided by the journalists Léon and Maurice Bonneff. Maurice and Léon Bonneff were journalists and militant socialists connected to L’Humanité, a journal founded by Jaurès, and the CGT. In 1905, they published a book (aimed at educating the working classes) also called Les Métiers qui tuent describing the accidents and health risks attached to various professions and denouncing the employers who put their employees at risk.[footnoteRef:663] The book had an educational element since workers of one profession were unlikely to know about the risks attached to another. The Assiette au Beurre issue under the same title was a further effort to disseminate the in[image: Image]formation and to encourage more public pressure on the government to enforce reform.[footnoteRef:664] The overall theme was outrage at the conditions in which workers were forced to work, with emphasis on the statistics which pointed towards the unnecessarily premature death of the workers. In each image, the workers are shown at work whilst the caption explains the dangers and gives the statistics for early onset of disease or prevalence of fatal accidents. In one of Delannoy’s contributions, figure iii:10, the illustration centres on two stonemasons chiselling millstones. The caption explains that “meuliers” were most at risk of inhaling stone and steel dust which led to serious lung diseases by the time they were thirty. The combination of very precise statistics with the lifelike graphic representation of the work is striking. The facial features of Delannoy’s figures are not photographic in their precise imitation of nature. There is, however, something very real in the emotional depth of their expressions which prevents the faces from being bland, beautiful masks.[footnoteRef:665] The empathy that these figures inspire forces the reader to consider the people behind the frightening statistics in the caption. This personal connection, made real by the faces presented in the illustration, provoked guilt and disgust that the readers may have projected onto the employers who mistreated their workers, turning it into outrage. Alternatively, the readers could be impressed by the stonemasons’ physicality and obvious connection to the materials with which they worked. The men evoke an earthiness which represented a patriotic connection to French soil. The image of the labourer was idealised in works ranging from anarchist propaganda to impressionist art as a symbol of masculinity and virility. In a France where fears of decadence and degeneration were slowly developing into a determination to improve the French workforce and military amid growing hostility with Germany, images of workmen were associated with patriotic ideas of national strength and a return to the native soil.[footnoteRef:666] [663:  Isabelle Dauzat, Léon et Maurice Bonneff : peintres de la condition ouvrière dans les années 1900, mémoire de maîtrise sous la direction de Michelle Perrot, (Paris, Université Paris Diderot, 1989), accessed at http://www.bonneff.com/category/these/, p. 48.]  [664:  One of the artists, Jules Grandjouan, had tried to start a series of illustrated brochures with each issue devoted to a different profession but the project fell through after the first issue. Noémie Koechlin, Dessins de Jules Grandjouan : les ouvriers et les métiers et mes juges, (Nantes: Coiffard, 1997), p. 7.]  [665:  The comments made about Delannoy’s work by his fellow artists after his death suggest that Delannoy was admired for his “âpres et douloureuses satires” more than for the objective beauty of his drawings. The general sentiment behind this compliment was echoed by Siegfried in Les Temps Nouveaux where he argued that the facile depiction of regular beauty did not have the passion of a work of art which reflected reality in all its imperfections and found beauty in ugliness. See Paul Signac, ‘Aristide Delannoy et les Artistes’, Les Hommes du jour, no. 173, 13/05/1911, p. 5, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k442409z/f3.image, 1/11/2017 and Siegfried, ‘L’Art révolutionnaire’,  Les Temps Nouveaux, 18e année, no, 4, 25/05/1912, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k6491426k/f4.image.r=%22l'art%20revolutionnaire%22, 1/11/2017. ]  [666:  Datta, Birth of a National Icon, p. 121.] 

Figure iii:10
“Stone masons - Eight out of ten of the workers who make millstones and who, without any protective equipment, breath in flint and steel dust, develop lung conditions by their thirties.”
Delannoy, ‘Les Meuliers’ in “Les Métiers qui tuent”, L’Assiette au Beurre, no. 303, 19/01/1907.


Delannoy obviously admired the strength and courage of the labourers and he tried to inspire that admiration in his readers though his motivation was probably to promote a revolutionary rather than a nationalistic agenda. The two workers in focus are inherently masculine with broad shoulders, muscular limbs and hard faces. The way the foremost figure is kneeling shows the clear musc[image: brochures anarchistes079_1_1.jpg]le definition in his thighs. The intensely serious expressions on the workers’ faces communicate their determination to complete their tasks but also adds to the tragedy of their likely fate. As the issue showed, there were not many safe professions for the working classes so these men had little choice but to do the dangerous work if they were going to feed their families.[footnoteRef:667] Delannoy’s contribution, which brought with it an impression of personal knowledge of what it would be like to live in such an environment where family members died prematurely due to their professions, helped the overall aim of the issue to impress on the readers the labourers’ courage. The stonemasons continued to work because they valued the lives of their families above their own. An implicit message of the issue was that the profit-hungry employers did not share this selfless courage, making them lesser men in comparison. The indignation implied in the caption that no protective gear was provided suggests that the harmful effects of breathing in dust was well enough known that the reader would blame the employers for the resulting ill-health of the labourers. The reader was supposed to accept the conclusion that the deaths were preventable.[footnoteRef:668] The absence of the employer in the image, however, means that the reader’s emotional energy is directed towards the stonemasons, their principal reaction one of sorrow or perhaps frustration with an impossible situation. [667:  Admiration for physical labourers was shared by the impressionists. Artists like Gustave Caillebotte made a study of the male physique to contrast their primal existence with his life of leisure afforded to him by his family’s wealth. See Garb, “Masculinity, Muscularity and Modernity in Caillebotte’s Male Figures”, p. 64.]  [668:  The last page of the issue states this as a fact and, in the absence of counter claims, this persuasive conclusion was intended to resonate with the reader. See Naudin, ‘Les Métiers qui tuent’, L’Assiette au Beurre, no. 303, 19/01/1907, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k1048370f/f16.image, 20/12/2017.] 
Figure iii:11
Delannoy, illustrator for L’Esprit de Révolte, Peter Kropotkin, published with Les Temps Nouveaux
publication date unknown (1914?). 


Delannoy’s anarchist propaganda work was also effective because of the raw simplicity of his style which, along with the link to the working classes, was a central characteristic of his personal signature. Figure iii:11 shows the front cover, illustrated by Delannoy, of a brochure written by the leading anarchist theorist Peter Kropotkin, Esprit de Révolte. The illustration is a line drawing of a man who appears to have just broken his chains in an explosive, powerful movement. He now steps forward, head thrown back and chest pushed up, in a motion which personifies the title of the brochure. He seems to embody the spirit of revolt, a metaphor for a revolution that is, it is implied, just about to break. The broken manacles dangling from his wrists symbolise the impotency of shackles to hold back the raw spirit of rebellion. The figure is clean and powerful because there is nothing to detract from his muscularity: the clothes and even the hair on his head are just suggestive lines and shading. The simplicity of the front cover worked like a well-designed poster, effectively attracting and trapping the viewer’s attention with an image that was very efficient in evoking an emotional reaction from the viewer.[footnoteRef:669] The man, though his age is unknown, is reminiscent of the muscular young men that artists like Luce and Steinlen drew for Les Temps Nouveaux to represent a new age of anarchy after the overthrow of the bourgeois regime.[footnoteRef:670] Delannoy ado[image: 057n_1.jpg]pted the metaphor and subtly altered it so that, rather than reflect a new dawn, the figure represented the violence that he believed would necessarily precede it. The overall composition is modern and innovative, qualities which bring it further in line with the outward impression the anarchists wanted to make with their propaganda. They wanted to represent as a movement the makings of a new age populated by people capable of rethinking society and shrugging off the assumptions and preconceptions of the past.[footnoteRef:671] Delannoy’s artistic style represented the kind of roughly hewn, unpolished art that, it was hoped, could come spontaneously from the working classes and so help to visually redefine socio-cultural concepts like ideals of beauty and worth.[footnoteRef:672] It may have been the hope of the authors who chose Delannoy as their illustrator that including an artist like Delannoy with a publicly established link to the working classes would increase the effectiveness of the emotional connection. [669:  Ernst Gombrich wrote that art is not transcribable - it is not about imparting an idea but discovering a language of equivalence whose success is measured by the responses it evokes. Delannoy’s expressive poster art was successful because it evoked the passion the anarchists felt for their hoped for revolution while not being bogged down by the abstract ideas of anarchism and what a future anarchist society might look like. Gombrich, Art and illusion, p. 303.]  [670:  Dardel, Catalogue des Dessins, p. 106. Examples of these strong proletariat heroes appear on the brochure front covers that were published by Les Temps Nouveaux printing house. See the front cover of the 1905 edition of the Almanac de la Révolution by Steinlen. See also the front covers for the Almanac du Père Peinard (1894-1899) drawn by Luce.]  [671:  Jean Grave proved himself to be an admirer of innovative art which expressed an idea, believing it to be an essential part of anarchism. See Patsouras, The Anarchism of Jean Grave, p. 88. Grave’s friendship with artists like Paul Signac who expressed his own passion for artistic liberty and the modernity of anarchist art shows that Grave was sympathetic to this point of view. See Dardel, Catalogue des Dessins, p. 43.]  [672:  In an article in La Guerre Sociale, analysed in the next chapter, Jules Grandjouan claimed that one of the tasks of the anarchist artist was to inspire in the proletariat their own artistic genius so that they could be free of the cultural influence of the bourgeoisie. Grandjouan, ’L’Art et le Peuple’, La Guerre Sociale, deuxième année, no. 15, 11-17 Mars 1908, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f220.item, 11/02/2018.] 
Figure iii:12: Delannoy, l’Assiette au Beurre, 1902,
“For a long time, I believed I was born in an old house on Pot-d’Etain street in Béthune. Recently, a representative of national security insisted that I was born in Russia or in Germany; then he told me that I really was a forger, rather than a painter.
For the love of truth, use your contacts and get authorisation to see my file at the Prefecture. Take notes and publish them, if you want to write about my private life: that will be no more nor less ridiculous than what I could tell you.”


Delannoy in self-portrait
For most of his career, Delannoy’s public persona was demonstrated through his personal artistic style and his participation in anarchist projects which meant that his name was repeatedly associated with leading anarchist journals and thinkers. Delannoy’s anarchism became a personal battle for freedom of expression when he was defending himself against pressures on his right to criticise the government through his art and it was perhaps this increased pressure on presenting himself as a wronged artist that pushed Delannoy to promoting his self-image as well as his ideas in public. Delannoy’s portrait (figure iii:12) had already appeared in L’Assiette au Beurre for a special supplement intended to introduce young artists to the readers.[footnoteRef:673] Delannoy paired his portrait with a short, satirical commentary of the surveillance the police had on him. Fellow anarchists, particularly of the older generation who had lived through the violent crackdown on anarchy and the extraordinary “procès des Trente” would have been very familiar with the concept of having a police tail. Prominent anarchists like Grave had their homes searched and documents seized as the government tried to find scapegoats in order to reassure the voting public that they had the spate of violent anarchist bombings under control.[footnoteRef:674] The commentary sets a mocking tone which complements the sullen expression Delannoy has drawn on his face. Unsmiling, he glares at the viewer from underneath thick, frowning brows. There is no sense of vanity or posing, rather fierce concentration and determination. Delannoy’s ridicule of the police, the representatives of the government’s attempt to stifle the anarchists, and the uncompromising presence of his portrait established his reputation for defiance in the face of government oppression from the beginning of his career. [673:  Dixmier and Dixmier, L’Assiette au Beurre, p. 285.]  [674:  Patsouras, The Anarchism of Jean Grave, p. 64.] 


Delannoy would not publish another self-portrait until 1908 when, in a number of issues for L’Assiette au Beurre protesting against the government’s disproportionate reaction to his work in Les Hommes du Jour, he produced a series of very personal attacks on Clemenceau and Briand. This suggests that, until Delannoy was personally threatened, he preferred to represent himself through his ideas rather than his person. According to Méric, Delannoy made himself a target from the first issue of Les Hommes du jour:
	“Avec d’Amade, ce furent les poursuites. Clemenceau n’avait pu, ni osé se venger des 			attaques dirigées contre lui et toute sa domesticaille. Il profita de l’occasion pour lancer 			sur nous ses magistrats.”[footnoteRef:675]  [675:  Méric, ‘Aristide Delannoy’, p. 2.] 

Méric here insinuated that the government, as represented by Clemenceau, only used the excuse of antimilitarism to attack Les Hommes du Jour and that it was the artist and journalist rather than their ideas which were condemned. In a trial presented by the anarchists as a crackdown on all the insults made against Clemenceau in the left-wing press on the twenty-sixth of September 1908, the pair were sentenced to a year in prison and a three thousand franc fine each. Delannoy was suffering the beginnings of the tuberculosis which would eventually kill him when he was sentenced to prison. He was given a few months suspension in order to recuperate before serving his sentence.[footnoteRef:676] During this time, his focus in his work for l’Assiette au Beurre moved from workers’ rights to denouncing the hypocrisy of former left-wing activists (Clemenceau and Briand) and defending the importance of freedom of expression in the press. While Delannoy would have known that government crackdowns on anarchist journals were not uncommon, particularly for anarchist artists after the introduction of the lois scélérates, it was normally the editors or the directors who were in the firing line.[footnoteRef:677] Nevertheless, his brave and humorous defiance of the authorities was a point of pride for his friends and colleagues. This change in Delannoy’s focus had the effect of altering the public’s perception of him. Though Delannoy’s public persona was not made unrecognisable, his new line of attack made him a representative for his fellow artists as well as for the industrial working class communities. [676:  Dixmier and Dixmier, l’Assiette au Beurre, p. 287.]  [677:  Delporte, Les Journalistes en France, pp. 28-31 and p. 35.] 


The first self-portrait (figure iii:13) that Delannoy published after his sentencing in 1908 was for a group authored issue of L’Assiette au Beurre, ‘Liberté d’Opinion’. The[image: Image] self-portrait is part of a larger group portrait representing the anarchists who had recently been imprisoned by Georges Clemenceau’s police force. In the far right hand corner, there is a list of the names of the anarchists in prison at the time of publishing the drawing. The list names the anarchists in the group portrait but finishes with “etc”, indicating that there are too many to draw in one illustration but that all are represented by this illustration. The anarchists in front are drawn as distinctive individuals which suggests that Delannoy was drawing from memory (for their likenesses) and from his own imagination (depicting them in an aspect which was symbolic of their public behaviour rather than a true depiction of them in real life). His own portrait is highly symbolic of the role and position he imagined for himself in the anarchist movement. Delannoy appears on the far right of the group portrait, almost an outsider watching from the shadows. In his hand he holds a cigarette, giving an air of relaxed nonchalance. His expression catches the reader’s eye in a direct way that few of the other anarchists do. Dressed in a formless blue shirt and brown trousers, his likeness is conveyed with the barest suggestions of lines and blocks of colour. He nevertheless communicates an intense emotional energy to the reader. Drawing himself with the other anarchists, though not central to their group, Delannoy demonstrated that, together, they were defiant in the face of the government’s attempt to suppress their freedom of speech. Figure iii:13
Delannoy, L’Assiette au Beurre, 31/10/1908, 
“Liberty - Equality - Fraternity
Health “for everyone” - Doctor Clemenceau
Are you not still free to think as you will? All we ask of you is that you keep your thoughts to yourself”


This sense of brotherhood contrasts with the isolation represented by Clemenceau who was standing guard outside of the cell. Separated from the group by the line of bars, Clemenceau was drawn both physically and ideologically separate from the journalists and thinkers with whom he once stood in opposition to a repressive government. Now that Clemenceau was a part of that government, he had renounced any right to belong to fraternity of free thought, his opinions and authority on freedom of expression therefore meaningless. Delannoy, on the other hand, showed that he was proud to belong to what he clearly thought was a select group. Though humbly drawing himself to the side, representing his own modest expectations of what contribution he could make to the group effort, Delannoy demonstrated that despite his anger at being sent to prison, he would rather be behind bars with the anarchists than outside with Clemenceau. This demonstrated to the readers his vision of the anarchist artiste engagé as an artist who was unafraid to go to prison for his freedom of expression. 

Figure iii:14 shows a later self-portrait from the L’Assiette au Beurre issue ‘Les plus belles phrases de Monsieur Clemenceau’ which was published three months after Delannoy’s conviction and three months before Delannoy actually entered prison. While Delannoy was not yet in prison at this time, the figure shows Delannoy and his colleague Méric chained up in a cell. They are unable to touch each other, as Delannoy’s forlornly outstretched hand shows. Both are excessively chained, with manacles either around their waist or their neck, around their ankles and/or wrists with a metal ball attached as an extra failsafe against escape. The balls have ‘R.F.’ chiseled on them, making them signifiers of the government’s action. The situation should be serious but there is a self-deprecating humour in evidence which lightens the mood and turns the drawing into satire. The way that Delannoy is trying to reach out to Méric is so pathetic (and out of character for a man described as “vigoureux, puissant” by Méric) that it was incongruous and amusing to everyone who knew the artist through his public persona as a vigorous and uncompromising satirist.[footnoteRef:678] The drawing supports this view of Delannoy as it suggests that while Delannoy might have be[image: pasted-image.tiff]en frustrated by his prison sentence, he laughed at the idea that it would silence him and his insurrectional opinions. Behind the two inmates, Delannoy drew a caricature of Clemenceau standing, hands on hips, smugly watching the enchained anarchists. On the wall behind him is some self-congratulatory graffiti: “long live the Velu of Montparno” (sic) and “Long live Damade” (sic).[footnoteRef:679] Clemenceau appears to have tried to reclaim the visual platform for his victory, boasting that he has undone the damage of Delannoy and Méric’s issue on the general. His self-satisfied air highlights the irony of the caption which quotes Clemenceau before he came to power promising that he will always reward those whose actions reflect their words over hypocrites. Underneath the quote, Delannoy noted the total prison time given out to political criminals, those whose opinions conflicted with government’s, during Clemenceau’s time in office: seventy years, six months and twenty-seven days.[footnoteRef:680] Though Delannoy was physically, if temporarily, free, he wanted to represent the chaining of freedom of speech. The serious message combined with the satirical self-portrait provides a performative element. Delannoy was making it clear that, though Clemenceau might have thought he had won, the anarchists themselves were resilient and could make a joke out of their incarceration. Delannoy’s use of his self-portrait in this way, combined with the defiance of his earlier work focused his readers’ minds on the new public identity that he wanted to project. He was an anarchist who was proud of his political stance and determined to defend his right and the right of others to express their dissatisfaction with the government. [678:  Méric, ‘Aristide Delannoy’, p. 2.]  [679:  The “Velu de Montparno” presumably refers to Clemenceau though the exact context for this reference is unclear. Given that the other piece of graffiti is in favour of the man whose caricature led to Delannoy’s imprisonment, it would make sense that the first piece also refer to one of Delannoy’s political enemies. Montparno is a slang term used to refer to a person living in the Parisian district Montparnasse, possibly used in this case to refer to Montparnasse itself. Montparnasse was know for its artistic milieu and was often frequented by Delannoy who enjoyed the atmosphere there. Ibid., p. 2. The velu, or the hairy one, could refer to Clemenceau’s facial hair (and mockingly to his bald head) but this is speculation.]  [680:  Clemenceau was notorious among the syndicalists for being the reason why the government went from being a neutral observer of the conflict between the syndicates and the patronat to actively suppressing syndicate action. Julliard, Clemenceau, briseur de grèves, p. 21.] 
Figure iii:14: Delannoy, ‘Les plus belles phrases de Monsieur Clemenceau’, L’Assiette au Beurre, no. 401, 05/12/1908,
“I will continue, whatever happens, to put men whose actions are consistent with their words above those who do not.”



Delannoy in the eyes of others
Delannoy’s incarceration was also an opportunity for the rest of the artistic community to defend their freedom to express their opinions and they used Delannoy’s image as a symbol of this self-defence. A collaborative edition of L’Assiette au Beurre, ‘Les artistes sont les gens qui…’, was published on the eighth of May 1909 to manifest the artists’ solidarity with Delannoy whilst he was in prison. The introspective collection of caricatures and satirical drawings aimed to define what it meant to be an artist and to underscore that to be an artist was impossible without freedom of opinion and expression. L’Assiette au Beurre, always a platform for creative artistic and political expression, now became a platform for the artists to air their personal grievances and to demonstrate, in a group performance, their dissatisfaction with the general disregard for artists (bohemians in particularly) from the prosaic population. The general feeling was that to be an artist meant to struggle against a bullying public opinion who saw artists as strange outsiders to be tormented or shunned for being different. Many used the collaborative issue to show their political opinions to be aligned with Delannoy’s and to protest that Delannoy had been imprisoned as a warning to the rest of the artistic community to censor their political views. Delannoy’s portrait was used by some artists as a symbol for the prosecuted artist in a case which was a throwback to the Second Empire and the widespread oppression of political satire.[footnoteRef:681] Radiguet’s was one such contribution to the issue which communicated the outrage at Delannoy’s unjust sentence with a satirical flair that reflected Delannoy’s own acerbic humour.  [681:  Goldstein, Censorship of political caricature, p. 180.] 


Figure iii:15 is arranged in a six part cartoon strip by Radiguet, each section with its own caption. The captions run together in a “monologue” spoken with the voice of René Berenger - the senator who made himself very unpopular with the Montmartre artistic community by trying to ban nudity from the press and the street, thus earning himself the nickname ‘Père Pudeur’.[footnoteRef:682] The monologue is an ironic tirade listing some of the more popular targets for satire which often came up in L’Assiette au Beurre and in other, more overtly anarchist illustrated publications. The ongoing theme of the rant is that the artists have no respect for the role models and normative ideals of society: philanthropists, women, soldiers and magistrates. Each section of the cartoon is a demonstration of that disrespect, focusing on one example at a time, starting with Berenger whose caricature scowls at the reader as he brushes off his overly decorated hat, as if it has just been tainted with the satirist’s ridicule. The second caricature shows a ‘philanthropist stomping on the head of a boy who is being held by his legs by a man in uniform. This uniform could be that of a prison guard or of a police officer.[footnoteRef:683] The moustache the man wears resembles that of Clemenceau which, as has already been mentioned, immediately evokes the responsibility of the state in police brutality. The implied message is that the so-called philanthropists indulge their violent tempers away from the public eye, aided by the forces of law and order who also take advantage of the humanitarian image to hide their sadistic proclivities.[footnoteRef:684] The women, far from the respectable housewives or models of maternal devotion, are either prostitutes or respectable women who indulge in clandestine sexual relationships. The voice in the caption stam[image: Image]mers as it tries to describe what they are doing, mocking the apparent inability of the bourgeoisie to admit that their ideals of family and legitimacy are undermined by sexual promiscuity and extramarital affairs.[footnoteRef:685] The caricature of the soldier shows a colonial fighter with an indigenous child impaled on his bayonet. Wartime heroism and colonialism, Radiguet implies, is a euphemism for callous brutality and the slaughter of defenceless innocents.[footnoteRef:686] The caricature of the magistrate shows a man in a judge’s robe being shoved forwards by a disembodied leg, the boot on the end comically large. This suggests that the ordinary man, presumably to whom the boot belongs, has rejected the magistrature and the order it is supposed to enforce. The magistrate’s facial features are distinctive and seem to resemble Aristide Briand, the justice secretary and reviled former liberal lawyer. Briand’s face symbolises more than just the insult to him but the insult to his entire ministry for which he is the figurehead. By targeting Briand, Radiguet can criticise the judiciary as a whole: they are all hypocrites and self-serving traitors of the people because they are all cut in the same mould as Briand.[footnoteRef:687]  [682:  Stora-Lamarre, L’Enfer de la IIIe République, p. 92.]  [683:  Police brutality was a very popular topic. Policemen represented implacable and insensitive violence, often carried out by small minded men who enjoyed their arbitrary power. Dixmier and Dixmier, L’Assiette au Beurre, p. 65.]  [684:  Hermann-Paul picked up this theme when he drew a caricature of a so-called socialist asking his butler to put a copy of a socialist magazine on the coffee table so that he appeared more liberal than he really was. Bouchard, “Le marché de l’art vu par L’Assiette au beurre, p. 13.]  [685:  Maza, The Myth of the French Bourgeoisie, p. 59.]  [686:  The representation of the army and of officers in particular was not analytical on the whole in L’Assiette au Beurre, the artists aiming for a shock effect. Dixmier and Dixmier, L’Assiette au Beurre, p. 55.]  [687:  Judges were generally represented in L’Assiette au Beurre as corrupted or easily corruptible petty tyrants. Ibid., p. 69.] 
Figure iii:15
Radiguet, ‘Les artistes sont les gens qui…’, L’Assiette au Beurre, no. 423, 8/5/1909,
“The artists are people who…
A monologue recited by M. Berenger to the aid of our friend Delannoy.
… people who respect nothing… neither the most humanitarian, the most self-sacrificing philanthropists… nor the sublime women who… that… no the wartime heroism… not even the most senior magistrates!!!! … and so it is just, it is fair that from time to time one of them pays for all the others.”


The final caricature shows Delannoy in his cell, Clemenceau dressed in police uniform standing over him and holding a ring of keys. This portrait of Delannoy closely resembles the self-portrait published in 1902 for the supplement in L’Assiette au Beurre to introduce new artists. The similarity is so great (even the angle in which Delannoy holds his head is identical) that Radiguet probably took the self-portrait as his model. Either this was because Radiguet did not know Delannoy well enough to be able to draw him without a model or it was because he admired the portrait and wanted an image of Delannoy which would be instantly and easily recognisable to the readers. As has already been shown, Delannoy’s self-portrait from the supplement came with a heavy weight of additional information which culminated in a projected public persona.[footnoteRef:688] Radiguet’s reuse of that portrait brought with it that weight of implied knowledge, communicating with just Delannoy’s face the proud defiance in the face of threatened government reprisal. Added to that knowledge is the new information that the threat of government action has finally been realised and that Delannoy is being punished for his defiance. Delannoy’s non-conformism and bravery in the face of his punishment is, however, evident as he is shown tugging at his restraints as if he is trying to break free even under the watchful eye of his gaoler. Radiguet’s representation of Delannoy in this way shows his pride in his colleague for his heroism, a demonstration of honour which contrasts against the mockery evident in the other caricatures. The caption accompanying Delannoy’s portrait comments sarcastically that it is just and fair that such disrespectful persons (artists) be punished on occasion by the symbolic incarceration of one of their number, in this case Delannoy. Radiguet made it clear that he thinks that Delannoy stands for all artists, that he is the model for the phrase “Les artistes sont des gens qui…”. Just as Delannoy is shown being defiant despite the government’s attempt to silence him, so all artists would be defiant and continue to follow the pattern that Delannoy had set. In the same way that Briand was the figurehead for the judiciary, so Delannoy was the figurehead for the artistic community.  [688:  Nelson Goodman comments that a symbol becomes more dense as it is loaded with meaning. This density increases the availability of a symbol to communicate a range of complex ideas. Mitchell, Iconology, Image, Text, Ideology, pp. 67-70.] 


Delannoy’s imprisonment had a galvanising effect for the anarchist community as well as the artistic one. Delannoy’s friend Grandjouan organised a “Grand meeting” on the ninth of June 1909 to organise how the anarchists would react to Delannoy’s incarceration.[footnoteRef:689] Grandjouan created an advert in which he denounced the unfair treatment of artists in the press, implying that they were given harsher sentences because the government, fearful that illustrations had a greater potential than text to appeal directly to the people, was afraid of what they could achieve.[footnoteRef:690] The poster was a call for the anarchists and fellow artists to be outraged for Delannoy and a reminder that artists had a powerful part to play in the anarchist campaign as artistes engagés.[footnoteRef:691] Around the same time, an article written by Paul Iribe (1883-1935), another artist, appeared in Le Témoin (a satirical arts journal) and La Guerre Sociale (an anarchist journal mostly consisting of articles with occasional caricatures to which Delannoy often contributed). This article pleaded for the release of several anarchist activists including Delannoy, all of whom had been convicted for a “délit d’opinion”.[footnoteRef:692] Iribe wrote to both a popular audience and, more specifically, to the intellectual elite asking them to demand the freedom of the political prisoners, making his emotive appeal as politically general as possible.[footnoteRef:693] This was to encourage everyone in the intellectual and artistic community to identify with the prisoners regardless of the politics of the opinions for which they were imprisoned. Iribe wanted the intellectual community to see the governmental crackdown on the free expression of divergent ideas as a threat which could affect every one of them. That the Hommes du Jour case was a trigger for this outburst, however, shows the weight that the engaged artist had for inspiring action within political movements. With Delannoy, the activists had a visual anchor for their ideas and their protest which could carry several layers of meaning including the nobility of the suffering artist and the hypocrisy of a republican government which failed to protect its citizens’ right to freedom of expression.  [689:  Grandjouan, Un Crayon de Combat, p. 154.]  [690:  Goldstein, Censorship of political caricature, p. 2.]  [691:  Koechlin and Dumont, Jules Grandjouan affichiste, pp. 28-29.]  [692:  Paul Iribe, ‘Pour les prisonniers politiques’, La Guerre Sociale, troisième année, no. 25, 02-08/06/1909.]  [693:  Intellectuals engaging in politics pushed their role as defenders of a “pure politics”, claiming that they stood above the party divisions and devoted their ideas to guaranteeing the health of the whole social body. This neutrality gave them an authority and a dignity, in their eyes, that was lacking in the petty rivalry of party politics. Datta, Birth of a national icon, pp. 78-79.] 


Delannoy’s status as an emblem for the ideal artist grew as his reputation and fame increased to embrace the combination of his talent, the content of his work and his physical presence. Writing in the special obituary edition of Les Hommes du jour devoted to Delannoy, Paul Signac (1863-1935) looked back on Delannoy’s life to describe him as selfless and incorruptible:
	“Aussi digne comme homme que comme artiste, il a manifesté dans tous ses actes, dans 		toutes ses œuvres une liberté ferme et intransigeante. Jamais il ne consentit à mettre son 		crayon au service des journaux d’où la liberté est bannie, quel que fût le bénéfice qu’il eût 		en tirer.”[footnoteRef:694] [694:  Signac, ‘Aristide Delannoy et les Artistes’, p. 5.] 

Much was made of Delannoy’s poverty in the obituaries so this indication that Delannoy would pass on possible earnings for the sake of his principles was meant to have a powerful, emotive impact. By focusing on Delannoy’s probity, Signac turned him into an incarnation of what it meant to be free: to live one’s life without sacrificing one’s principles. To other anarchist artists, Delannoy’s life and death was a pattern for what could be achieved by making the ultimate sacrifice and Delannoy was admired as if it was his choice to die for his beliefs, rather than to die due to the more prosaic tuberculosis.[footnoteRef:695] Delannoy’s life was also inspirational because he appeared happy to completely renounce his dreams of painting for the sake of political satire: [695:  In his obituary, Méric insinuates that Delannoy’s death was directly caused by his time in prison. Delannoy was already ill before his incarceration and, while his time in prison most likely worsened his condition, it probably only accelerated what was already going to happen. Méric, ‘Aristide Delannoy’, p. 2.] 

	“Il comptait se consacrer à la peinture. Mais marié jeune, père de famille, il lui fallut songer 		d’abord à vivre et à faire vivre les siens. Il se fit dessinateur et, bientôt, les préoccupations 		sociales et politiques le dominent, il devint l’un de nos premiers satiristes du crayon.”[footnoteRef:696] [696:  Ibid., p. 3.] 

While it was clear that Delannoy was forced for financial reasons to be an illustrator rather than a painter, Méric insists that the dream of painting was quickly forgotten as Delannoy found his true calling.[footnoteRef:697] For other artists who also had to give up on dreams of academic success to make a living, Delannoy could be a model of what success looked like for the satirical anarchist artist. He managed to support his family and make himself famous with simple drawings which nevertheless had immense resonance within his professional field. Delannoy’s life helped to show alternatives to the idea that painting was the superior art form and the only way to prove the talent of an artist.[footnoteRef:698] A committee organised through Les Temps Nouveaux and chaired by Séverine collected his art works to sell at auction after he died and ensured that he continued to provide for his family even in death. This committee included artists like Grandjouan, Maximilien Luce, Paul Signac, Gaston Raieter as well as writers like Anatole France and Octave Mirbeau. As well as collecting Delannoy’s works, they offered contributions of artworks to a tombola to raise money for Delannoy’s widow.[footnoteRef:699] The symbolic significance of this gesture was to demonstrate how the anarchist society could rally around one another and provide mutual aid in times of need. Delannoy, as the focal point, became a symbol of the responsible anarchist who supported his friends and family rather than selfishly use anarchism to take personal revenge on the state and the bourgeoisie. It helped to bury the stereotype of the disreputable terrorist who did so much damage to the public image of the anarchist movement in the 1890s.[footnoteRef:700] The other artists and anarchists’ appropriation of Delannoy’s public persona shows how it could be used to represent several layers of meaning for different communities. For the anarchists, he represented an anarchist activist but for the artists he represented first an artist and then a political activist. The synthesis of these different visions of Delannoy, as will be shown in the next section, helped to reinforce in the minds of the intellectual community the role of the artiste engagé and established Delannoy as an archetype reference for this political personality.  [697:  This insinuation was misleading since, even when he was dying, his letters to Grandjouan show that his mind was constantly occupied with artistic compositions. Letter from Delannoy to Grandjouan, 5th March, 1911. Kept in a private collection by Michel Dixmier.]  [698:  In truth, Delannoy did produce some paintings to be exhibited at the Salon des Indépendents. This fairly minor aspect of his œuvre was mostly ignored in his obituaries. Dixmier and Dixmier, L’Assiette au Beurre, p. 286. Delannoy’s letters to Grandjouan also show that he was making the most of his convalescence (as he thought) to produce work when he could for exhibitions. Ibid.]  [699:  ‘Pour la veuve de Delannoy’, Les Temps Nouveaux, 17e année, no. 4, 27/05/1911, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k64913749/f1.image, 25/10/2017.]  [700:  In the early 1890s in France and in Belgium, it was quickly recognised that violent militants like Auguste Vaillant, Ravachol and Emile Henry dominated the public image of the anarchist and turned public opinion against the anarchist cause. See F., ‘Le Mouvement Social: Belgique’, Les Temps nouveaux, 1er année, no. 24, 12-18/10/1895, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k6489070t/f3.image.r=%22propagande%20par%20le%20fait%22, 25/10/2017. See also Patsouras, The Anarchism of Jean Grave, p. 48.] 


Delannoy the martyr
As Delannoy died two years after leaving prison, his brief time in prison became the defining feature of his life and was central to the narrative of how his colleagues chose to portray him in his obituaries. Delannoy was presented as a hero who had lived and died defending anarchist convictions but it was the idea that he had sacrificed his health to defend his and his fellow anarchists’ and artists’ freedom of expression that turned him into a martyr in their eyes. Delannoy’s illness, though contracted before he entered prison, played a major part in this  development:
	“J’entrai le premier en prison, où je retrouvai Amereyda et Merle. Delannoy, déjà malade, 		ne vint m’y rejoindre que quelques mois après. Hélas! Le mal qui devait l’abattre avait 			commencé à faire son œuvre et à ruiner sa robuste constitution. Puis l’artiste n’était pas 		fait pour l’existence de prisonnier. Il supportait difficilement le régime. En vain s’efforçait-il, 	pour se distraire, de ‘croquer’ ses camarades de geôle … Peu à peu, il perdait le goût du 		travail.”[footnoteRef:701] [701:  Méric, ‘Aristide Delannoy’, p. 2.] 

Delannoy was released prematurely in June 1909 once his friends drew to the attention of the prison director the undesirable eventuality of a political prisoner dying in prison but, as Méric lamented: 
	“Il était trop tard. Libéré à mon tour, je revis notre ami. Mais combien changé. Il était 			marqué pour la mort.”[footnoteRef:702] [702:  Ibid., p. 2.] 

Méric implied that Delannoy’s illness, if not caused by the prison sentence, was greatly accelerated and that his death was premature because of the four months he spent at la Santé. When he described Delannoy’s constitution prior to his sentence as robust, Méric indicated that being in prison weakened his friend. The obituary also gives [image: pasted-image.tiff]the sense that Delannoy was weakened spiritually as well as physically.[footnoteRef:703] Méric implied that Delannoy’s artistic soul was corroded by his incarceration, as if being in prison had a suffocating effect on artistic inspiration. Unlike the other anarchists, who were not artists, Delannoy was vulnerable to the enforced routine and the confinement with limited intellectual or aesthetic stimulation. Written with hindsight, Méric’s obituary implied that Delannoy’s death two years later was already evident and set in stone. Yet Delannoy himself, as his letters to Grandjouan written as late as the spring of 1911, believed that he would recover.[footnoteRef:704] In the years immediately after his imprisonment, Delannoy returned to his profession as an anarchist artist and even got himself in legal trouble again for publishing antimilitarist satire.[footnoteRef:705] His continued defiance proved that he was not cowed by his prison experience even if his health never fully recovered. Méric’s obituary, however, bypassed these years and drew a conclusion, damning for the government in the eyes of the anarchists, that Delannoy’s early death was a direct consequence of the suffocation he suffered while in prison. Unlike the other anarchists, the artist Delannoy apparently sacrificed more by going to prison. Méric established a link between Delannoy’s declining health and enthusiasm for work and his death to create a narrative in which Delannoy appeared to be a brave victim of state brutality. This combined with Delannoy’s earlier established public persona as a defiant and selfless anarchist satirist as well as a talented but frustrated artist culminated in the image of Delannoy as a tragic hero. This was significant because it created a complex model for the artiste engagé based around the facts of Delannoy’s life. The engaged artist was therefore a self-denying hero who sacrificed everything, including his life, for his beliefs and freedoms.  [703:  Poulaille indicates that Delannoy’s condition was life long and that it was a common weakness in his family. Poulaille, Crayon de Combat, p. 7.]  [704:  Letters from Delannoy to Grandjouan dated from the 3rd to the 24th of January 1911, Dixmier private collection.]  [705:  Dixmier and Dixmier, L’Assiette au Beurre, p. 288.] 
Figure iii:16
Gaston Raieter, ‘Aristide Delannoy’, Les Hommes du Jour, no. 173, 13/05/1911


Delannoy’s suffering added to the growing analogy between him and the virile but exploited and exhausted labourer. He was described as having a lean, muscular build and the hard, taciturn gaze of a man of the northern, mining country where he was born, if not into a mining family. In the obituary edition of Les Hommes du jour published at his death less than two years after his release from prison, the strongly defiant expression had been replaced by a truly martyr-like visage. The portrait published with the obituary (figure iii:16) shows Delannoy as a modern saint, staring upwards as if adoring or aspiring to something. His face is thin, ravaged and essentially tragic while also reverential as the artist seemed to conflate Delannoy’s illness with his efforts for the anarchist movement. These connotations are inevitably joined with Delannoy’s imprisonment to create the impression that Delannoy died for his beliefs and subsequent activism. This was in spite of the well-known fact (it was even mentioned in the obituary) that Delannoy was ill before he went to prison. This romanticised vision of Delannoy’s life, work and death indicates the extent to which Delannoy’s public persona was adopted by the anarchist and socialist artistic community. Delannoy the angry militant was adapted and remodelled to become Delannoy the martyred artist and Delannoy went from the unobtrusive figure at the edge of his own group portrait to the protagonist of a personal and heroic fight against the government.

The response to Delannoy’s death shows that the anarchists were prepared to believe Méric’s narrative but that they were also keen to exploit the publicity from it as much as they could. Delannoy was romantically portrayed as the eternal activist whose passion for the anarchist revolution had never waned and the martyr who was struck down by government repression:
	“L’homme qui vient de succomber à l’âge de trente-sept ans, c’est-à-dire en pleine 			possession de son intelligence et de son talent; le dessinateur hardi, vigoureux, batailleur, 		dont le crayon était entièrement acquis à la défense des prolétaires - ces prolétaires qu’il 		aimait passionnément, malgré qu’il en vit, en observateur subtil, les tares regrettables et 		les défauts évidents;… ah ! celui-là - nul ne pourra le contester - était des nôtres.”[footnoteRef:706] [706:  La Guerre Sociale, ‘Aristide Delannoy et la Presse’, Les Hommes du jour, no. 173, 13/05/1911, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k442409z/f4.image, 22/10/2017.] 

In an obituary piece for Delannoy, La Guerre Sociale claimed Delannoy as one of their own, meaning one of the most militant anarchists. They used his image to define what they meant by a militant artist, pointing to the close ties Delannoy had with the working classes who La Guerre Sociale was trying to inspire.[footnoteRef:707] By this account, Delannoy was the people’s artist and, even though Delannoy could see their faults, he and they shared the same goals. The stress on the proletariat’s faults reflects the anarchists’ belief that their role was to guide and refine the working classes through exposing them to the education and culture of the bourgeois anarchists.[footnoteRef:708] Delannoy was an ambassador between the wealthy editors and the would-be readers.[footnoteRef:709] A writer signing himself as ‘M. R.’ wrote in another obituary in Les Temps Nouveaux praise for Delannoy’s devotion: [707:  La Guerre Sociale was aimed at syndicalists, communists and socialists who were dissatisfied with the direction in which their original movements were going and wanted to connect, through the paper, with others who were impatient for more radical change. The call for action over discussion would have been attractive to less well educated readers who could not follow the intellectual debates staged in journals like Les Temps nouveaux. See anon, ‘Ce qu’elle veut être Ce qu’elle sera’, La Guerre Sociale, 1er année, no. 1, 19-26/12/1906, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p, 23/10/2017.]  [708:  Patsouras, The Anarchism of Jean Grave, p. 65. The aim of finding an alternative education system to that of the bourgeois regime was one of the founding principles for Les Temps Nouveaux.]  [709:  Though Hervé was born into a reasonably modest family in Brittany, he had been a history teacher and at the time he was editor of La Guerre Sociale he was also a lawyer. He was proud of his working class origins and let them show but he did not spend so much time among the working classes as Delannoy. See Méric, ‘Gustave Hervé, Les Hommes du Jour, no. 2, 1908, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k442273g/f1.item.r=gustave%20herve, 23/10/2017.] 

	“Libéré, il continua de batailler pour l’idée jusqu’au jour ou, sur les instances des ses 			proches et vu la gravité de son cas, il consentit à prendre quelque repos.”[footnoteRef:710] [710:  M. R., ‘Aristide Delannoy’, Les Temps Nouveaux, 17e année, no. 2, 13/05/1911, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k6491372g, 23/10/2017.] 

It was important for the image of Delannoy the martyr that he appeared to fight for his - and by extension the people’s - right to freedom of opinion even on his deathbed. Firstly it presented an image of the artist as willingly sacrificing his life rather than just incidentally sacrificing his health through imprisonment. Secondly, it gave his public battles through his drawings a life and death urgency which reinforced the relevancy of anarchism and the fight for freedom of expression in the minds of the readers. This relevancy made Delannoy’s death useful as a springboard for building interest for anarchism and artistic freedom of expression. For this, Delannoy’s death needed to be easily linked to his activism. This emphasis on the tragedy of Delannoy’s death, which was somewhat removed from the facts, indicates that Delannoy had lost control of the development of his public persona in the final year of his life. This in turn suggests that Delannoy was more useful to his colleagues as a living and soon to be dead legend than as an actual person. This way, his image could be used to represent the propagandist’s or artist’s chosen message without conflict from Delannoy’s real activity. He became the myth of the artiste engagé, to use Barthes’ terminology. 

Coda
During Delannoy’s lifetime, he was an activist and determined illustrator of the sufferings of the northern working classes. He was also a willing participant in campaigns launched by his fellow anarchists, lending his support to the campaign to save Ferrer in Spain and to expose the abuse suffered by the inmates of Biribi, the military prisoner of war camp in Algeria.[footnoteRef:711] His final months were, however, spent away from anarchist activism in the country home of his wealthy friend, called Prouvost in a letter to Jules Grandjouan, who offered to give him a rural refuge in a vain hope that he would recover from his worsening tuberculosis.[footnoteRef:712] In his letters to Grandjouan during this time, Delannoy expressed his delight at the colours of the flowers he saw in Prouvost’s garden and at his frustration that he was still, as he thought it, too weak to be able to paint them. The letters also reveal his hopes to put together enough work to hold an exhibition in Paris, helped by Grandjouan who would collect the works he sent on in the case that he was too unwell to host the exhibition himself.[footnoteRef:713] These aspirations, along with the admiration he confessed for Grandjouan’s drawings of the American dancer, Isadora Duncan, reveal his love for fine art which, despite his public face as a prominent anarchist activist, was an indelible part of his self-perception.[footnoteRef:714] This shows a contrast between him and Grandjouan, who will be the focus of the fourth chapter in this study. Grandjouan’s self-perception as an anarchist artist was much more single-minded than Delannoy’s and proved to be a life-long obsession which defined his career.  [711:  Letter by Delannoy to Grave, 23/07/1910, no. 178.]  [712:  Letter from Delannoy to Grandjouan, 3 January 1911, catalogued T54 in a private collection kept by Michel Dixmier.]  [713:  Letter from Delannoy to Grandjouan, 5 March 1911, catalogued P045 in a private collection kept by Michel Dixmier.]  [714:  As his close friend Gaston Raïeter recounted, “Mais ce qu’il préférait, ce qu’il aimait plus que tout, c’était peindre.” Poulaille, Un Crayon de Combat, p. 13.] 















Jules Grandjouan
	Trente ans, amoureux de la liberté, comme d’une femme, je suis devenu libre en apprenant 	dans La Fontaine que “notre ennemi, c’est notre maître.” Témoin de l’avidité avec laquelle 		les maitres exploitent les salariés, tourmenté par l’injustice sociale, je vis quelle formidable 		coalition contre les exploités était la société actuelle et je viens de conclure que la patrie 			c’est le syndicat des exploiteurs. Il faut la détruire. Je pense qu’il me reste un certain 			nombre d’années pour y travailler. Grandjouan, Oct. 1906.[footnoteRef:715] [715:  Dixmier and Dixmier, L’Assiette au Beurre, p. 288.] 


The fourth and final artist of this study is Jules Grandjouan (1875-1961), the son of a wealthy Nantaise stockbroker and the scion, on his mother’s side, of a long line of artists. His father’s death when Grandjouan was young meant that he was raised by his mother’s relations in an artistic environment. His childhood and young adulthood in Nantes provided an introduction to labour action against the industrial factory and land owners. His early drawings show a fascination with the working class that would mature into a lifelong career supporting industrial labour action.[footnoteRef:716] Grandjouan was originally destined to be a lawyer, his artwork a sideline to his studies in Paris and later his work as a clerk in law firms in Nantes. He published prints in several local papers including Nantes amusant, L’Ouest républicain and Le Clou. His art obviously suited him more than law because he abandoned his job as a law clerk in Nantes to devote himself to draughtsmanship and caricature from around 1900.[footnoteRef:717] In the first five years of his career as an artist, Grandjouan’s subject matter centred on social satire and his observations of Nantes, including the docks, the local workers, street scenes and so on. In 1900, he and his family (his wife, a school teacher and militant activist for the proletariat, and the first of their four children) moved to Paris where he started to work for Le Rire, appearing in eighteen issues between 1900 and 1904.[footnoteRef:718] Grandjouan did not stop drawing for non-political satirical journals and magazines throughout his time working for political papers like La Voix du Peuple and La Guerre Sociale. Michel and Elizabeth Dixmier suggest that Grandjouan did this in order to earn a living, the financial situation of the political papers always being delicate.[footnoteRef:719] He, along with Aristide Delannoy, became one of the most visible artists of the extreme left, contributing to L’Assiette au Beurre, La Guerre Sociale, La Voix du Peuple, Les Temps Nouveaux, La Vie ouvrière, La Raison etc. He also worked in collaboration with prominent anarchists like Émile Pouget (1860-1931), creating the front covers for syndicalist brochures.[footnoteRef:720] Finally, Grandjouan was an active figure on the anti-parliamentarian committee set up in 1910. Anti-parliamentarianism was a point of schism within the anarchist movement and led to Grandjouan’s break with Gustave Hervé and Miguel Almereyda, the latter two interested in setting up a syndicalist party to take the concerns of the workers to parliament.[footnoteRef:721]   [716:  Dumont, L’engagement d’un artiste, p. 6.]  [717:  Ibid., p. 9.]  [718:  Ibid., p. 9.]  [719:  Dixmier and Dixmier, L’Assiette au Beurre, p. 297. See also Grave, Souvenirs d’un révolté, p. 219 and the frequent appearances of adverts in La Guerre Sociale for more subscriptions and sponsorships, suggesting that the paper was constantly short of funding, for example: ‘A nos Amis A nos Lecteurs Aux militants’, La Guerre Sociale, première année, no. 6, 23-29 Janvier, 1907, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f27.item, 21/02/2018. Grandjouan was only paid 650 francs for his contributions to La Voix du Peuple between the years 1908 and 1911, though since La Voix du Peuple only produced a handful of illustrated issues a year, this may be more a reflection of quantity than financial difficulty on the journal’s part. See p. 312 in Michel Pigenet, Jean-Louis Robert« Travailleurs, syndiqués et syndicats dans les dessins de La Voix du Peuple (1900-1914) », Sociétés & Représentations 2000/2 (n° 10), pp. 309-322. This contrasts to the 1000 francs that Grandjouan earned working for L’Assiette au Beurre in 1902 alone. See Dixmier and Dixmier, L’Assiette au Beurre, p. 279.]  [720:  Ibid., pp. 294-295.]  [721:  Dumont, L’engagement d’un artiste, p. 50.] 


This study will focus on Grandjouan’s work between 1900 and 1910 (when he left France in exile) to assess how he responded to the building momentum behind revolutionary syndicalism in this decade by putting himself forward as a modern hero and role model for anarchist activism. This approach differs from the other literature on Grandjouan’s life and work which mostly attempts to cover his whole life but whose imposes restrictions on detailed analysis. Grandjouan’s prolific career as an artist and as a central figure in the revolutionary syndicalist movement has made him a useful subject for historians of early twentieth century social art and of anarchism. A thesis has been written on him by Fabienne Dumont who gives a chronological account of Grandjouan’s life and career as a socialist artist. The study is complete with an account of Grandjouan’s sources of inspiration, his partnerships and his uneasy relationships with other anarchist activists.[footnoteRef:722] The breadth of this study, however, which intends to cover all of Grandjouan’s life and its focus on the one artist means that it does not either provide a very deep discussion on any one aspect of Grandjouan’s work nor does it show how his self-presentation as an artist reflected and impacted on the work of other artists and anarchists in the pre-war period. Grandjouan’s granddaughter, Noémie Koechlin has also made a significant contribution with her compilations of Grandjouan’s art. She collected Grandjouan’s drawings of workers, different professions and the judges and jury in his 1910 court case.[footnoteRef:723] Koechlin’s work, though valuable for the amount of material she introduces from private collections mostly takes that material out of its historical and textual context so that the implications of how Grandjouan’s work impacted on his colleagues. She has also made a collection of the socialist and anarchist posters that Grandjouan made.[footnoteRef:724] Another useful collection for this dissertation is her summary of the most salient of Grandjouan’s pieces for the press, which demonstrated the prolific amount of energy Grandjouan put into his militant activity.[footnoteRef:725] In each book, which she published herself, she has explained the context and displayed the images in thematic groups. This is helpful because it shows the progression of Grandjouan’s ideas, how his style evolved and the tactics he used to attract the attention of the viewer. While Koechlin does not explore these connections, it is the aim of this chapter to show how Grandjouan developed a visual language with himself as the model activist at the centre. Michel Dixmier has a large collection of the originals of Grandjouan’s drawings and paintings in his private collection. He has loaned some of these pieces to an exposition on social art in the Belle Époque in partnership with le Musée-Abbaye Saint-Germain d’Auxerre. The text focuses on Grandjouan, Delannoy and Maximilien Luce and gives in-depth analysis of the art and the context for which the art was produced.[footnoteRef:726] It also includes a brief analysis but, like much of the literature on these artists, the analysis is restricted to explaining the meaning behind the images without exploring the implications of how these images might be used to project the artist as a public persona.  [722:  Ibidem.]  [723:  Koechlin, Dessins de Jules Grandjouan : les ouvriers et les métiers et mes juges.]  [724:  Koechlin; Dumont, Jules Grandjouan affichiste.]  [725:  Koechlin, Jules Grandjouan : dessinateur de presse et illustrateur.]  [726:  Adíamos-89, L’Art social à la Belle Époque.] 


Michel Dixmier also has an extensive collection of letters received by Grandjouan that has been kept by his family. These letters offer an insight into Grandjouan’s relationship and affairs with the syndicate leaders in different professions across France (in particular in Nantes). It shows how Grandjouan was both sought after for his support and how he petitioned different syndicates to get them to use his support so as to bring them into the revolutionary syndicalist movement. There are some more personal letters between Grandjouan and Delannoy which give details of their friendship in the last months of Delannoy’s life. It is important to this study to access as much as possible the artist’s point of view, particularly the artist’s opinions which were only shared on a near private basis between close friends, to see to what extent the way the artist projected himself in public reflected how he wanted to be seen in private and how he saw himself. The French national Archive also holds a collection of letters sent from Grandjouan to Jean Grave, the editor of Les Temps Nouveaux. These add further information on Grandjouan’s contribution to the anarchist movement including an interesting letter in which Grandjouan explains why he refused to join a march, showing that he would rather know more about a cause before blindly committing his support.[footnoteRef:727] Unlike Grandjouan’s more private letters, this correspondence conducted for professional reasons reflect yet another aspect of Grandjouan’s self-presentation and another opportunity for Grandjouan to reinforce his public persona. These letters show a different side to Grandjouan than his visual satire because they reveal how he wanted to be seen by his colleagues who, while sharing his anarchist ideology, may have been ambivalent about seeing in Grandjouan a model for the ideal anarchist activist.  [727:  Letter from Grandjouan to Jean Grave, no. 729 (27/04/1909) in file 14AS/184/B, l’Institut Français d’Histoire Sociale, Pierrefitte-sur-Seine, Paris.] 


Grandjouan himself was the author of a lot of material thanks to his extensive contributions of articles to anarchist journals like La Guerre Sociale and Les Temps Nouveaux. Unlike his artwork, these articles have been mostly left unexamined or only referenced in relation to his artistic work. This failure to take into account the full breadth of Grandjouan’s activism is common across the literature on Grandjouan. To counter this, this chapter will examine the possibility that Grandjouan defined his role as a propagandist by bridging art and journalism. Grandjouan’s contributions to L’Assiette au Beurre have been studied by Michel and Elizabeth Dixmier and by Ralph Shikes, the latter pointing out how Grandjouan was one of the artists who most clearly identified with the spirit of the paper.[footnoteRef:728] As the aim of these studies was to show the impact of the journal rather than the artist himself on pre-war French society, this study will examine Grandjouan’s work from a different angle to show how it played a part in a larger effort to be and to be seen as being a leading anarchist propagandist.  A letter which gives more detail on Grandjouan’s relationship with L’Assiette au Beurre has been donated to the website www.caricaturesetcaricature.com by Benoît Prot.[footnoteRef:729] The letter, addressed to the second director of L’Assiette au Beurre, André de Joncières, who took over from Schwartz, is critical of the new direction in which Joncières took the journal. It offers an alternative strategy (to be headed by Grandjouan himself) as well as a very candid summary of the wealthy bourgeois readers’ reasons for buying L’Assiette au Beurre. This letter, which had been mostly neglected by the literature on Grandjouan’s career, will be included in the analysis of the different roles Grandjouan tried to fill as the ideal artiste engagé. Reading more broadly around the subject of Grandjouan’s career, contemporary writers on anarchism also give useful insights into Grandjouan’s thinking, particularly given the high likelihood that he read their works and formed his anarchist views based on their representations of the social situation. Writers like Peter Kropotkin, Eli Reclus, Émile Pouget and Mikhail Bakunin all shared similar visions for an anarchist future to Grandjouan’s.[footnoteRef:730] These works show the ideas which inspired Grandjouan’s art and also his concept of what role the ideal engaged artist should play in the anarchist movement. This study will attempt to show how Grandjouan tried to influence the perception of this role and how he developed the pre-existing concept of the artiste engagé to better suit himself and the direction in which he wanted to take the syndicalist movement.  [728:  Shikes, ‘Five Artists in the service of politics in the pages of L'Assiette au Beurre’.]  [729:  Jules Grandjouan to André de Joncières, Paris, 27/12/1909, accessed at http://www.caricaturesetcaricature.com/article-l-assiette-au-beurre-en-1909-une-analyse-de-jules-grandjouan-96856601.html, 06/02/2018.]  [730:  Many of the works of these writers are available online. A useful website with a large library of anarchists texts is http://dwardmac.pitzer.edu/Anarchist_Archives/index.html, accessed 17/01/2019.] 

 
As with the other artists in this study, the ways in which Grandjouan used humour reflect how he wanted the public to perceive him and reveal the audiences and communities he targeted. Grandjouan’s work and his humour focused on revolutionary syndicalism and the dream of overthrowing the established authority and social structure. Grandjouan frequently employed a battle narrative, pitting the revolutionary forces as he saw them (the trade union activists and strikers) against the representatives of authority (the military, the police, the government). Like Delannoy, with whom Grandjouan often worked in partnership, Grandjouan’s humour could be dark and wry, pushing his readers to think more than to laugh out loud. However, he was also at times more light-hearted than Delannoy, taking a playfully malicious pleasure in his denigrating caricatures of the bourgeoisie. His art was realist with fantastic or grotesque elements, the contrast suiting and augmenting the thematic dichotomy of ridiculous bourgeoisie versus noble proletariat. The upper bourgeoisie in particular were treated with the starkest contrasts against the poverty suffered by the proletarian heroes in Grandjouan’s us-versus-them narrative. The script of Grandjouan’s humour indicates that he thought he belonged to a community of convinced anarchists or of those with proletarian sympathies and envisaged such to be his audience. His ruthless treatment of the bourgeoisie, identifying them squarely as the enemy, was intended to enflame existing class tension rather than create an inclusive forum for debate. It also indicates that he wanted to be identified as a leader in this community, as one who was active in reinforcing the bonds, built through humour, which held the community together.

Grandjouan was a child of the bourgeoisie and had grown up with wealth and privilege. Yet his ideal for a utopian future focused on a glorified labourer as the hero of a new social era. This chapter will explore how Grandjouan hoped to use his connections with the press and his own art to win the hearts and minds of the working classes through a propaganda effort which effaced his bourgeois roots and presented him as a devoted spokesman for regime change. He wrote articles denouncing government-led hypocrisy and extolling the bravery and determination of strikers. He also used his articles to create fictional encounters between the model of the revolutionary and the clueless police commissioner to undermine the authority of the state’s disciplinary structure. These articles help to explain how Grandjouan hoped his realist style, combined with his humour, would give the proletariat the impression of having power over their bourgeois superiors with the support of the militant anarchists. Grandjouan also tried to create positions for himself in journals like L’Assiette au Beurre in 1909 and La Guerre Sociale in 1910 to give him more influence to sway readers with anarchist sympathies. Though Grandjouan was unsuccessful on both occasions, his commitment demonstrates how he wanted to influence the future direction of the anarchist movement and to be seen taking a leading role in the process. 

Many of Grandjouan’s articles outlined ideas to give more cultural dominance to the proletariat while condemning the bourgeoisie for their cultural hegemony. The articles complemented his illustrations of a new future, presenting the post-revolution utopia as a tangible possibility in the eyes of his readers. The study of Grandjouan’s work as a whole will reveal the role Grandjouan imagined for the artist, more specifically himself, in the revolutionary movement. This will help to understand how Grandjouan defined the role of the artiste engagé and also to explore how Grandjouan thought to marry his bourgeois status with his ideal of the working class hero. Grandjouan’s plans for a new art in the new age and his depictions of how art could have an instrumental role in shaping the social thinking of the future offer important insights into how he imagined his role in the revolutionary syndicalist movement. His plans for a proletarian art, one not dictated by the state or academic measures of aesthetic worth, will show important insights into how he saw himself as an educator and facilitator for the new social order. 

Grandjouan frequently styled himself as the protagonist in his art, using his self-portrait to represent the ideal rebel. In his articles, he narrated the scenes in the first person with a heavy lacing of irony, pointing out the complacency and comforts the bourgeois took for granted at the expense of the overworked and starving masses. Like Delannoy, he suffered at the hands of censorship and frequently appeared in court though he was normally lightly fined or pardoned for the images which caused offence. In 1910, however, Grandjouan was charged for a series of violently anti-militarist images appearing in La Voix du peuple and sentenced to 18 months in prison. Having seen the devastation that a similar sentence caused for his friend Delannoy, Grandjouan chose exile over serving his sentence. Grandjouan used his sentence to reinforce his self-portrait as the “révolté”, a rebel bourgeois who renounced his social class to stand with the revolutionaries and the working classes.[footnoteRef:731] Grandjouan turned his court case into a stage for protest, refusing the lawyer who usually defended him because that lawyer, Ernest Lafont, had tried to run for parliament a couple of years earlier.[footnoteRef:732] This case is a example of Grandjouan’s inflexible principles performed in a way that the public would find admirable. Grandjouan intended to make his image synonymous with independence from institutional authority and bourgeois privilege, the better to make his readers believe that the ideal of a society without an overarching government was possible. This chapter will determine whether Grandjouan enjoyed similar success to Delannoy and Jossot in turning his self-portrait into a widely recognised and adopted symbol for the spirit of the revolution. [731:  Le Révolté was the title of the first incarnation of Les Temps Nouveaux. With frequent contributions by Peter Kropotkin, the journal came to represent the opinions of the educated anarchist who was a cut above the ‘sales gueules’ of some of the more violent individualists. See Grave, Souvenirs d’un Révolté, p. 52 and the Préface to Peter Kropotkin, Paroles d’un révolté, ed. Elisée Reclus, (Paris, Marpon et Flammarion, 1885). Grandjouan may have channelled this pre-existing concept in his révolté persona, using it synonymously with the term artiste engagé. ]  [732:  Grandjouan quoted in ‘L’Affaire Grandjouan’, Les Temps Nouveaux, 17e année, no. 36, 06/01/1912, p. 2, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k6491406t/f2.item, 19/02/2018.] 


When Grandjouan was involved with revolutionary syndicalism, it was at its height of influence, in the years between 1902 and 1908. Workers had been granted the right to form syndicates by law in 1884. Since this law also insisted that those workers declare their intentions to form a syndicate, it was treated with the suspicion that it could be a form of government surveillance.[footnoteRef:733] The idea of syndicalism was nevertheless taken up with enthusiasm and the first annual congress of the syndicate confederation was held in that year. The Congrès d’Amiens in 1906 marked the high point of the Confédération Générale de Travail (CGT)’s influence and confidence in its power against the government.[footnoteRef:734] At this conference, a manifesto was presented in which revolutionary syndicalism recognised itself as the central command of the workers’ movement.[footnoteRef:735] The committee members of the CGT used this self-realisation to gather momentum in the run-up to the first of May worker’s holiday for a general strike. The aim was to impress on the government and the bourgeoisie the self-identification of the workers as members of a powerful organisation with enough political strength to overcome the current regime.[footnoteRef:736] The revolutionary syndicalists used the conference to confirm their apolitical stance as opposed to the parliamentary socialists and their aim to fight for an eight hour working day.[footnoteRef:737] They also claimed that revolutionary syndicalism would be sufficient to achieve the anarchist aim of a revolution and overthrow of the bourgeois regime because syndicalism would bring about the general strike which would be the trigger for a revolution. Thinkers like Fernand Pelloutier and Emile Pouget believed that revolutionary syndicalism was a rejuvenated form of anarchism, one which brought together the ideals of Marxism and Bakunin’s theories in a synthesis which was greater than its parts.[footnoteRef:738] Later, at the Congrès d’Amsterdam in 1907, this view was contested by Errico Malatesta who argued that revolutionary syndicalism was limited in its scope and range of influence, concerning itself strictly with the workers’ movement and it was not sufficient for all of anarchism whose purview was more global in its ambitions. This debate, with Pierre Monatte standing up for the revolutionary syndicalists, marked a schism between the old guard of anarchists and the new generation.[footnoteRef:739] [733:  Maitron, Histoire du Mouvement anarchiste, p. 284.]  [734:  The Confédération Générale de Travail was the overarching committee which united the Bourses de Travail and the Fédérations Corporatives which were respectively the union of syndicates within a city and the union of syndicates of the same profession. See a succinct explanation written by Émile Pouget in the preface to ‘Le CGT’ by Grandjouan, L’Assiette au Beurre, no. 331. 03/08/1907, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k1048426c/f2.item, 20/01/2018. ]  [735:  Maitron, Histoire du Mouvement anarchiste, p. 318.]  [736:  Christopher K. Ansell, "Symbolic Networks: The Realignment of the French Working Class’, p 377. Ansell analyses how the general strike became a symbol which bridged party and professional divides and allowed the workers to identify themselves as “producers” rather than “citizens”.]  [737:  These campaign commitments were originally declared at the Congrès de Bourges in 1904. Maitron, Histoire du Mouvement anarchiste, p. 313. It was pointed out at the Congrès d’Amiens by Renard that it was a lie to call the CGT apolitical since its position on the side of the workers was blatantly political. It appears that his voice was ignored by the leaders.]  [738:  Maitron, Histoire du Mouvement anarchiste, p. 324. See also Michail Bakunin, Marxism, Freedom and the State, (London, Freedom press, 1950), retrieved from https://theanarchistlibrary.org/library/michail-bakunin-marxism-freedom-and-the-state, 14/01/2019.]  [739:  Maitron, Histoire du Mouvement anarchiste, pp. 326-329.] 


Grandjouan, enthused by the progress he saw in revolutionary syndicalism modelled the ideal of the artiste engagé on himself on behalf of this movement. This model influenced how his readers among the working classes might imagine the artiste engagé but failed to resonate with his peers because of the egocentric showmanship in which Grandjouan appeared to indulge. Grandjouan became a celebrity, particularly within the syndicates of his home town of Nantes and embodied a revolutionary social leader: someone who loudly and unambiguously stood up for the proletariat’s rights while publicly denouncing his ties to the bourgeoisie. Grandjouan’s self-portraits in the press confirmed his allegiance with the cause of the syndicates - particularly that of anti-parliamentarianism - even at the expense of his relationships with leading anarchist journalists who wanted to create an anarchist party and so tackle the bourgeois regime through the Chamber of Deputies. A study of Grandjouan’s case will demonstrate that there were conflicting models of how the engaged artist should participate in politics which highlighted class as well as educational divides within the anarchist movement. The engaged artist, who represented a role model as well as an important tool in the propaganda machine, acted as a gauge for what different anarchists envisioned for the makers of the future beyond the hoped-for revolution as well as what was imagined for the masculine ideal in the context of revolutionary politics. The proletariat wanted a hero who followed his own initiative to represent their cause. The anarchist intellectual wanted a colleague who would promote their ideas and adhere to the editorial line of their journals. These competing visions give insights into how anarchism, a constant work in progress, was imagined and shaped from the inside out at different levels of the movement. 

Grandjouan the artist
Grandjouan used La Guerre Sociale as a platform to present himself as an asset for revolutionary syndicalist propaganda. He styled himself as an intellectual and a rebel bourgeois who used his education and specialities to help the working class poor, to offer his own education so that it could benefit them. The relevance of art, his personal speciality, to the revolution was made very clear in two articles that he wrote for La Guerre Sociale in January and March of 1908. In ‘L’Art et la Misère’, Grandjouan articulated his frustration that the working poor were being excluded from artistic institutions like the Louvre. Grandjouan used the Louvre as a symbol of bourgeois privilege and indolence bought at the expense of the workers’ leisure and freedom to educate themselves.[footnoteRef:740] In the article, Grandjouan painted the Louvre from the perspective of a visiting proletarian, though he maintained throughout his own distinctive, omniscient narrative voice. He claimed the museum and the portraits of nobles were constantly trying to impress on the working class visitor that the idle bourgeoisie was better than the proletariat: [740:  Pierre Bourdieu analysed the relationship between a work of art and how it defined and determined class and sub-class distinctions. Being able to appreciate a field of art was a sign of belonging to the social class to which that field was also held to belong, in this case fine art for the upper bourgeoisie and those aspiring to belong to that class. As these distinctions between cultural taste were homologous to class distinctions, members of the higher classes were protective against the democratisation of taste and appreciation of art in order to protect their class from losing its distinction and prestige. See Bourdieu, La Distinction, p. 283.] 

	“Les intérieurs, les palais, les fêtes leur font souvenir qu’il y a loin de leur caste à celle des 		puissants…”[footnoteRef:741] [741:  Jules Grandjouan, ‘L’Art et la Misère’, La Guerre Sociale, deuxième année, no. 4, 8-14 Janvier, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f195.item, 11/02/2018.] 

Grandjouan pointed out that, visually, the displays at the Louvre were designed to impress on the visitor the strength and power of the ruling class: the bourgeois elite and the republican government which prioritised their interests. For the working class visitor, the Louvre represented a world of luxury that would always be out of reach. Added to this was the proposal for an entry charge which, to Grandjouan, would allow the institution to impose a social filter on who could have access to art:
	“Et tout d’abord il faut interdire au peuple l’entrée de ces musées qui lui rappelle si 			profondément sa déchéance. Espérons qu’avec les musées payants ce sera bientôt fait! Il 		faut laisser le Louvre aux gardiens de la Sûreté, aux moustaches clemencistes, qui 			salivent si adroitement dans les crachoirs.”[footnoteRef:742] [742:  Jules Grandjouan, ‘L’Art et la Misère’.] 

Grandjouan implied that through preventing poorer citizens from entering the Louvre, the museum - and others like it - would be the privileged possession of those who were confident in their belief in their self-entitlement. By making a direct reference to the very characteristic visual cue for Georges Clemenceau, interior minister and former libertarian journalist, Grandjouan implied that the government, a metonym for the bourgeoisie, was actively forcing the proletariat into a category which made them appear less than human and therefore more easily exploitable. The revolting, almost animalistic, imagery of the interior ministry’s employee spitting, however neatly and into a respectable receptacle, ironically implied that it was this representative of the bourgeoisie, specifically Clemenceau, whose nature was bestial.[footnoteRef:743] Grandjouan went on to mention that the Louvre was also saved for wealthy visiting tourists. He added a dimension to the bourgeoisie’s disregard for their working poor: they were more loyal to profit and members of their own class across national borders than to fellow Frenchmen, even giving the middles classes of foreign countries (referring to “hordes” of English tourists) preferential treatment.[footnoteRef:744] [743:  See Miller, Anatomy of Disgust, p. 97, for his analysis of spitting and how it is a ritualised representation of the disgusting substances within the human body.]  [744:  Peter Kropotkin’s theories of the exploitation of the poor in order to amass wealth echo and corroborate this view. See Peter Kropotkin, La Conquête du Pain. Reclus also differentiated his own love of his homeland from the bourgeois love of commerce and profit. See Maitron, Histoire du Mouvement anarchiste, p. 369.] 


In the second article, complementing the first, “L’Art et le Peuple”, Grandjouan mimicked the voice of an “excellent artiste”, presumably an artist of the Academy, who refused to believe that the proletariat were capable of appreciating art:
	“Toute grossièreté fait la joie du peuple ; tout fignolage fait son admiration et son émotion 		n’est faite que de la plus basse sentimentalité. Vouloir établir un contact entre les deux, 			c’est abaisser l’art sans élever le peuple!”[footnoteRef:745] [745:  Jules Grandjouan, ‘L’Art et le Peuple’, La Guerre Sociale, deuxième année, no. 15, 11-17 Mars 1908, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f220.item, 11/02/2018.] 

The artist’s opinion that to teach the popular classes to appreciate fine art would be an insult to art displays both arrogance and selfishness.[footnoteRef:746] The artist clearly valued art, his own profession and source of income, over the cultural richness of the proletariat’s lives. The disgust with which he described the tastes of the working classes suggests that he felt contaminated by the possibility that his work would come into contact with inferior minds.[footnoteRef:747] The artist’s argument was based on his observation that the working classes were only interested in basic comforts:  [746:  Contemporary theories of aristocratic superiority show that the “masses” were deemed incapable of producing fine art,. See Henri Mazel "L'Aristocratie." La Plume, 15 June 1894, pp. 247-248. See also George Fonsegrive, Art et pornographie, (Paris, Bloud, 1911), accessed at http://gallica.bnf.fr/ark:/12148/bpt6k76066s/f1.item, 26/03/2018, for his opinion on the superiority of artists over ordinary people. ]  [747:  See Douglas, Purity and Danger, p. 11 for the social concept that social inferiority is associated with physical disgust.] 

	“Si vous voulez faire quelque chose pour le peuple, assurez-lui la pâture. Mais éloignez-le 		de l’art.”[footnoteRef:748]  [748:  Grandjouan, ‘L’Art et le Peuple’.] 

In this sentence, the artist made it clear that he considered the working classes to be no better than animals who could be easily satisfied with food or “pasture”. This artist is a caricature of the bourgeois intellectual. Grandjouan gave him a voice as a foil to his own more reasoned and generous estimation of the intellectual capacity of the proletariat and as a focus for the readers’ resentment. The insults and the ignorance of the other artist’s opinions were characteristic of Grandjouan’s representation of the bourgeoisie as thoughtless followers of a government which considered the working classes to be worth as much as farm animals only allowed to exist because of they were needed to sustain France’s economy. This exaggeration of the bourgeois lack of sympathy for the proletariat in Grandjouan’s articles indicates how much he wanted to impress on his readers the state of class warfare. As a bourgeois himself, he might have been placed awkwardly in the middle of this conflict but his use of a sneering narrative voice to describe the bourgeois artistic institutions emphasises a distance between him and them and projects a vision of Grandjouan as an artist who had an authority in matters of art but who was prepared to use that authority to defend the cultural interests of the proletariat.

To reinforce this self-projection, Grandjouan expounded at length in ‘L’Art et le Peuple’ that art had a very important place in the lives of the working poor. Here he described how a woman of the petite bourgeoisie or proletariat would clumsily but instinctively try to introduce beauty into her home: 
	“Ces fleurs fausses c’est pour donner l’illusion de ces corbeilles fleuries qu’elle a vu 			monter chez le patron en allant livrer son ouvrage. Mais c’est donc pour masquer 			l’insupportable pauvreté, pour oublier la désolante misère, que le peuple a recours à 			l’art.”[footnoteRef:749] [749:  Ibidem.] 

Here Grandjouan indicated that art may have had a greater value for the poorer classes than for the educated artists because their need for it was much more urgent. The lack of other beauty in their lives meant that art was a necessity to ensure that they felt human. Grandjouan, playing the part of a curious observer, followed the women at the centre of the article into her home and praised her for her ability to make the most out of very little. However, as the conclusion of the article shows, she had been starved of culture. If her tastes were drawn towards garish colours, it was not because she had no ability to appreciate the finer points of art, it was because she had no opportunity to see finer art and because she needed the bright colours, rather than the depressing tones of more serious, if edifying, history paintings, to offset the grim tragedy of her life.[footnoteRef:750] Here Grandjouan presented himself as both artist and social commentator who understood and sympathised with the cultural needs of the lower classes. He thus deepened the contrast with the bourgeois who were identified as the enemy while maintaining his superiority as an artist who could be a teacher and leader for the proletariat.  [750:  Here Grandjouan echos Kropotkin who argued that, once their basic needs were met, all humans needed intellectual stimulation from the arts. See The Conquest of Bread, chapter IX ‘The Need for Life’. ] 


Grandjouan’s concluding point in his articles was to hope for a better future, bringing to the reader’s mind the prospect of a post-republican era where the proletariat were their own masters, and in which the proletariat would be the leaders of culture and artistic creation. This way he hoped to inspire his readers to want to look for this future whilst agreeing with the assumption that it would be artists like Grandjouan who would play a crucial role in realising this goal. As a preliminary step in this process, Grandjouan bemoaned the fact that the only model the proletarians had for their artistic creations was the art produced by and for the bourgeoisie. The proletariat, who could only access a cheap imitation, were bound in a cycle of wanting but not having and being forced to make do with less. In this assessment, there was also a criticism levelled at the art of the bourgeoisie.[footnoteRef:751] If popular art was worthlessly vulgar and gaudy, the model upon which it was based would also have some of the elements which made the cheaper reproductions distasteful. Grandjouan focused on the lavish exhibitions of jewellery and expensive fabrics which were, he said, an insult to the poor spectators whose families were starving while the upper classes showed off their wealth. The insult was deepened when the few proletarians who did go to the Louvre saw the faces of their employers in the beautiful portraits. Grandjouan manipulated the setting of the visit to the Louvre, turning it into another piece of evidence that the patronat was unfeeling and avaricious. The imagery of the poor being chased and whipped by the knowledge that they were being exploited reinforced the impression that the proletariat’s suffering was inevitable in a state dominated by the bourgeoisie. The aim of the two articles was to inspire the readers to revolt and Grandjouan used a combination of emotive triggers to ensure that his readers did not overlook culture as one of life’s necessities to be wrested back from the bourgeoisie. [751:  The Arts and Crafts movement in Britain similarly criticised the bourgeois hierarchisation of art. For them, the hierarchy of value placed on arts which put painting and sculpture much higher than the decorative arts such as furniture making, missed the experiential element of art which formed the connection between art and artist and art and audience. Jeffrey Petts, ‘Good Work and Aesthetic Education: William Morris, the Arts and Crafts Movement, and Beyond’, The Journal of Aesthetic Education, vol. 42, no. 1, (Spring, 2008), pp. 30-45, p. 43.] 


These articles, which place an emotional connection between the wellbeing of the working classes and art, were also meant to demonstrate that art and artists had important roles to play in the projected revolution. Grandjouan’s profession as an artist is significant here because, by making himself a spokesman for the cultural needs of the working classes, Grandjouan ensured that he had a position among the syndicalists as an authority on the future beyond the revolution. His first person narrative voice makes it impossible to ignore his presence, drawing attention to the fact that the article was written by an artist. From his position as a professional authority in art, Grandjouan proposed art as a weapon he could offer the proletariat to be used in the class struggle:
	“ce n’est plus le mirage trompeur, ce n’est plus le reflet de l’art bourgeois que nous 			voulons, c’est l’art sincère et pur qui jaillira du peuple.”[footnoteRef:752] [752:  Grandjouan, ‘L’Art et le Peuple’.] 

Here Grandjouan implied that it was through art that the proletariat could most fully realise their potential as vibrant and creative beings, the implication being that this vibrancy would be needed to ensure the success of the revolution. Grandjouan associated himself, through the first person plural, with the working classes, clearly denouncing all connection to bourgeois art and thereby suggested that his goal was to encourage the proletariat to join him as artists in their own right. Grandjouan presented himself as the artist who had turned his intellectual speciality into a concrete strategy that the syndicalists could grasp and use in their campaigning. He, however, also made the assumption that the working classes had need of a mediator to understand and create art which, possibly, could be modelled on his own style. While he did not reject their ability to appreciate the more refined nuances of art, he did not assume that the instinctive attraction to art he posited was in all humanity could be accessed without guidance. He was almost as guilty of dismissing the proletariat’s desire to be independent artists as the “excellent artiste” he caricatured in ‘L’Art et le Peuple”. He presumed, for example, in ‘L’Art et la Misère’, that adolescents would be prepared to spend hours after their work shifts filling their minds with culture. This enthusiasm would be quickly lost, however, when, as older adults turned blunt and crude by their work, the proletariat would have long shrugged off this curiosity and turned instead to hate art for the superiority and privileges of the bourgeoisie that it represented.[footnoteRef:753] Grandjouan’s facile generalisation shows that, at the same time as presenting himself as a man of action on the side of the syndicalists, he could not overcome the same prejudices that he mocked in the bourgeoisie.[footnoteRef:754] [753:  Ibidem.]  [754:  Grandjouan was part of a broad syndicalist movement championing ways of educating the working classes, both with adult and child education. See Stephen Leberstein, ‘Schools of Revolt: Syndicalist Education and Workers’ Culture in Pre-World War I France’, Paedagogica Historica, vol. 35, no. 1, 1999, accessed at https://www.scribd.com/document/62495583/Schools-of-Revolt, 15/01/2019.] 


Grandjouan faced criticism because of his class background. In an article called ‘Ouvriéristes et Révoltés’ (1909), Grandjouan addressed a criticism made by Émile Pouget towards all syndicalists who came from the bourgeoisie in the popular syndicalist journal La Révolution. Grandjouan identified Pouget as an “ouvriériste” or a syndicalist who believed that the workers movement should only be open to those “aux mains calleuses”, those who could prove by the callouses on their hands that they belonged to the proletariat.[footnoteRef:755] Grandjouan was very aware that he straddled the class divide set up between the workers and the bourgeoisie. While he renounced all ties to the bourgeoisie, he did not try to hide his bourgeois roots or his intellectual background as an artist. In his article, Grandjouan argued for the rights of some members of the bourgeoisie, the “révoltés” to support the workers’ movement: [755:  Émile Pouget seemed to conflate Grandjouan’s activity with the work of the Guesdists whom he denounced as interfering and self-interested politicians hoping to further their careers with the support of the working classes. See Pouget’s tirade against Guesde and his movement in Variations guesdistes, recueillies et annotées par Émile Pouget, (Paris: ‘La Sociale’, 1897), accessed at https://gallica.bnf.fr/ark:/12148/bpt6k856091z/f5.item.r=emile%20pouget, 17/01/2019. Paul Aron was another writer who criticised the artistic community for being too absorbed by the sublimity of their art to be useful to the anarchist movement. See Bouchard, Figurer la société mourante, p. 172.] 

	“Et, bien nourris, bien reposés, un bon cerveau, et les reins chauds, ils [les révoltés] sont 		aussi bien armés intellectuellement que le plus riche bourgeois. Volontairement, reniant 			leur classe dont ils ont horreur, ils sont allés où les appelaient leur conviction et leur 			tempérament. Ils sont allés de l’autre côté de la barricade!”[footnoteRef:756] [756:  Jules Grandjouan, ‘Ouvriéristes & Révoltés’, La Guerre Sociale, 10-16 Février 1909, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f239.item, 20/01/2018.] 

For Grandjouan, this demonstration of devotion to the syndicalist cause and the combined talents that the révoltés could bring to the syndicalist movement justified their admission to the working class despite not being workers themselves. Grandjouan admitted that they did not suffer the same hardships as workers whose lives were defined by hard labour. He spun this as an advantage, however, when he argued that the révoltés were well rested, therefore better able to campaign on behalf of the exhausted labourers. He also distinguished the révoltés from socialist politicians “qui ont un pied dans l’organisation capitaliste et une main dans les milieux ouvriers.”[footnoteRef:757] Grandjouan suspected these politicians would abuse the workers’ trust to gain a political advantage, thereafter abandoning the workers to the same hardships as before. The révoltés, on the other hand, asked for nothing in return: [757:  As Delannoy’s chapter has shown, the anarchists in league with the worker syndicates were distrustful of politicians who, despite having working class roots, seemed to work to a personal agenda. See Michel, ‘Syndicalisme minier et Politique’, p. 19.] 

	“Révoltés par nature, ces parias de la bourgeoisie ont acquis le droit de parler haut car ils 		sont désintéressés et ne demandent RIEN, pas même un bulletin de vote.”[footnoteRef:758] [758:  Grandjouan, ‘Ouvriéristes & Révoltés’. ] 

According to Grandjouan, a révolté was an outcast not just because they chose to leave the bourgeoisie but because they were innate pariahs, their rejection of the bourgeois capitalist system and democracy an integral and defining characteristic. “Révolté” took on a particular meaning in this context. Rather than just referring to the general revolutionary who could come from any class, it evoked a bourgeois who had deliberately revolted against his upbringing by reneging on the ties which connected him to his family and social peers. It was a heroic image because it suggested that the bourgeois in question had faced an uphill battle against his parentage to be his own person, the definition of a free thinker.[footnoteRef:759] Grandjouan described the révolté as having earned a right to be on the other side of the barricades, suggesting that he had made sacrifices or undergone trials for the sake of the working classes.[footnoteRef:760] This insistence on an intrinsic difference between the révolté and the ordinary bourgeois was necessary for Grandjouan’s narrative of class warfare as he needed to provide a clear reason why [image: pasted-image.tiff]some bourgeois could be trusted while others hated. This difference also defined how Grandjouan wanted to project his public persona. He wanted to embody the révolté who had forsaken an easy bourgeois life to devote his energy and unique talents to help rebalance the distribution of privileges and wealth in society.  [759:  The nineteenth century saw the rise of libre pensée societies which were supposed to create spaces for free discussion and self-determination outside of the reach of the Church. See Lalouette, La Libre Pensée en France, p. 100. Grandjouan supported the humanist spiritualist philosophies which were adopted by some of the members. See his work for the anticlerical journal La Raison, Koechlin, Grandjouan et la presse, pp. 177-181. ]  [760:  Grandjouan was part of a movement of modernist painters drawing on visual imagery that relied heavily on the romantic imagery of the successive revolutions in France since 1789. For a collection of essays which deals with this topic in France and across Europe at the beginning of the 20th century, see Modernism at the Barricades: Aesthetics, Politics, Utopia, ed. Stephen Eric Bronner, (Columbia University Press, 2012).] 
Figure iv:1: 
Grandjouan, ‘Le Rire ne parait pas aujourd’hui; le dégout l’a tué’, Le Rire, no. 319, 7th year, 15/12/1900
“Le Rire is not available today; disgust has killed it.”


Grandjouan used his press illustrations from early in his career to demonstrate how to challenge and subvert bourgeois standards of art to make art an instrument of revolt. Figure iv:1 shows one of Grandjouan’s early prints published in Le Rire (1900). The print is a picture within a picture, a portrait of the artiste engagé in the process of creating revolutionary art. The subject of the painting is a violent portrait of the German Kaiser. Seated on an ornate thrown, his posture and expression are strong and noble but the artist has violated his dignity by slashing across his chest a word which is, unfortunately, unreadable. Around the Kaiser, who is bathed in brilliant light, officials and courtiers shrink away in aghast horror, as if their eyes have just been opened to the brutal truth of their monarch. The kaiser and his court, however, are not what first draws the viewer’s attention. That focus is usurped by the artist himself who is caught in the act of painting the words across the Kaiser’s chest. The artist’s body is unusual because, rather than appearing in bohemian dress as so many artists of the period drew themselves, it is powerfully muscled and boldly naked. The artist’s body evokes the ideals of classical art but, rather than glorify an abstract portrayal of beauty, the artist appropriates the physical ideal to characterise the révolté.[footnoteRef:761] Though it is not advertised, the artist is physically similar to Grandjouan himself, turning the portrait into a personal declaration on Grandjouan’s part. The artist’s (or Grandjouan’s) muscled body was a representation of the ideal labourer in his prime and also implied that the artist was a labourer who used his body to create. Frequently used as a symbol by other artists to represent a new era after the bourgeois regime, the naked or otherwise obviously muscled worker was a promise of a better and stronger nation.[footnoteRef:762] By aligning himself or the artiste engagé with the worker physically, Grandjouan drew a line between the anarchist artists and the bourgeoisie, putting the artists, regardless of their status at birth, on the side of the proletariat. [761:  For an interesting discussion on the idealisation of the muscled physique, see Garb, “Masculinity, Muscularity and Modernity in Caillebotte’s Male Figures”, p. 62. He explains that, while the bourgeois ideal was admired for being fit and strong, muscles that stood out in a wiry, lean physique were considered vulgar and associated with the labourer. For Caillebotte, this ideal of the male physique in the working class body was an attempt to assauge his own guilt and insecurity as an artist whose life was mostly sedentary. It is notable, therefore, that Grandjouan drew himself in such an explosive motion while creating art because it suggests that he interpreted the labour of the artist as being directly relatable to the experience of the worker. ]  [762:  For Aline Dardel more analysis on the general imagery used by artists to represent the anarchist new era, see Dardel, Catalogue des Dessins, p. 106. ] 


Grandjouan’s self-portrait is much more evident in figure iv:2 which shows his defiance in the face of government pressure to conform with patriotic representations of the military and France in art. Grandjouan drew himself being warned by Lépine, chief of police and intelligence, and a surly looking magistrate that he risked jail if he continued to paint the military in an unflattering [image: pasted-image.tiff]light.[footnoteRef:763] In the background behind them a well-dressed artist, identified as monsieur Dache (probably referring to the anti-Dreyfusard and pro-military artist Caran d’Ache, pen name of Emmanuelle Poiré, 1858 - 1909) in the caption, proudly presents an allegory of France standing triumphant on a vanquished enemy - a German soldier by his helmet and moustache. All three of these representatives of the bourgeois regime (and conformity to the bourgeois regime) are caricatured. Lépine’s face and hands are drawn to sharp points, giving him the overall air of something rodent-like and unpleasant despite his elegant top hat and suit. Beside him, the magistrate is a hulking presence who represents the violent ‘truth’ of the judiciary - their brutality and role in society to beat down rebellious voices - hidden behind the respected uniform. Caran d’Ache, in the background, looks like a flamboyant fop.[footnoteRef:764] He is dressed in a striped white and red suit with a severely starched collar. His suit suggests he is devoted to wealth and social status, implying that d’Ache would paint just about anything to enjoy the success required to maintain his lavish lifestyle. All three are thrown into sharp relief when contrasted with Grandjouan himself who dominates the centre of the page. Unlike the others, Grandjouan’s portrait is sober and realist. In his hands, he holds a sketch for his own antimilitarist composition. Though the details are unclear, the outline of a French soldier is visible giving the sketch the potential to be seditious if it was intended to either denounce the actions of soldiers or be an appeal to soldiers recruited from the working classes to mutiny.[footnoteRef:765] Grandjouan appears young yet weathered and, from the strength of his neck, muscled underneath his clothing. His suit is plain and could belong to a member of the working classes with a good wage. Unlike Lépine’s and d’Ache’s clothing or the magistrate’s uniform, Grandjouan’s modest attire aligns him to the proletariat, allowing the viewer to draw the conclusion that, unlike d’Ache, Grandjouan is not interested by wealth or fame. His defiance in the face of imprisonment, his determination to continue to use his art to paint what he feels is true, is a declaration of his disdain for the pretensions of the academic elite to freedom while adhering closely within the parameters set by the government. This print was published in a collaborative edition of L’Assiette au Beurre to show solidarity for the anarchists who were in prison, mostly for antimilitarist activity and propaganda.[footnoteRef:766] Though not in prison himself, Grandjouan showed through this collaboration that he was very aware of the risks that he took and that, nevertheless, he would heroically continue to take them to claim his freedom as an artiste engagé.  [763:  For a brief history of Lépine’s career as chief of Police in the Third Republic, see Violence and conflict in the politics and society of modern France, ed. Janice Windebank and Renate Günther for the Association for the study of Modern and Contemporary France (Great Britain), (London, E. Mellen Press, 1995), p. 105.]  [764:  Caran d’Ache was famous for his work in the anti-Dreyfusard caricature journal Psst…!. He was also known for his illustrations which appeared in military journals. See Griffiths, The use of abuse, p. 31.]  [765:  Christian Delporte indicates in his study on journalism that antimilitarism was one of the few provocative subjects for which anarchist artists were regularly tried despite the full relaxation  of censorship on press illustration in 1881. See Delporte, Les Journalistes en France, p. 35.]  [766:  This issue was not the the one in which Delannoy presented himself as a victim of the police state. The imprisoned anarchists were a group who had all been part of an antimilitarist league and were incarcerated at the beginning of 1906. See Maitron, Histoire du Mouvement anarchiste, p. 372.] 
Figure iv:2 
Grandjouan, ‘La Liberté’, L’Assiette au Beurre, no. 263, 1906,
Lepine - Learn, subversive artist, that you only have the freedom to make patriotic drawings like M. Dache, or be sent to prison.


Perhaps one of the clearest statements that Grandjouan published to outline the ideal stance of the révolté is his self-portrait and brief description of his motivation to be an artiste engagé published in the supplement to L’Assiette au Beurre to introduce new artists in 1906. Figure iv:3 is a profile view of Grandjouan’s face drawn in such a way that he appears to be in mot[image: 041n_1.jpg]ion. His neck trails into his signature and his chin juts forward, as if his head is pushing towards an unseen goal. The expression in his eyes is one of intense concentration. As with Grandjouan’s other self-portraits, the image is masculine and vigorous, confirming his personal physical alignment with the ideal of the working class man. In the brief introduction, written in his own handwriting, Grandjouan explained that, disgusted by the exploitative bourgeois regime, he renounced that “coalition” of business and government and vowed to destroy the pillars of French society and the foundation of French nationalism.[footnoteRef:767] These verbal and visual statements of what it meant to be the révolté established in the minds of Grandjouan’s followers an increasingly complex symbol for rebellion against the bourgeoisie. The révolté was a hybrid of the physically powerful labourer and the intellectually sophisticated artist. He was technically trained and educated in the art produced by his peers in the Academy but, rather than chase after accolades and wealth, the révolté used his talents to further the cause of the revolution and turned his art into a weapon to shame and intimidate the bourgeois regime while inciting a rebellion among the working classes. His person and his art were models for the art that the proletariat could and would produce themselves once they were free of the burdens of work and providing for their complacent and lazy “masters”.  [767:  Peter Kropotkin’s theories on how the capitalist model of putting profit before the adequate supply of food to the people was probably a strong influence on Grandjouan’s thought. See Peter Kropotkin, ‘Anarchism: Its Philosophy and Ideal’, From: Peter Kropotkin, Kropotkin's Revolutionary Pamphlets. Roger N. Baldwin, editor. Vangaurd Press, Inc. 1927. ] 
Figure iv:3
Grandjouan - by himself, L’Assiette au Beurre, 1906

Thirty years old, in love with liberty, as with a woman, I was freed when I read
in La Fontaine that “our enemy is our master”. Witness of the avidity with which
the masters exploit the workers, tormented by the social injustice I see how formidable the coalition against the exploit
is in the current society and I conclude that the father land is the syndicate of exploiters.
We must destroy it. I think that I still have some years of work left in me.


Grandjouan’s work in L’Assiette au Beurre
Grandjouan made use of a wide range of illustrated journals which welcomed anarchist themes from their artists to show a very consistent and uncompromising image of himself as the révolté. Despite the openness of L’Assiette au Beurre to controversial themes such as antimilitarism and anti-capitalism, his correspondence shows that he had little respect or liking for the two major directors of L’Assiette au Beurre. His attraction to the journal seemed to be more about the opportunities it gave him to communicate his ideas to a specifically bourgeois readership than affection for the journal directorship. Samuel Schwartz he described as a “gros juif souffrant d’un complexe d’infériorité et voulant se venger des humiliations reçues de ses appétits réfrénés (tout en gagnant de l’argent)”.[footnoteRef:768] Schwartz’s indiscriminate approach to satire (he apparently allowed any topic of satire, seeming in Grandjouan’s words to delight in spewing “des rancoeurs pêle mêle”) did, however, give Grandjouan an open platform from which to launch his revolutionary material. Joncières was “un jeune fêtard désœuvré, riche” who, having first allowed Grandjouan the same freedom as Schwartz, began to increasingly impinge on Grandjouan’s ideas to the point of getting another artist (Radiguet) to alter his captions and change the order of the illustrations to make them more acceptable.[footnoteRef:769] In 1911, when Grandjouan exiled himself to Germany as a result of being sentenced to eighteen months in prison for antimilitarist illustrations in La Voix du Peuple, he declared himself happy to leave L’Assiette au Beurre and its unwelcome interference behind. Grandjouan’s motivation for publishing in L’Assiette au Beurre seemed to be mostly influenced by a desire to belong to the community of artists who frequently contributed to the journal. He wrote warmly in a letter written later in his life of the heady atmosphere of energy and enthusiasm that both fed and was fed by the artists involved: “Que d’histoires délicieuses avec mes camarades tous cordiaux, tous pleins de bonne volonté quand j’apportais un numéro collectif à faire en quarante-huit heures.”[footnoteRef:770] L’Assiette au Beurre gave him access to a wealthy bourgeois audience who might not come into contact with his propaganda habitually published in anarchist journals like La Voix du Peuple and La Guerre Sociale. It is somewhat surprising that Grandjouan made such an effort to reach out to this public since he believed that he could not hope to sway them to his cause and happily relegated them to the side of the enemy in his caricatures. It was perhaps a desire to reach out to his social peers, if not to turn them into fellow révoltés, to at least involve them emotionally in the plight of the working classes, that motivated Grandjouan. He may also have felt a professional pride in being able to impress a readership of aesthetically discerning consumers with his art, as his letter to Joncières discussed below will show.  [768:  Dumont, L’Engagement d’un artiste, p. 20.]  [769:  Ibid., p. 20.]  [770:  Ibid., p. 21.] 


The collaborative experience of belonging to a community of like-minded people volunteering their services to each other reflects the ideal future society that Grandjouan visualised for the art community and for society in general. Figure iv:4 shows a representation of the “ordre révolutionnaire” or the social organisation that would replace the bourgeois regime.[footnoteRef:771] The illustration depicts a cycle of giving and receiving services and goods on a voluntary basis. Tailors provide clothes, bakers bread, cobblers shoes and trade with each other without the exchange of money. The smiles on the faces of the workers demonstrate the amiable atmosphere of friendship and cooperation. The workers are all drawn in soft sepia colours, the edges blurred and undefined. The effect is warm and gently dreamlike, encouraging the reader to imagine this vision as an enticing future. This contrasts against the harshly black and white vulture nailed to a cross marked with the label “vautour bourgeois”. At the base of the cross is a heap of what are presumably money bags. The vulture represents the exploiter, a creature which scavenges the results of another’s labour. Circling from up high, the vulture is easily a metaphor for the bourgeois factory owner or politician who uses his status in society to live off the proceeds of the proletarian’s work. The black bird imagery is also reminiscent of the black birds used to represent the clergy.[footnoteRef:772] The image recalls the idea that members of the clergy exploit the fai[image: Image]th of the working classes in order to manipulate them into funding the Church. These roles in society, unlike the clean and simple task performed by the figures around the outside of the image, do not contribute anything tangible or meaningful to the lives of the proletariat.[footnoteRef:773] Their value can only be measured in money which, as Grandjouan illustrated, had no place within the circle of giving and receiving concrete goods and services. The caption of the illustration further elucidates the collectivist goal, citing the words written by Marx: “from each according to his ability, to each according to his needs.”[footnoteRef:774] Though Marx and Engels famously fell out with leading anarchists Bakunin and Proudhon, the latter two suspecting Marxism for its authoritarian tendencies, the two movements were connected by shared principles and influenced each other.[footnoteRef:775] The revolutionary syndicalists and the Marxists shared the belief that the capitalist bourgeois society effectively acted as a parasite on the proletariat and that it would require proletarian action to overthrow the bourgeois regime. Marx, like anarchist theorists Kropotkin and Grave, admired J.J. Proudhon’s What is Property?, taking from it the ideas for a collectivist society based on interdependency and mutual aid. Grandjouan’s use of a Marxist slogan here therefore does not suggest that Grandjouan was a Marxist (his desire to establish a stateless society was in contradiction to the future envisioned by the Marxists of a communist state where all property was owned and managed by the state) but it does suggest that he was as influenced by Marxism as his fellow anarchists.[footnoteRef:776] By publicly associating himself with the slogan, he ensured that this message was integrated into his public persona as well as establishing himself as a visionary who could project his dreams to his readers.  [771:  See Kropotkin’s theories of the new revolutionary order in Peter Kropotkin, The Conquest of Bread, chapter XV: ‘the Division of Labour’.]  [772:  The clergy were portrayed throughout the nineteenth century in anticlerical imagery as dark predators, either birds or other beasts, to represent their cunning, savagery etc. depending on the imagery evoked by the animal in question. Birds of prey were evocative of intelligent and malignant scavengers who were most often present to pick at a corpse. See Cubitt, The Jesuit Myth, p. 185.]  [773:  One social group which is entirely missing from Grandjouan’s vision of utopia is women. Despite being married to a woman who was educated and held a profession as an institutrice and campaigned on behalf of the proletariat, Grandjouan clearly did not envisage women in his ideal of the proletarian revolutionary. He unashamedly mocked the efforts of feminists who tried to advocate for a place for women in politics. See “Quand les femmes voteront”, L’Assiette au Beurre, no. 375, 6/6/1908, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1050046j.item, 11/5/2019. While the women in this issue were undeniably of the bourgeoisie, Grandjouan’s representations of working class women were usually in domestic roles, as mothers and wives, rather than militants in their own right. See Grandjouan’s contribution - ‘La mère d’Aernoult’ - to a collaborative issue of Les Temps Nouveaux dedicated to denouncing the cruel persecution of infantry soldiers in the prisoner of war camp in Algeria, Biribi. Les Temps Nouveaux, 16th year, no. 3 (bis), 05/07/1910, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k63994529/f3.image.r=biribi, 11/05/2019.]  [774:  Karl Marx, Critique of the Gotha Programme, Part 1, first published in Die Neue Zeit, bd. 1, no.. 18, 1890 - 1891, accessed from Marx/Engels Selected Works, Volume Three, p. 13-30 (Progress Publishers, Moscow, 1970), https://www.marxists.org/archive/marx/works/1875/gotha/index.htm, 16/01/2019.]  [775:  Daniel Guérin, ‘Marxism and anarchism’, in For Anarchism. History, Theory and Practice, ed. David Goodway, (London and New York, Routledge, 1989), p. 117.]  [776:  Dumont quotes Grandjouan’s ideal of a federation of cities in which the inhabitants govern themselves and ensure equal division of labour and wealth. Dumont, L’Engagement d’un artiste, p. 58. See also Guérin, ‘Marxism and anarchism’, p. 121, for his assessment of the differences between Marxism and anarchism.] 
Figure iv:4
Grandjouan, ‘Voici l’Ordre Révolutionnaire!’ ‘La CGT’, L’Assiette au Beurre, 03/08/1907, no. 331
“From each according to his strengths to each according to his needs.”


This message, Grandjouan feared, would probably not hold much sway with the wealthy bourgeois readership of L’Assiette au Beurre the benefit of whose own professions was probably not easy to measure without the use of a monetary currency, unlike the very simplistic examples that Grandjouan provided in his illustration. Grandjouan valued the journal’s reputation for high quality art and the profile that participation with the journal could give to the artist. Grandjouan was very aware of the social class of the audience in L’Assiette au Beurre and, again displaying his prejudices about the superiority of the bourgeois’ appreciation for art, believed the journal had to meet high artistic standards in order to satisfy its discerning public. In his letters to de Joncières, written in 1909, Grandjouan warned that the quality of the art and the satire published in the journal were not of the standard expected of a clientele wealthy enough to afford a non-essential journal selling for fifty centimes: “il fait une dépense qu’aucune mode, qu’aucun sport, qu’aucun besoin urgent ne justifie”.[footnoteRef:777] He was also aware, certainly towards the end of the decade, that he would not recruit revolutionaries through publishing in L’Assiette au Beurre. As he wrote to Joncières, “Le public à ten sous ne sera jamais révolutionnaire.”[footnoteRef:778] However, his letter also shows that he had a lot of respect for his bourgeois audience even if he did not try to identify with them as he did with the proletariat. He explained that, though the journal was intended to be an amusement for the readers, these readers were of a high intellectual calibre who wanted more than frivolity: [777:  Grandjouan to de Joncières, Paris, 27/12/1909, accessed at http://www.caricaturesetcaricature.com/article-l-assiette-au-beurre-en-1909-une-analyse-de-jules-grandjouan-96856601.html, 30/01/2018.]  [778:  Ibidem. One sou is five centimes, making ten sous the same as fifty centimes.] 

	“Qu’y cherchent-ils : une critique sincère, émue, parfois violente de la société, mais pas de 	conclusion qui les dérouterait et qu’ils ne peuvent accepter. Les lecteurs ont en eux de 			bons sentiments, un sens critique assez développé. C’est un peu de jeunesse frondeuse 		qu’ils on gardé.”[footnoteRef:779] [779:  Ibidem.] 

Grandjouan wanted to show that he had little in common with the timid readership of L’Assiette au Beurre. These were doctors and accountants whose frondeuse youth, presumably referring to socialist sympathies held while at school (secondary education and possibly university), did not prevent them from fully embracing the capitalist government. Grandjouan recognised that they bought L’Assiette au Beurre for the intellectual stimulation and a nostalgic whim to reconnect with their rebellious student days. L’Assiette au Beurre had to humour this need to a certain extent, pandering to the tastes of the buying public at the expense of a quixotic agenda.[footnoteRef:780] At the same time, Grandjouan seemed to value their taste as connoisseurs of art and intellectual debate. Warning Joncières of the waning quality of L’Assiette au Beurre in its later issues, Grandjouan noted that the well-educated readership would not tolerate shoddy work: [780:  Grandjouan referred to an earlier conversation when de Joncières questioned whether the journal should adopt a social reform agenda:
	“Vous me disiez en juillet, que vous vous demandiez si l’Assiette avait raison de prendre 		cette allure de Don Quichotte redresseur de tort !”
The conclusion drawn by de Joncières seemed to be the same as the one Grandjouan adopted in his letter: the paying public did not want to be converted, only amused. Ibidem.] 

	“La clientèle de l’Assiette a tout de même un goût plus relevé et elle se lasse en ce 			moment… Il lui faut une note plus artiste, une vision plus agréable et des pages de dessin 		dessiné.”[footnoteRef:781] [781:  Ibidem.] 

Grandjouan’s argument that the direction of L’Assiette au Beurre needed an artist’s perspective is supported here when he obliquely accused the editors of not appreciating that the art produced in the journal was not “artiste” enough, that they needed a professional artist to judge submitted work for its quality. Grandjouan made an offer to be the “préparateur” for L’Assiette au Beurre - someone who planned and orchestrated the creation of future issues - which explained the purpose of his argument as an inducement to give him a leading position of responsibility on the editorial board. Grandjouan implied that the journal needed his ability to appreciate the tastes of L’Assiette au Beurre’s readership and that he would be capable of rescuing the journal’s failing reputation. Grandjouan suggested that more issues should be made through the collaboration of well-known journalists and artists, thereby pairing high quality reporting with innovative and incisive art. The themes he suggested spanned the political spectrum including an issue written by the right-wing nationalist journalist Charles Maurras and another by the anarchist-socialist journalists the Bonneff brothers.[footnoteRef:782] Possibly Grandjouan felt that more exposure to good quality writing and illustrations would convince some readers that supporting anti-establishment thought was to demonstrate intellectual refinement, playing on the stereotypical bourgeois self-consciousness.[footnoteRef:783] Also likely was Grandjouan’s unstated but heavily implied desire to push the editorial line in a more political direction, to give himself more scope to publish his own polemical material. Grandjouan’s push for greater topicality in L’Assiette au Beurre reinforces the impression that he saw potential in bringing together journalism and art and that he wanted to integrate the journalist’s activism into his public persona. Grandjouan’s letter is also an example of his performance as the ideal artiste engagé. To Joncières, he performed the role of a decisive and experienced press illustrator of which the journal's lack was the reason for the falling sales. Grandjouan’s determination to put an illustrator on the editors of the l’Assiette au Beurre suggests that Grandjouan thought that artists had a unique contribution to make to the political debate and that their perspective was crucial to ensuring the successful communication of ideas.  [782:  For more information on the campaigns run by the Bonneff brothers, see the website dedicated to them: http://www.bonneff.com/. The website contains a masters thesis by Isabelle Dauzat. Isabelle Dauzat, ‘Léon et Maurice Bonneff, peintres de la condition ouvrière dans les années 1900’, available at the University of Lyon library, ed. Michelle Perrot, (Paris, Université Paris Diderot, 1989), accessed at http://www.bonneff.com/category/these/, 21/02/2018. For Charles Maurras, see Michael Sutton, Nationalism, Positivism and Catholicism: The Politics of Charles Maurras and French Catholics 1890-1914, (Cambridge, Cambridge University Press, 2002).]  [783:  Bouchard, ‘Le marché de l’art vu par L’Assiette au Beurre’, p. 15. ] 


Grandjouan the artist-reporter
In many of Grandjouan’s drawings, he uses a documentary approach which reflects the grand reporter techniques which were quickly overtaking traditional forms of French journalism. This suggests that Grandjouan was inspired by his peers among the journalists, particularly within the anarchist press, and used their example to model his ideal of the engaged artist. Like Aristide Delannoy, Grandjouan based a lot of his drawings of workers on real life models, often travelling to the scenes of interest and reporting back a faithful account of what he had witnessed.[footnoteRef:784] He went with Delannoy to the scene of the Courrières mining disaster and helped to make the special issue for L’Assiette au Beurre with Delannoy and Ricardo Flores. He was also a part of the collaborative project with Naudin, Delannoy and the Bonneff brothers (who provided the text) to record in an Assiette au Beurre issue the dangers faced by manual labourers and factory workers in the course of their work.[footnoteRef:785] This project started off as a more personal endeavour for Grandjouan who had wanted to make a series of documentary, non-satirical brochures recording in detail the harsh reality in several professions, each one explored in depth per brochure. Though the brochures were well advertised in Les Temps Nouveaux, only the first issue was published, the planned sketches of the other professions either remaining in Grandjouan’s private collections or appearing in the collaborative project for L’Assiette au Beurre.[footnoteRef:786] The first issue focused on child labour in glass factories. This was a subject that, for him, was a social crime which was committed both by the bourgeois elite who carelessly threw away the young lives of their workers because they could be useful as cheap labour in specialised roles. It was also a crime committed by the working class parents who ignorantly sacrificed their children’s education so that they could start earning and providing for the family from an earlier age. Grandjouan hoped to use these brochures to educate the bourgeois consumers who unwittingly funded the exploitation of the proletarian children, and to push working class parents to invest in their child’s education rather than encourage that child to quickly finish basic schooling so that they could enter the factory more promptly.[footnoteRef:787] [784:  Dumont has discovered that Grandjouan travelled to North Africa, to the prison camp Biribi in Oran, Algeria, in 1910 to support the imprisoned worker Rousset who had become the subject of a major campaign for the anarchists. Grandjouan returned with sketches documenting the torture he witnessed in the camp. Grandjouan’s visit to Algeria may have been motivated in part by his understanding that the role of the artiste engagé included having a personal connection to his subject matter. It is interesting, however, to note that Grandjouan made a journey to a French colony for the sake of the French worker and not to protest against colonisation. Though Grandjouan denounced the hypocrisy of the French government who, despite claiming to be philanthropic and humanitarian, was famously brutal to the indigenous peoples and created a L’Assiette au Beurre issue in which he showed Algeria escaping the grasp of France, Dumont argues that his anticolonialist campaign was muted compared to the extended efforts he made to fight against the mistreatment of the working class. Grandjouan did not show himself to be favourable to colonies, claiming that both colonists and the indigenous peoples were the victims of expeditions which only enriched the military and capitalist elites. Presumably, Grandjouan decided that his energies were best spent where he was most comfortable and influential and that the fight for decolonisation was best fought by the indigenous populations. See Dumont,  L’Engagement d’un artiste, pp. 42-44. ]  [785:  Grandjouan, ‘Courrières’, L’Assiette au Beurre, 24/03/1906, no. 260,; Grandjouan, ‘Les métiers qui tuent’, L’Assiette au Beurre, 19/01/1907, no. 303. See the chapter on Delannoy for the detail of the Corrières mine disaster.]  [786:  Koechlin, Les Ouvriers et les métiers ; mes juges, p. 7.]  [787:  Grandjouan was particularly indignant that children who were intelligent and finished their primary level education a year ahead were allowed to go into factory roles at a younger age than the legal limit of 12. See his article on child labour in La Guerre Sociale, 25-31 December, 1906, ‘Les travailleurs de treize ans’. ] 


The front cover of the brochure, figure iv:5, shows a young boy who Grandjouan had met on a visit to a glass factory. Beside the boy’s portrait, Grandjouan provided an eye-witness account in the format of a journalistic report. The account details the moment where he found the boy and took the sketch which[image: brochures anarchistes094_1_1.jpg] the readers can now see, thereby creating a precise and personal link between the readers and the boy in the portrait. The portrait is no longer just an illustration: Grandjouan’s account provided it with a history and a human element which manipulated the readers to connect on an emotional level with the boy. Though the boy remained nameless, the readers knew that he had been sent to the glass factory by his father in order to escape the dangers faced in the mine where his father worked. This example of paternal care was proved tragically misguided by Grandjouan who stressed that the working life in the glass factory was hardly better than the conditions faced by miners and that accidents were still frequent occurrences. He explained that the boy had suffered an injury as a result of an accident when a glass blower’s stick struck him under the eye. The portrait bears witness to the injury: one eye and the right side of his face appears blackened and swollen. Though he was still only tasked with carrying glass bottles, he was in a dangerous working environment without any protective gear or adequate training. The physical injury, however, is not what worried Grandjouan the most. Grandjouan claimed to be able to see in the boy already an air of resignation and exhaustion which would turn him into a placid workman more concerned about putting bread on the table than taking the risk to rise up and overthrow the bourgeois regime. Grandjouan thus reveals the purpose behind his intervention, the act of drawing the boy and documenting his story, is to warn against the pacification of the working classes. As the artiste engagé, Grandjouan projected his role as someone who exposed unpleasant truths and galvanised his readers into action. Figure iv:5: Grandjouan, ‘Le Travail de l’Enfance dans les Verreries, published with 
Les Temps Nouveaux, 19/01/1907

“Testimony (1st of December 1906)

In a glass factory in the Nord, I questioned a kid who carried the bottles.
The child had been hit in the eye by a glass blower’s stick. His skull and his jaw bore the signs of a sorry inheritance and, such as it was, he seemed to be the last of a long line of exploited workers.
I stood him against an oven and while I drew him, he told me that his father was a miner and that he had sent his son to the glass factory so that he escaped the mine. He had been in the factory for a year and a half and he was 12 years old.
But the director of the factory who escorted us looked at my drawing. The child worker, this “living reproach”, stood motionless in front of us. His eyes were terrible. One seemed filled with the fear of a cornered animal, the other gazed out with that bit of hatred and worry of the rebel who will never be let out.
“So, it’s done|, the director said to me, patting me on the shoulder in an almost friendly manner, “the engineer is coming and we must not upset the workers.”
This poor exploited 12 year old worker, I took his portrait with me and it will strengthen in all those young hearts the hatred for our present society.”


Again, the portrait visually corroborates Grandjouan’s judgement and reinforces his authority and right to intervene. The boy stands meekly in the portrait, physically small and pathetic in his torn and ragged clothes. He does not make eye contact with the artist or reader, his eyes instead held level and fixed at a point below the readers’. Grandjouan, being an adult, drew him as he saw him, from above, but the effect emphasises the boy’s vulnerability.[footnoteRef:788] He seems deflated and subservient, as if he is standing before his master and is afraid to raise his eyes in a show of defiance. This may have been the case as Grandjouan’s account shows that the director who was escorting Grandjouan around the factory was also pressuring Grandjouan whilst he took the portrait to finish and let the boy get back to work. Grandjouan’s account, however, changes the dynamic of the director’s presence by judging him for the boy’s wretched state. The director appears blind to the boy’s injury and depression, unable or unwilling to see the pain that the conditions of his factory imposes on his workers. Grandjouan claimed that he took the portrait with the intention of publishing it so that other young members of the proletariat, whose hearts have not yet been defeated by work, would be outraged and inspired to rise up against the hated social order. These young readers were, presumably, the readers now being addressed and so Grandjouan added guilt to the weight of accusation in his account. Though he laid the boy’s predicament at the feet of the director, he also extended that blame to any reader who would read the account and not be moved to rebel against the bourgeois regime. Even if some readers would disagree with Grandjouan’s assessment, choosing instead to see the boy as still defiant or perhaps to reject Grandjouan’s pessimism, they would still have to engage on an emotional level with the worker. That the reader is made to engage with Grandjouan’s judgement is part of the purpose behind the drawing. Grandjouan’s explicit explanation of his actions and his detailed account of taking the portrait highlights and promotes both his roles as artist and activist, blending the two and ensuring that Grandjouan’s presence was just as central to the story as the boy’s.  [788:  Grandjouan used a similar effect in the issue on the Courrières mining disaster in a group portrait of orphaned children, drawn to appear small and pitiable. Grandjouan, ‘Courrières’.] 


This use of emotional realism could be construed as a journalistic strategy. The emphasis that Grandjouan made on the fact that this portrait was taken from life suggests that he was playing on the enthusiasm of his contemporaries for objective reporting in the Anglo-Saxon style.[footnoteRef:789] Grandjouan’s realism is, as Linda Nochlin theorises, falsely objective because he made a subjective selection of his model with an ulterior, political motive.[footnoteRef:790] By choosing a child who was visibly injured, Grandjouan deliberately painted the life of a factory worker as tragic. The fact that he drew from life gives his polemical argument the air of authority and determination to get to the heart of a story as well as compassion admired in the reporter journalists.[footnoteRef:791] As was proven with his technique of contrasting caricature with realist portraiture, Grandjouan used realism as an emotional weapon to bludgeon his readers to feel guilt or outrage for the suffering of their fellows in the proletariat and to feel a determination to alter the situation, ideally by displaying their defiance through syndicalist action. The reportage element introduced by the emphasis on realism also lends an air of reality to the symbols of revolution and a future anarchist way of life, turning them from being merely symbolic to being portents of a realisable future. This latter was important to Grandjouan who believed, it seems, that a part of the role of the artiste engagé was to help the readers visualise the future for which they were fighting so as to boost their motivation and make the cause seem more immediate and urgent. [789:  Delporte, Les Journalistes en France, p. 68.]  [790:  Nochlin, Realism, p. 15.]  [791:  See Hogarth, The artist as reporter, p. 34 for the popularity of illustrations which were blunt in their depiction of working class conditions in particular. See Ruellan, Les "Pro" du journalisme, p. 15 for how journalists at the end of the nineteenth century were placing more emphasis on professionalism, trying to move away from the reputation of the journalist as being a hack and lying to make a story. ] 


Figure iv:6 is a good example of a combination of realism, symbolism and caricature that was published two years before Grandjouan’s above mentioned push into journalism. Published in an Assiette au Beurre issue created with Auguste Roubille (1872-1955) denouncing the regime’s false promise of free education, figure iv:6 shows a young boy being asked to choose between a religious or a state[image: Image] education. The composition of the illustration is allegorical: there is no sign of the parents, for example, who would have been involved in the choice and the boy has been planted between two stylised representatives of their respective institutions: an elderly nun and a middle aged Marianne. The boy, however, is drawn with a sense of realism even if his thinness is possibly exaggerated (his torso, all that is visible of him, is naked to emphasise his boney physique). His portrait is highly plausible and so gives the impression that he is a real subject, like the boy in the factory. The impression of realism is contrasted with the very obviously exaggerated ugliness in the features of the nun and Marianne. The nun’s face is heavily lined with a strongly protruding bone structure. Unpleasantness is added by her thickly haired eyebrows and a slight moustache, making her face appear more masculine than feminine. There is very little apart from her nun’s habit to suggest that she is female.[footnoteRef:792] Marianne is similarly sexually ambiguous. Her face is wide and flaccid, her mouth large and with a pronounced overbite. Her eyes, with their very small irises, bulge out like a toad’s, adding to the overall sense of repulsion.[footnoteRef:793]  [792:  See Doizy and Lalaux, A bas la calotte!, p. 60 for how the clergy were made to look disgusting to strip from clerical life any admiration the readers might have had. Though male members of the clergy were more likely to be villified than female, both were suspected of sexual perversion and dirty, unhygienic lifestyles. Lalouette, La Libre pensée en France), p. 225.]  [793:  Sagaert, ‘la laideur féminine dans la caricature’, p. 63.] 
Figure iv:6
Grandjouan, ‘La Liberté de l’Enseignement’, L’Assiette au Beurre,
19/03/1904, no. 155
“Choose … you are free…”


Each woman grips the boy by the tip of one ear, pulling them to an almost comically extreme degree. Those ears are slightly pink in an understated gesture to show the awkwardness of the boy’s situation. This painful position of being pulled in two different but equally unpleasant directions is an elaborate metaphor for the very unsavoury choice the boy has to make because, though he is apparently free to choose, he only has two alternatives. The rest of Grandjouan’s composition made it clear that this illusion of choice was ultimately false since the results of the two alternatives were essentially the same. Behind each of the two women, a road leads away, representing the life path the boy would be setting on. Behind the nun, there is a large church, suggesting either a religious vocation or at least a religiously-led life; behind Marianne is a large factory-like building labelled “Caserne” or a representation of army barracks suggesting a life spent in service to the state. Each road is lined with houses on one side and a row of factories or workshops with long smoking chimneys on the other. Each life, in other words, would involve the same cloistered living, being shunted from small, identical homes to work in factories which inevitably fed into the institution which dominated the community. Neither career path gives the child a life of freedom to choose for himself: he would turn into another drone working to inflate the consequence of either the Church or the army. In between the two alternatives the boy supposedly has to choose between is a suggestion of a third option. Grandjouan drew a wooded area silhouetted against a rising sun. The way into the forest is narrow but it is also straight in front of the boy, the direct path towards it symbolic of making the morally correct choice rather than be deviated by the two cajoling women.

Grandjouan’s use of allegorical imagery in figure iv:6 is not overtly realistic but it gives the impression of representing reality in a way that was plausible. As Vivian Rehberg wrote about the realist art of the communist artist, André Fougeron (1913-1998), "Realism was meant to serve as a corrective device, interpreting and making intelligible that which ideology mystifies. At the same time, because it is itself ideological, Realism cannot be a pure 'reflection' of reality."[footnoteRef:794] As such, for both Fougeron’s and Grandjouan’s art, within the realism there were ideological elements and allegories which were meant to be interpreted. For Grandjouan’s readers, there is a ring of truth in the observation that neither the Church nor the Republic really offer their school pupils a life in which they are free to make their own choices.[footnoteRef:795] The children were taught in both cases to revere to the point of blind worship the institution which educates and forms their minds. Grandjouan’s allegory does not therefore give the impression of building a fictional account of the state of education in France at the beginning of the twentieth century. It offers instead a visual interpretation of the facts which is easily grasped and aesthetically pleasing. The significance of the wooded area could be understood by a reader who had prior knowledge of the metaphors frequently employed by Grandjouan and his peers among the anarchists (both writers and artists). The forest, dark and opaque, represents something unknown and possibly difficult to navigate but the dawning sun behind it, a symbol of hope and new beginnings, was a promise that successful passage through the forest would lead to a better future.[footnoteRef:796] The boy also had several layers of deeper significance to the anarchists. Children represented innocence and the next generation, a fresh page for building a new future untainted by the preconceptions of the old.[footnoteRef:797] As this drawing appeared on the back image of the issue, one which Grandjouan shared with Roubille, the symbolic imagery has the added significance of being the final comment in the campaign that Roubille and Grandjouan had put together to criticise the current state of education in France. Grandjouan’s implication that there is a third, and better if yet undefined, option is thus intended to stay with the readers as an incentive and impetus to act. Grandjouan, as the révolté, hoped to inspire his readers with a sense of urgency, perceiving his role as a visionary whose art allowed others to share in his visions and so see more clearly what action should be taken to bring about change. It is also possible that Grandjouan wanted to be seen as speaking both for himself and Roubille through this drawing, thereby establishing himself in the minds of his readers as a representative of artists sympathetic to anarchism. [794:  Rehberg, ‘Realism and ideology in André Fougeron’s Le Pays de Mines’, p. 164.]  [795:  Long term anticlerical propaganda had established a distrust of religious education which, apart from preventing children from applying critical thinking, was suspected of corrupting them through sexually abuse. See Doizy et Lalaux, A bas la calotte, p. 81 and Lalouette, La Libre pensée en France, p. 233. For the anarchists, there was a widespread distrust of the laic school set up by the Republic, which led to campaigns to set up independent schools to teach liberal thought. Maitron, Histoire du Mouvement anarchiste, p. 352.]  [796:  As has been mentioned above, the rising sun was a favoured symbol for the future anarchist society. See Dardel, Catalogue de Dessins, p.106.]  [797:  Les Temps Nouveaux, in particular, made a special attempt to reach out to children with a section is the journal set aside for children’s content (‘Le Coin des Enfants’) and publications printed in the Temps Nouveaux publishing house aimed at children (such as collected anthologies of content from ‘Le Coin des Enfants’ and a novel by Jean Grave for children, Les Aventures de Nono.] 


A reader appreciative of Grandjouan’s visual imagery would also enjoy the ironic humour in the illustration. As irony relies on the two parties’ cooperation to take shape, the reader would have to share Grandjouan’s cynical judgement of the falseness of the education offered by either the state or the Church: the reader would have to agree that neither taught the children to think for themselves as would be necessary for them to emancipate themselves out of the cycle of poor education and early entry into poorly skilled jobs which leave them too poor and exhausted to continue into further education and better long-term living prospects. Both figures iv:5 and iv:6 could be seen as examples of journalism, not least for the context in which they were published. The first is a stylised opinion piece of the model historically employed in French journals; the latter an example of a more modern form of journalism, possibly even a form of investigative journalism.[footnoteRef:798] Both figure iv:6 and Grandjouan’s report on the glass factory workers communicate Grandjouan’s views on education though the latter is clearly meant to be more serious than the former. Education and schooling accounted for seven and a half per cent of all the work that Grandjouan produced and was also a milieu to which he was closely connected in other areas of his activism. In his correspondence, there is a letter written to him on behalf of a teacher who wanted to have a revolutionary song he had written illustrated by Grandjouan whereas another teacher contacted him to ask how to install a popular library of revolutionary works and how to get a bust of Ferrer to replace the bust of Marianne currently in his schoolhouse.[footnoteRef:799] Jacques Ozouf shows in his collection of teacher autobiographies that the politics held by republicans were not predictably loyal to the government or the incumbent candidate in their constituency. Teachers frequently came to their own conclusions about what ideas they wanted to adopt, among which were principles like anti-capitalism, anti-patriotism and internationalism which were upheld by the anarchists.[footnoteRef:800] Though Grandjouan’s work was mostly concerned with educating adults, he sponsored the independent schooling of children, sending his own children to Sébastien Faure’s school run on free thinking principles, “La Ruche”.[footnoteRef:801] Grandjouan’s treatment of education in figures iv:5 and iv:6 therefore carried the weight of his knowledge and authority which perhaps lent plausibility to Grandjouan’s self-projection as a knowledgeable artist-reporter.  [798:  See Eugène Tavernier’s overview of the different styles of journalism pp. 300-306. Eugène Tavernier, Du journalisme: son histoire, son rôle politique et religieux, 1902, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k2722444/f3.item, 05/10/2016.]  [799:  See the letter from the bourse de Travail in Angers to Grandjouan, 31/07/1908, catalogued T155 in a private library kept by Michel Dixmier. See also Dumont, L’Engagement d’un artiste, p. 37.]  [800:  See the collection of autobiographical accounts written by retired teachers in the 1960s of their lives as young teachers between 1880 and 1914. The accounts show genuine belief in the Republic and in their mission to educate the peasantry. Jacques Ozouf, Nous Les Maîtres d’École, Autobiographies d’instituteurs de la Belle Epoque, (Paris, Gallimard-Julliard, 1967), p. 157.]  [801:  Dumont, L’Engagement d’un artiste, p. 37. Faure bought a hamlet in 1904 and set up a residential school offering scholarships to poor students as well as paid places for wealthier pupils. Lessons were taught in the classroom as well as in workshops and out in the fields in an effort to prepare the children for their future vocations. The students were encouraged to use their initiative in social situations and to be critical about what they were taught. La Ruche was unfortunately short-lived and closed in 1914 due to lack of adequate funding but the teaching principles established there set the groundwork for later state-wide teaching methods. Maitron, Histoire du Mouvement anarchiste, pp. 358-359. ] 


Artist-reporters were not new in the twentieth century but their numbers had always been fewer than their counterparts in written reporting in the nineteenth century. As Paul Hogarth writes, artists who were willing to drop everything to travel to scenes of interest to their journals, hastily sketch what they saw and send back the drafts to be only very roughly reproduced by the printers were hard to find.[footnoteRef:802] By the end of the century, artist-reporters had already started being replaced by photojournalists whose photographs could more efficiently capture images from the scene.[footnoteRef:803] The work of fine artists was more prominent in illustrated journals like le Rire whose methods of reproduction prioritised quality over expediency, providing a platform for artists to publish their work with the aim of showcasing their talent as much as commenting on the social or political situation. This was especially the case, as Ralph Shikes points out, for L’Assiette au Beurre.[footnoteRef:804] One artist working with Le Rire, Hermann-Paul (1864-1940) satirised reportage journalism by following, in the guise of a special envoy, Félix Faure, president of France in 1897, on a state visit to Tsar Nicholas II in Russia.[footnoteRef:805] He sent back a series of mocking sketches ridiculing the heads of state of both countries (emphasising in particular the republican president’s pretensions to imperial power) as well as showing the ironic difference between the glamorous legend of the Grand reporteur and the sordid reality.[footnoteRef:806] Grandjouan’s reports on the conditions of workers was, however, intended to be entirely serious. Grandjouan may well have identified with journalists, particularly those who were involved with the anarchist propaganda effort, in his search to persuade his readers of a truth in which he passionately believed. As Grandjouan’s work in La Guerre Sociale shows, he did not restrict himself and the persona that he represented to the public, to art. This meant that he did not prioritise his career as an artist over his work as a militant anarchist like some of his peers working for the illustrated magazines (such as Galanis (1879-1966), Kupka (1871-1957) and even Steinlen (1859-1923)). The very similar strategies he used for diverse journals such as Les Temps Nouveaux and L’Assiette au Beurre suggests that Grandjouan was determined to present the same persona despite trying to attract differing audiences. Compared to the comfortably middle class readership of L’Assiette au Beurre, the readers of Les Temps Nouveaux probably belonged to the anarchist movement and would have strong syndicalist identities. Maitron, though unable to exhaustibly identify the readership of Les Temps Nouveaux, found that cobblers had a very visible presence in the anarchist movement in general and in the journal subscription lists.[footnoteRef:807] This demographic, artisans who were organised in professional unions with access to education and militant materials through their union, is quite possibly representative of the readership of Les Temps Nouveaux. This audience, judging by the correspondence that Grandjouan held with local Nantes unions, was very receptive to Grandjouan’s self presentation, as will be discussed below. That Grandjouan expected less success of the readership of L’Assiette au Beurre and yet continued to present the same bullishly militant révolté persona suggests that he both believed strongly in this persona and was determined not to compromise or confuse his public image.  [802:  Hogarth, The artist as reporter, p. 23.]  [803:  See Thierry Gervais, 'Jimmy Hare, photoreporter’, np.]  [804:  Shikes, Five Artists in the service of politics in the pages of L'Assiette au Beurre, pp. 162-181.]  [805:  Dixmier and Dixmier, L’Assiette au Beurre, p. 300.]  [806:  Hermann-Paul, ‘Félix Ier chez Nicolas II’, Le Rire, no. 150, 3rd year, 18/09/1897, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k11730572.item, 06/04/2019.]  [807:  Maitron, L’Histoire du Mouvement anarchiste, p. 117.] 


Grandjouan’s articles in La Guerre Sociale
Grandjouan, unlike other artists in his peer group, was very comfortable with expressing himself in writing.[footnoteRef:808] He used journals like La Guerre Sociale to express his revolutionary ideas in a continuation of his propaganda campaign and promote his public persona as the révolté. It is interesting to note, however, that while Grandjouan’s illustrations published in La Guerre Sociale were normally printed on the front page (indicating the importance the editors credited to them), his articles were normally relegated to the second and third pages, the fourth of the four page issue reserved for socialist and anarchist meeting announcements. As will be shown below, this indicates that Grandjouan the artist was more welcome in La Guerre Sociale than Grandjouan the political activist. In a satirical account of a visit from a police commissioner looking for evidence in Grandjouan’s home of illegal anarchist activity, Grandjouan displayed the government and the institutions working for the government as inept and foolish while impersonating the ideal of the impudent révolté. The article was written during a campaign for professional sabotage led by the revolutionary syndicalists and so readers of La Guerre Sociale could be expected to see Grandjouan’s article as an extension to the advice and motivation given in the campaign. One of the front page headlines for the issue of La Guerre Sociale in which Grandjouan’s article appeared was ‘Le Sabotage Continue’ in which the police’s inability to stop the cutting of telegraph lines was gleefully reported.[footnoteRef:809] Grandjouan’s satire picked up the same theme of subtle sabotage of police time and energy which suggests that he liaised with the editors of the journal to produce the article which in turn indicates the extent to which Grandjouan was determined to consolidate his image as a well-rounded and professional artiste engagé.  [808:  Evidence for this is suggested by the few examples of writing given by artists, often including an apology that they are not good at expressing themselves with words. See, as an example, Poulbot’s letter to Les Hommes du Jour on the occasion of Aristide Delannoy’s death, Les Hommes du Jour, no. 173, 13/05/1911, p. 3, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k442409z/f3.item, 18/02/2018.]  [809:  See the anonymous article ‘Le Sabotage Continue’, La Guerre Sociale, trosième année, no. 27, 16-22 Juin 1909, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f311.item, 18/02/2018.] 


The article was written as a conversation of which only one side is given (the commissioner is forced to remain silent which disempowers and ridicules his otherwise privileged position as a representative of state authority). Grandjouan, in the role of the anarchist whose house has been raided at five am, responded to the demands of the police commissioner. Lines of dots broke up the responses, as if giving the commissioner time to respond or make new demands as he searched the house looking for incriminating evidence with which to arrest Grandjouan and/or his correspondents. Though the reader was left to imagine what the commissioner actually said, Grandjouan maintained a cheerful if exasperated persona who needled and mocked his victim throughout the interview:
	“Ça, c’est une lettre d’un raseur : un individu très dangereux. Ça ne m’étonnerait pas qu’il 		ait fait sauter des poteaux de télégraphie sans fil. Allez donc chez lui, de ma part. 			Questionnez-le… Il ne se coupera pas car il ne rase que ses amis … Nous ne sommes pas 	de bons Français, dites-vous? Ah! s’il était réveillé à 5 heures du matin, au nom de la 			patrie, Déroulède lui-même deviendrait un mauvais Français et n’irait à la frontière que 			pour passer de l’autre côté.”[footnoteRef:810] [810:  Jules Grandjouan, ‘Causerie à une voix avec le Commissaire qui pénétra chez moi’, La Guerre Sociale, trosième année, no. 27, 16-22 Juin 1909, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f312.item, 24/01/2018.] 

In this section of the dialogue, Grandjouan responded to the commissioner’s discovery of a letter from his barber. ‘Raseur’, however, is a pun and also means in colloquial French a person who talks in a long-winded fashion without saying anything.[footnoteRef:811] Grandjouan could be referring to the commissioner here but it is also possible that he is mocking a socialist politician who spends his days giving speeches in parliament without saying or doing anything that would help the working classes whom he claims to represent. According to Grandjouan, the ‘raseur’ was capable of duplicity and treachery out of self-interest since, in doing his profession, he regularly informs on his friends. Grandjouan did not scruple to give up information on him, confirming to his readers that he had no loyalty to the political class or the Socialist party.  [811:  See the entry for ‘Raseur’, Le Trésor de la Langue Française Informatisé, accessed at http://stella.atilf.fr/Dendien/scripts/tlfiv5/advanced.exe?8;s=1871751765;, 24/01/2018.] 


The second part of the section responded to an accusation that Grandjouan was not patriotic. Grandjouan cheerfully agreed while making the sardonic comment that even Déroulède, a Boulangist (referring to the famous nationalist leader, General Boulanger) politician, patriotic poet and founder of the League of Patriots, would be unpatriotic if woken at dawn by a police raid.[footnoteRef:812] While the humour and mockery of Déroulède’s patriotism were clear in this retort, there was a performative element which suggests that Grandjouan was showing the character of the révolté in an idealised light. The article made fun of a potentially serious situation for an anarchist. Jean Grave’s account of his own experiences of police raids, along with his imprisonment in the 1890s, suggests the danger of being caught and punished was real.[footnoteRef:813] Up to this point, Grandjouan had been regularly accused of sedition and insurrection but had invariably escaped with acquittals or warnings.[footnoteRef:814] Yet at the time of writing, as the end of the article reminds the reader, Grandjouan’s colleague Delannoy was in prison along with several leading antimilitarists.[footnoteRef:815] Grandjouan’s irreverent voice was heroic in this context of real risk. It also had the effect to reduce any fear the readers might have of the threat of police raids by portraying the commissioner as an inept and mindless tool of the government.[footnoteRef:816] In contrast, Grandjouan presented the anarchist as a clever, free-thinking, and therefore innovative, individual. As propaganda, it was highly effective because it inspired the reader to admire and desire to imitate the anarchist both in his bravery and his ability to think for himself and use his wits to outsmart the enemy. For Grandjouan as an intellectual anarchist from the bourgeoisie, it reinforced the persona he wanted to project as a brave militant willing to sacrifice his comfortable life for the sake of the working classes. In the context of the ongoing campaign on sabotage, in which the saboteurs were themselves praised as daring risk-takers for the syndicalist cause, Grandjouan aligned himself with the heroes of the hour. [812:  For more information on Paul Déroulède and his activities in the French radical right, see Peter M Rutkoff, Revanche & revision : the Ligue des patriotes and the origins of the radical right in France, 1882-1900, (London: Ohio University Press, 1981).]  [813:  Patsouras, The Anarchism of Jean Grave, p. 46. See also Grave’s account of having his home searched for papers in his memoirs, Jean Grave, Le Mouvement libertaire sous la troisième République : souvenirs d’un révolté, (Paris, Les Œuvres représentatives, 1930), accessed at http://gallica.bnf.fr/ark:/12148/bpt6k6342003w/f85.item, 18/02/2018, pp. 66-67.]  [814:  Dixmier and Dixmier, L’Assiette au Beurre, p. 298.]  [815:  Maitron, Histoire du Mouvement anarchiste, p. 372.]  [816:  Alexander Bain wrote that laughter works to degrade the targets of its jokes. By ridiculing the officials of the republic, Grandjouan hoped that he could relax the respect or reduce the feelings of intimidation his readers might for state institutions like the police. See Lalouette, La Libre Pensée en France, p. 215.] 


Grandjouan the revolutionary syndicalist
Grandjouan clearly believed in the philosophy that, without the labour of the proletariat to feed the bourgeois consumerist culture, the bourgeoisie would be starved into submission and be forced to accept the proletarian takeover. Grandjouan’s enthusiasm for syndicalism led him to the role as the chief poster artist for the CGT which is in itself testimony to popularity and effectiveness of his work as a propagandist. As the révolté, it has been shown, Grandjouan sincerely believed that his role was that of an educator. Having been born into a privileged position, he felt obliged to encourage others to educate themselves and so discover the same privileges. Grandjouan also believed that revolution by way of syndical action would only be achieved if all syndicates cooperated in a united general strike.[footnoteRef:817] In contact with a number of syndicates, Grandjouan’s choice to become a leading propagandist as well indicates his impatience with the slow pace of the revolutionary progress and his desire to involve himself as much as possible in the effort to provoke what he felt was a long overdue regime change.[footnoteRef:818] It also indicates that the syndicates were willing to communicate with Grandjouan and use him as a representative or liaison at national conventions. Evidence of the syndicates’ trust in Grandjouan is shown in the request made to him by the Union des chambres syndicales ouvrières de Sarthe to be their representative at the Section des Unions de Bourses du Travail.[footnoteRef:819] His offer to represent the Nantes metallurgists was also accepted in such a way that showed that Grandjouan was closely involved with their campaigns. Grandjouan’s letters show that he reached out to the syndicate propagandists with offers to create posters for their campaigns.[footnoteRef:820] Eager and impatient to see the syndicates move faster towards a general strike, Grandjouan seemed convinced that the syndicates just needed a guide and motivator to make what he saw as the next steps towards total mobilisation. As a model révolté, Grandjouan saw himself in the ideal position to be a representative with enough clout on the public stage to achieve what a more anonymous representative could not. His advances were welcomed among the syndicalists. His friend from the Fédération du Syndicat des Ouvriers Peintres, Abel Curisson, wrote: “Je suis bien content pour avoir votre crayon pour ami et je souhaite de ne jamais l’avoir pour adversaire.”[footnoteRef:821] As this representative, Grandjouan could realise his ambition to be seen as a leader and enabler for the syndicates as well as continue to embellish his public persona as the révolté. [817:  Dumont, L’Engagement d’un Artiste, p. 55.]  [818:  Ibid., p. 54.]  [819:  Ibid., p. 54.]  [820:  Grandjouan’s correspondence with journals and syndicates in Nantes suggests that he was a well known figure in his home town even after having left for Paris. The private library of Michel Dixmier contains several letters which prove that Grandjouan’s offers of assistance were greeted with enthusiasm. One example is a letter written to Grandjouan in 1908 from the Angers Bourse de Travail asking him to provide drawings for a school teacher from Angers wishing to write an antimilitarist, popular song. He requested to have contact with Grandjouan after having heard about him through his reputation. This suggests that Grandjouan was well known as an anarchist artist among the syndicates and among their contacts. Catalogued as T155 in the Dixmier collection.]  [821:  Koechlin,  Dessins de Jules Grandjouan, p. 79.] 


Grandjouan’s highly visible position as a propagandist with the CGT meant that his self-projected persona was clear. He was a militant syndicalist who had chosen, despite his bourgeois background, to side with the workers. His signature was always explicitly on show so that his work could be used to confirm this identity. This meant that his name was connected to some highly sensitive seditious themes, like the incitation to mutiny. In a front cover illustration for La Voix du Peuple, Grandjouan created an emotional attack on soldiers who were recruited from the proletariat. Figure iv:7 shows two frames, in the first a dragoon is caught in a crisis of conscience after obeying an order to shoot on protesting strikers. Dressed in full uniform and holding a rifle with a smoking tip, he looks down at his weapon with wide-eyed disbelief at what he has just done. The caption, which identifies him with the generic first name Jean, asks in his voice how his father would judge him for going against members of his own class, the proletariat. In the background, an officer riding a charging horse points with a leering grin at a crowd of workers who are running away from the soldiers. The workers are not obviously armed and the fact that they are fleeing despite their large number suggests that they have no way to defend themselves against the soldier’s fire. To illustrate this, some have already fallen or are falling. The officer’s bloodthirstiness puts the soldier’s action into perspective: the violence on the part of the army was disproportionate to the force opposing them and was fuelled by the brutality of the officers, representatives here of the social elite. 

The second frame shows the soldier returning home to his parents. This time, it is the army who is small and in the background, just visible through the window (which shows the same scene but in reverse to that drawn in the first frame). In the first frame, the soldier was [image: pasted-image.tiff]shown distanced from the proletariat. In the second frame, he is immersed back in the poor surroundings of what is clearly a home belonging to an impoverished family. Well dressed as he is in his uniform, the soldier appears out of place. He is drawn in a classic pose of shock, having found on the floor in front of him his mother kneeling over the body of his recently shot father. His father had been killed, his mother tells him, by the dragoons, possibly Jean’s own regiment. The titles over the two frames indicate that the scenes take place at two towns notorious for strike action which was violently put down by the army.[footnoteRef:822] Rather than focus on the strikers, Grandjouan drew attention to the soldiers who, he implied, found themselves on the wrong side of the class war in which the strikes represented the preliminary battles. The message of Grandjouan’s propaganda was to reach out to the soldiers who originated from the working classes to make them feel guilty at fighting against those who could be their brothers and fathers. Grandjouan hoped to use his public image as a role model and motivator of the proletariat to both shame and inspire those readers to be brave rebels rather than mindless soldiers. Grandjouan was very aware of what he risked by inciting mutiny with his art. One of the offences targeted by the lois scélérates, inciting mutiny among the foot soldiers, was the principal crime for which a group of twenty-six antimilitarists were charged and imprisoned in 1906.[footnoteRef:823] By risking the same fate, Grandjouan wanted to prove to his readers his heroism and bravery, thereby inspiring similar acts of selfless heroism. [822:  Roynette-Gland gives a sympathetic account of the reluctance of the soldiers ordered to put down strike action’, “L'armée Dans La Bataille Sociale: Maintien De L'ordre Et Grèves Ouvrières Dans Le Nord De La France (1871-1906).” Le Mouvement social, p. 33. ]  [823:  For a more detailed account of Grandjouan’s work supporting labour action see Koechlin, Les Ouvriers et les métiers.] 
Figure iv:7: 
Grandjouan, ‘Le dragon à Raon-l’Etape. Son retour à Villeneuve.’
La Voix du Peuple, no. 417, 8ème année, September 1908, courtesy of Michel Dixmier.

“Jean: “How will I tell my father, when I go home, that I shot workers…!”
Jean’s mother: “Your father!… my poor Jean, the dragoons have just killed him!”


Grandjouan used humour as an additional motivator in his art. The effect of humour was to make his readers feel included in a select community who, by having access to a shared language of metaphors and allegorical symbols, could feel that they had a subtle advantage over others who were not ‘in’ on the joke.[footnoteRef:824] A distinctive feature of Grandjouan’s satire was the contrast he drew between the caricatured bourgeoisie and the realist portraits of the proletariat. The poster that he drew for the Syndicat national des chemins de fer is an obvious demonstration of this strategy.[footnoteRef:825] Figure iv:8 represents the disparity between the wages earned by the ordinary workers for the railway companies and the company board members and highest earning employees. On the right hand side of the poster, a vast tide of grey figures represents the working class railway workers leaving the railway building at the end of a day’s work. Several among them are labelled with the title of their position in the company and their daily, weekly or monthly salary. The figures in the foreground are d[image: Image]rawn in precise detail with their uniform, equipment and even the way they walk or stand used to represent both what their position called for physically and the hardships they had to endure in order to earn the miserly wages. That these wages were supposed to appear small and insignificant is clear when contrasted with the parade of the company board members leaving on the left hand side of the poster. Unlike the workers, the bourgeois directors and supervisors are barely recognisable as human beings. They are gigantic golden butterballs with grotesquely stretched smiles on their small, round heads. Each one is comically wearing a pristine silk top hat but this is the only sartorial indication of their social status.  Each butterball is indistinguishable from the others, unlike the workers who are each carefully unique and very human. On the front of each butterball is written in bold their yearly incomes from the company, showing the gross difference between the highest and the lowest paid. The leading figures of each line are the extremes of the pay scale: the director of the company who earns forty-four thousand francs a year and a member of the team in charge of the running of the train who earns ninety francs a month or one thousand and eighty francs a year. Unlike the smiling butterballs, his face is haggard with fatigue and his shoulders are stooped, as if he is on the point of collapse. He is portrayed handing a small handful of coins to his wife who has come to greet him with their three children. The presence of children adds an extra layer of emotional intensity to the poster’s overall message. The eldest child, a boy, is clearly hungry and is shown digging into his father’s lunchbox. The middle child, a girl, leaps up to embrace her father who seems too tired to notice her. This portrait of a family barely able to support its children physically or emotionally forces the viewer to pass an unfavourable judgement on the selfishness of the company owners. [824:  Simon Critchley pointed out that “Humour is local and a sense of humour is usually highly context-specific”, meaning that it is easy to use humour to make an us and them distinction. Critchley, On Humour, pp. 67-68.]  [825:  Grandjouan wrote a critical essay on what is required to create a successful poster. For the full series of articles, see Koechlin and Dumont, Jules Grandjouan affichiste, p. 9.] 
Figure iv:8
Grandjouan, ‘Syndicat national des chemins de fer’, poster printed at the Imprimerie du Syndicat
“Is it fair that those who risk nothing have everything and those who risk their lives every day have nothing?”


The butterballs, reminiscent of the “assiette au beurre” analogy (the butterdish or wealth generated by society which is greedily consumed by the wealthy leaving nothing for the poor), are effective metaphors because they convey a sense of truth: the fat bourgeois company owners have fed richly from the company profits while leaving only meagre scraps for their hard working employees. As the caption of the poster announces in a rhetorical question, it is unfair that those who are rewarded the least face the most risk so that those who have so much can get fat while risking little. The delivery of that truth is, however, ridiculous and provokes the viewer into laughing at the company owners.[footnoteRef:826] Despite their financial clout, they are powerless in the face of the ridicule that is heaped upon them. The humour of the poster can be found in this act of turning the tables on the fat bourgeois: it is their own wealth which now makes them appear foolish. The obese bourgeois employer was a favourite metaphor of Grandjouan’s and one that he used so frequently that in his visual language it became synonymous with greed combined with weakness and cowardice in the face of the workers’ aggression or insubordination. This figure was often juxtaposed with the young and muscled worker who was an easily recognisable metaphor for a new and better era. Working class viewers of Grandjouan’s caricatures could enjoy feeling superior over their social betters. Grandjouan may have hoped that this satisfaction in having won a victory over the normally untouchable bourgeoisie would translate into confidence that the proletariat as a whole could rise up and eventually overcome the bourgeois regime in real life. Alternatively, Grandjouan’s readers may have found in the ridicule of their social superiors a satisfying boost for their morale which, if it did not inspire them to revolt, at least made them feel more sympathetic with the anarchists and with Grandjouan in particular for the positive emotions they fostered.  [826:  See Morreall, The Philosophy of Laughter and Humour, p. 161 in which he discusses Roger Scruton’s theory that caricature is amusing because it fits “all too well”, the exaggeration creating a “simultaneous proximity and deviation from an individual” which serves to draw further attention to an unflattering feature.] 


Evidence suggests that while Grandjouan was popular with the syndicates, his enthusiastic involvement with revolutionary politics was not met with favour by Miguel Almereyda and Gustave Hervé, the editors in chief at La Guerre Sociale.[footnoteRef:827] Almereyda, writing a report on a meeting of an anti-parliamentarian committee set up in 1910, criticised Grandjouan for upsetting the room by reading out a unilateral plan of action that would implicate the whole committee without first allowing committee members with opposing views to debate the proposal. Almereyda publicly explained Grandjouan’s mistake in an article in la Guerre Sociale: [827:  Both Almereyda and Hervé were famous for their work as anarchists, Hervé in particular for the amount of time he spent in prison. See biographies written on them by Victor Méric for Les Hommes du Jour: Méric (a.k.a Flax), ‘Gustave Hervé’, Les Hommes du Jour. Victor Méric, ‘Miguel Almereyda’, Les Hommes du Jour, no. 180, 4th year, 01/07/1911, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k4424165/f1.image.r=miguel%20almereyda, 06/04/2019.] 

	“Grandjouan a gaffé en criant à tous les échos que nous allions grouper tous les 				antiparliamentaires. Les antiparliamentaires, qui forment le Comité, sont des 				antiparliamentaires syndicalistes, non des syndicalistes purs, qui croient que le 				syndicalisme suffit à tout, mais des syndicalistes convaincus, en ce sens que le syndicat 		leur apparait comme un des plus sérieux instruments d’émancipation économique.”[footnoteRef:828] [828:  Miguel Almereyda, ‘Tribune Antiparliamentaire: L’Opinion des Libertaires’, La Guerre Sociale, Quatrième année, no. 8, 2-8 Février 1910, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f383.item, 24/01/2018. The italics are Almereyda’s.] 

Almereyda shamed Grandjouan’s single-mindedness which drove him to ignore the differences within the anarchist movement, emphasising it as a cause for exasperation. He undermined Grandjouan’s self-projection as a capable leader and activist when he made it appear that Grandjouan was incapable of realising that, despite all calling themselves anarchists, the movement was actually highly diverse with many discordant views on how to move forward and whether any group attempt to move forwards should be attempted.[footnoteRef:829] Grandjouan’s passionate enthusiasm for anti-parliamentarianism was a point of dissension between him and the editors at La Guerre Sociale and most likely the reason for this personal attack. While Hervé and Almereyda were in perfect harmony with Grandjouan over issues like anti-patriotism and antimilitarism, they inclined towards creating an anarchist party in order to push their ideas in government. Grandjouan decided to leave the journal because of this decision.[footnoteRef:830] Grandjouan’s identification with anti-parliamentarianism, with the belief that politicians lied to the people in order to further their careers, was a strong theme throughout his career, coming up especially in his articles for La Guerre Sociale.[footnoteRef:831] The message Grandjouan tied in with his projected persona of the révolté was that the only way to bring the revolution into being was to engage the people in direct rebellion rather than mediate through politicians and the existing institutions of power. His radical position was an important part of the characterisation of the révolté whose credibility lay with the proof that he had left behind all of his ties with the bourgeois regime and was an honest, not self-serving, militant. By 1910, Grandjouan renounced the title ‘anarchist’ in favour of ‘revolutionary’ for the syndicalists in an attempt to distance himself from anarchists who he thought were too weak-willed to push for more radical action.[footnoteRef:832] He accused the anarchists of being lazy and hiding this laziness behind searching for subtle differences in their thinking to distinguish themselves from others and so set up barriers to prevent general cooperation. This may have been in part because Grandjouan wanted to rescue his self-identified position as the ideal activist. He drew attention to his integrity at the expense of the other anarchists whose diversification into new political strategies may have undermined his centrality and relevancy to the movement. [829:  In ‘Note to the article “individualism and anarchism” by Adams (written in Pensiero e Volontà, no. 15, August 1, 1924), Errico Malatesta revealed the tensions between individualists who styled themselves as anarchists while intending to “oppress the others for the satisfaction of his Ego”. He claimed that they could not be counted as anarchists. He allowed, however, that those individualists who agreed with communist anarchists that anarchy meant “non-government, non-domination, non-oppression by man over man” could be called anarchists (despite Adams’ disagreement). This debate shows that the anarchist movement was far from homogenous. Accessed at http://dwardmac.pitzer.edu/Anarchist_Archives/malatesta/note.html, 15/01/2019.]  [830:  Dumont, L’Engagement d’un artiste, p. 25.]  [831:  See Grandjouan’s article in La Guerre Sociale (14-20 April, 1909) ‘Inquiétudes parlementaires’. ]  [832:  Dumont, L’Engagement d’un artiste, p. 54.] 



Legal action and disillusionment
Like Delannoy, Grandjouan faced an extended prison sentence during his career but, unlike Delannoy (and probably thanks to his personal wealth) Grandjouan was able to avoid la Santé. His self-presentation during the trial and the aftermath shows how he heavily defended this decision in part to stave off criticism that his actions were cowardly but also to draw attention to the artistic community’s failure to support him as they supported Delannoy. Grandjouan’s disappointment in the face of this lack of solidarity, and perhaps resentment that he was not honoured as Delannoy had been with the confirmation that he was held as a representative for his profession, triggered a decisive change in Grandjouan’s career and how he represented himself. Having already broken with the anarchists, Grandjouan abandoned activist art, not returning until the 1920s when he claimed an alternative role as a representative for France in the international communist movement. Grandjouan’s disrespect for the French army and in particular the officer class got him into trouble in December 1910 when a series of caricatures appearing in La Voix du Peuple earned him eighteen months in prison. Up until that point, Grandjouan’s many court trials had resulted in either acquittals or fines.[footnoteRef:833] Grandjouan, not wanting to risk prison, chose exile instead and spent the next year in Germany and then Spain. In a letter published in Les Temps Nouveaux in 1912, Grandjouan explained his reasons for choosing exile over imprisonment. Using the description of prison given to him by Delannoy, Grandjouan claimed that he did not want to risk that “l’ennui et le manque d’air vous démoralisent et vous ruinent en quelques mois.”[footnoteRef:834] In his letter, Grandjouan portrayed himself as a valuable artist whose work and contribution to the French artistic patrimony would be missed once he had been forcibly relocated to Germany: [833:  Ibid., p. 62.]  [834:  Jules Grandjouan in a letter quoted in ‘L’Affaire Grandjouan’, Les Temps Nouveaux, 17e année, no. 36, 6/1/1912, p. 2, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k6491406t/f2.item, 19/02/2018.] 

	“Me voici donc dans un pays où on accueille les peintres sans tam-tam et sans 	“Marseillaise”. J’y fais venir mes enfants ; et le procédé que j’ai découvert, au lieu 			d’augmenter le patrimoine artistique et industriel de la France, sera perfectionné et 
	pratiqué en Allemagne. La leçon des familles protestantes quittant la France après la 			révocation de l’édit de Nantes n’aura pas servi à nos Louis XIV au petit pied.”[footnoteRef:835] [835:  Ibid., p.3.] 

Grandjouan’s phrasing highlights that it will be French patrimony which will be lost and that, while he might miss the nostalgic cultural idiosyncrasies of his homeland, he would not suffer as much as his homeland from his exile.[footnoteRef:836] He had his family with him and he was still able to work. He nevertheless pointed out the irony that a country famous for celebrating its artists should also prosecute them to the point that they are forced into exile. By likening himself to the exiled protestants whose industry and tolerance made the countries they fled to safe havens for later generations of exiles, Grandjouan identified with a long tradition of defiance in the face of state oppression.[footnoteRef:837] He did not explicitly liken his ‘suffering’ to a persecuted freedom fighter yet the overtures were there, reminding the reader that he could be counted as one of the many anarchists who have paid the price for their militancy. His reference to Hervé’s many years of imprisonment reinforces this as it deliberately drew out the similarities between his case and Hervé’s. He referred to Hervé as a kind of anarchist legend: “Il faut la santé morale et physique de cet Hervé admirable pour y [prison life] résister.”[footnoteRef:838] Grandjouan clearly wanted to be seen in similar light.[footnoteRef:839]  [836:  The process that Grandjouan mentioned here is explained earlier in the letter: “Revenu en France, je découvris un procédé nouveau de reproduction des pastels et je tirai un premier album qui a, je crois, une valeur artistique”. Grandjouan’s confidence in his own artistic ability and value as a contributor to French patrimony reinforces his efforts to present himself as a model for masculinity and the intellectual hero. He is cultured, inventive, productive and an active militant for a political cause, all qualities which were, according to Garb, lacking in the intellectual according to conservative supporters of a military ideal for a hero. See Garb, ‘Masculinity, muscularity and modernity in Caillebotte's Male figures’, p. 61. See also Datta, Birth of a National Icon, p. 156, for the argument against intellectuals and the idealisation of a non-intellectual, military hero proposed by the right wing nationalists during the Dreyfus affair.]  [837:  Anarchists like Kropotkin and Eli Réclus both fled to England, Bakounin to Switzerland from which he published Le Révolté. Other anarchists and artists fleeing French legal prosecution took refuge in Belgium. These countries where protestantism and tolerance were noted values had a strong significance in the anarchist imagination. See Maitron, Histoire du Mouvement anarchiste, p. 343.]  [838:  Grandjouan in a letter quoted in ‘L’Affaire Grandjouan’, Les Temps Nouveaux, p. 2. For information on Hervé’s antimilitarist activism, see Michael Burt Loughlin, ‘French antimilitarism before World War I:Gustave Hervé and L'Affiche Rouge of 1905’, European Review of History: Revue europeenne d'histoire, 19:2, 2012, 249-274, accessed at https://www.tandfonline.com/doi/abs/10.1080/13507486.2012.663079, 10/04/2019.]  [839:  While the disagreements between Grandjouan and Hervé could lead to a sarcastic interpretation of this comment, Grandjouan and Hervé shared their violently antimilitarist stance. This agreement would suggest that this comment was sincere since they were both convicted for their antimilitarist propaganda. See Dumont, L’Engagement d’un artiste, p. 24.] 


Grandjouan spent the second half of the letter recounting his trial and the lack of support he received from the artistic community. Throughout his account, he performed his role as the révolté, determined to draw a clear demarcation between himself and the bourgeoisie. Grandjouan’s description of the trial was disdainful, aloof and insulting:
	“Le brave juif Scherdelin, qui requérait, ignorait tout de moi, car il pensait que je ferais 			défaut et avait négligé de s’enquérir. Comme j’étais habillé correctement, il me traita 			d’honnête homme; comme j’étais courtois, il demanda des circonstances atténuantes qui 		furent refusées.”[footnoteRef:840] [840:  Grandjouan in a letter quoted in ‘L’Affaire Grandjouan’, Les Temps Nouveaux, p. 2.] 

The hapless Scherdelin, representing the plaintiff, the only named participant in the trial and significant as a general representative for the bourgeoisie, is turned into a caricature of the complacent and self-satisfied bourgeois who never thinks to look beneath the surface and works on assumptions. Grandjouan, on the other hand, performs the part of a working class man brought to trial. He interprets Scherdelin’s actions as if the lawyer was responding to a case from someone from a class less prone to follow the rules and customs of the bourgeoisie. Expecting the defendant not to appear, not to dress properly and to be rude, Scherdelin appeared to expect someone uninitiated into the bourgeois legal system. Whether Grandjouan was trying to represent the uneducated worker or the anarchic individualist is open to the reader’s interpretation. Both would support Grandjouan’s intention to show that the bourgeois assumptions of either stereotype were misplaced. Grandjouan made it seem that his cooperation surprised and discomforted Scherdelin, who found himself unprepared for the trial and was made to look foolish. This impression, which puts the working class man (modelled by Grandjouan) in a favourable position compared to the bourgeois representative, was reinforced when Grandjouan sarcastically called him ‘Le brave juif’, casting him both as an outsider on religious or racial grounds and as the self-serving covetous moneylender whose image was used to represent jews and the bourgeoisie simultaneously.[footnoteRef:841] In contrast to Scherdelin’s apparent fluster, Grandjouan was calm and collected, making him an admirable model for the révolté and deepening the metaphorical distance between him and the bourgeoisie.  [841:  See a print by Delannoy appearing in L’Assiette au Beurre where he uses this image to represent the bourgeoisie’s willingness to abuse children in order to make a profit. See Aristide Delannoy, ‘La Traite des Gosses’, L’Assiette au Beurre, no. 306, 9/2/1907, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k1048376x/f6.image, 21/02/2018. This evidence of anti-semitism seems to be more a matter of convenience and playing to the expectations of the readers than a real prejudice on Grandjouan’s part. According to Dumont, antisemitism was never a prominent feature of his thought - see L’Engagement d’un artiste, p. 41.] 


Grandjouan used his letter to stress his continued devotion to the aims of the revolutionary syndicalists. He refused the lawyer who had helped him in a previous trial because that same man, Ernest Lafont, had stood for election:
	“Par ingratitude, j’ai inondé la région de brochures et d’affiches anti-parlementaires! Il 			échoua faute de deux cents voix, le pôvre! Donc, pas d’avocat.”[footnoteRef:842] [842:  Jules Grandjouan in a letter quoted in ‘L’Affaire Grandjouan’, Les Temps Nouveaux, p. 2.] 

Here, Grandjouan cheerfully admits to sabotaging a former friend’s political campaign and thus breaking ties with a person who could have been an important ally in Grandjouan’s trial. Implicit, however, is Grandjouan’s reminder that he spared no one in his anti-parliamentarian campaign and would not allow his personal situation to stand in the way of his principles. Grandjouan was clearly proud of his uncompromising attachment to his principles and was determined that others not only see in as a principled individual but admire him for his loyalty to his cause. Grandjouan’s identification with the popular classes is accentuated in his use of argot. ‘le pôvre’ is accented both because it stands out in Grandjouan’s otherwise very standard French (he drops into argot periodically but does not attempt to write in it like a habitual speaker) and because it highlights his condescension for the bourgeoisie and their ambitions of power over the people.[footnoteRef:843] From one perspective, Grandjouan’s campaign defeated Lafont’s as effectively as a rival political candidate. Grandjouan’s negative propaganda, inspiring as it did direct action in the form of abstention from the local elections, also represented class warfare on a deeper level.[footnoteRef:844] Grandjouan’s use of popular slang leads to the impression that his propaganda was directed at the working classes and it was their lack of support which cost Lafont his majority. ‘le pôvre’ reads here as a shared joke to be enjoyed amongst those who are proud and unafraid to use popular slang, the anarchist men of action, the révoltés, and the working classes whose culture has embraced them and has been embraced by them.[footnoteRef:845] Through all of these nuances, Grandjouan comes across as selfless and careless of his own welfare. He insouciantly shrugged off his lack of a lawyer, indicating thereby that his protest meant more to him than his acquittal. [843:  Pouget’s use of slang in his working class journal Le Père Peinard was effective in presenting to the proletariat a journal which felt like it belonged to them. See Sonn, Anarchism and Cultural Politics, p. 97.]  [844:  For Pelloutier’s vision of action directe, see Maitron, Histoire du Mouvement anarchiste, p. 302.]  [845:  Lay, ‘Réflecs d’un gniaff’, p. 84.] 


Grandjouan’s visual representation of himself at his trial reinforces the performance in his letter. Figure iv:9 shows Grandjouan standing at the bar, dressed in rough work clothes which partly expose his muscled chest.[footnoteRef:846] Beh[image: 021n_1.jpg]ind him is a crowd of protesting workers, presumably rising up in solidarity with Grandjouan against the state’s idea of justice. In front of Grandjouan, a lawyer slinks away, clutching his briefcase under his arm and glaring at Grandjouan over his shoulder. The lawyer is a visual representation of Grandjouan being shunned by the bourgeoisie just as Grandjouan’s choice of working class attire is a visual statement of his rejection of that class. Grandjouan used his self-presentation at the trial as a public statement of his rebellion and so, despite the outcome, he was determined to ensure that he came across as an unyielding champion of the people. There was, perhaps, a more personal side to his show of defiance. Grandjouan often went into trials to sketch the lawyers, judges and jury members.[footnoteRef:847] Some of these sketches were labelled as having been done at Grandjouan’s own trial. While they are not overtly caricatured, the portraits are not flattering. Grandjouan drew the often aged and overweight men in moments of weakness, indignity or inattention, perhaps when they had dozed off or were scowling. The sketches for his trial followed this pattern, with detailed studies of the faces of his judges. Though Grandjouan did not publish the sketches, the fact that he took them suggests that he considered turning them into caricatures. Grandjouan did not want to appear the victim of the bourgeois justice system and, by caricaturing his judges, he would have ensured that he had a way of articulating his dismissal of their judgement. Grandjouan’s determination to represent himself both physically in his trial and visually in his drawings demonstrates his desire to control his public image and make the most of any opportunity to model his ideal of the révolté. [846:  As Grandjouan’s letter cited earlier suggests that Grandjouan was actually dressed appropriately as a bourgeois man attending trial, this self-representation is entirely fictional.]  [847:  See Koechlin, Dessins de Jules Grandjouan, pp. 80-86.] 
Figure iv:9
Grandjouan, poster for Le Parti du Travail by Emile Pouget, published with the Bibliothèque Syndicaliste, no. 3, 1910


Returning to the letter published in Les Temps Nouveaux, where Grandjouan addressed the lack of support from the artistic community, he communicated his disappointment in a lack of solidarity and mutual cooperation which he apparently felt, or wanted to make it appear that he felt, with the syndicalists and the workers. He mentioned a protest in favour of freedom of artistic expression organised in the defence of Hirsch and Poulbot which included two thousand artists and intellectuals. Grandjouan made it clear that he was excluded from benefitting from this protest since, convicted for antimilitarism, his subject material was not prioritised by the other artists:
	“l’Art et le Cul sont les deux faces d’une même question. Hélas! je m’étais trompé de côté, 	et on me démontra qu’il faut être pornographe pour être vraiment Français.”[footnoteRef:848] [848:  Grandjouan in a letter quoted in ‘L’Affaire Grandjouan’, Les Temps Nouveaux, p. 2.] 

The theme of exile and exclusion, already strong in Grandjouan’s letter, peaked at this point: he could not identify with the French artistic community if they prioritised pornography over the emancipation from capitalism and bourgeois social domination. Grandjouan’s posturing as the betrayed victim established the other artists as treacherous not just to him but to the ideals and aims of the révolté, meaning that they were too loyal to the bourgeoisie to ultimately be prepared to revolt like Grandjouan. Grandjouan went on to list the various individuals and organisations who were guilty of neglecting to help him and therefore to help the anarchist principles which Grandjouan attached to his public persona. Grandjouan’s opinion is derisive and caustic in its criticism:
	“Convoqué par le Comité de la Société des Humoristes, j’entendis Forain faire la 			déclaration suivante : ‘Je suis contre toutes les libertés, la liberté de la presse pour 			commencer.’ Seuls le bon Steinlen et un ou deux autres amis protestèrent. Mais j’étais 			édifié, et je me retirai. J’écrivis à tous les hommes qui parlaient - jadis - au nom de la 			raison et de la pensée libre. Les uns restèrent muets; les autres, qui avaient des 				accointances avec les puissants, me dirent tout bas que je pourrais peut-être, et bien 			humblement solliciter ma grâce!”[footnoteRef:849] [849:  Ibid., p. 2.] 

Grandjouan named Forain in order to shame him with the following quote in which Forain directly dismissed what Grandjouan later called “la plus haute vertu sociale : la liberté de penser!”[footnoteRef:850] At the same time, he praised Steinlen for protesting. He did not name the others, though he made it clear that there were some, which suggests that he was using the most famous names involved in his case in order to draw the readers’ attention and to highlight his high-profile connections and allegiances within the arts community.[footnoteRef:851] A part of this community, it was implied, had cowardly and selfishly put their personal interests and connections before standing up for the principles of freedom of expression which, as demonstrated by the protest for artistic expression, should have a priority. Grandjouan mockingly compared the “ouvriers de la pensée” with the syndicate of lithography manual workers who offered Grandjouan financial assistance. This Grandjouan refused because he believed they needed the money more than he did. Disgusted by the lack of political solidarity from the artistic community, Grandjouan’s letter seemed to be his way of cutting ties and denouncing his place among them.[footnoteRef:852] He cast them as in league with the bourgeois ‘other’ and made it clear to his readers, the anarchist and artisan subscribers to Les Temps Nouveaux, that their loyalty should be to him and others like him (such as Steinlen) as their only true representatives and visionary leaders. [850:  Ibid., p. 2.]  [851:  Koechlin points out that, while Grandjouan was objective and critical of other artists in his critique of poster art, he could not stop himself from praising Steinlen who was to him “un maître et un exemple”. See Koechlin, Grandjouan affichiste, p. 5.]  [852:  Grandjouan would repeat this opinion in an article signed ‘un sans-patrie’ in which he mocked the humoristes (naming Willette and Forain as the principals) for celebrating the seditious, anti-German drawings of a pair of Alsatian illustrators whilst ignoring other artists who received much harsher sentences for their antimilitarist illustrations. His point was that while the humorists were prepared to support antimilitarism when it agreed with their patriotic vision of France, this support was proved to be hypocritical as they did not show solidarity for French artists who criticised the French army. This article was accessed from Michel Dixmier’s personal library. ] 


Coda
Grandjouan spent his years in exile in Germany and then in Spain where he drew a series of sketches of the American dancer, Isadora Duncan. Her anarchic style of dancing - barefoot and completely improvised - appealed to Grandjouan’s anarchist sympathies.[footnoteRef:853] Grandjouan received amnesty in 1912 and returned to France where he was in the auxiliary services during the First World War, this because of his shortsightedness and despite his antimilitarist views he defended so vigorously in La Voix du peuple and elsewhere in the preceding decade.[footnoteRef:854] After the First World War, he went back to using his art as propaganda for the October Revolution. He produced posters for the CGT, the Communist Party and published a collection of articles and drawings after a visit to the USSR in 1926. In 1929 he became the French representative on the International Bureau of revolutionary painters but, after signing a letter criticising the USSR along with some other intellectuals, he was struck from the Bureau.[footnoteRef:855] Grandjouan’s position on anarchism remained consistent despite his disappointments with first the artistic community and later the Communist Party. Grandjouan continued to believe in his moral duty to defend the proletariat as a class against exploitation by the elites and to enable the proletarian to determine his own future and place in society. Grandjouan also maintained his position on the centrality of the artist to the syndicalist and later communist movement as a weapon in the propaganda effort and a link to the proletarian readers.[footnoteRef:856] Grandjouan’s self-projection as the role model for revolutionary artists links him to the other artists in this study. It was how all four of the artists translated their vision of anarchism in their self-portraits and projected that vision to their fellow artists and to the readers of the journals in which they published their portraits which made them stand out from other artists with anarchist sympathies. The concluding chapter of this study will compare the different models that the four artists developed over their careers and show how these models linked to the search for a hero figure to save France from the period of degeneration into which many intellectuals feared it had fallen. [853:  Dumont, L’engagement d’un artiste, p. 66.]  [854:  Dixmier and Dixmier, L’Assiette au Beurre, p. 299.]  [855:  Ibid., p. 299.]  [856:  Koechlin, Jules Grandjouan : dessinateur de presse et illustrateur, p. 5.] 
































Conclusion
The purpose of this dissertation has been to answer the following questions with respect to the four artists Adolphe Willette, Gustave Jossot, Aristide Delannoy and Jules Grandjouan. Firstly, how did the artist identify his role as an artist both socially and politically and how did his art reflect and present this role to the public? These four artists have been chosen because of their obvious use of self-portraits and their distinctive styles which made them stand out as self-conscious models of artists engaged in the political debate. Secondly, how did these four artists project their public personas across different media and in living performances so that their work did not just reflect what it meant to be an artist but that each artist became a living symbol for their particular kind of engagement? Finally, how did each of these artists interact with the different communities relevant to their engagement, specifically anarchists, journalists and artists? A comparison of these four artists will show that each of their public personas evolved over the decades between 1881 and 1914 as the artists responded to external pressures, mostly in the form of censorship, and reflected their response in their work and public performances.

To recapitulate the self-presentation of each artist, Willette’s idea of the artist’s identity was closely linked to the Incohérent idea of the artist and with the bohemian community living in Montmartre. This artist was defiant of social (particularly bourgeois) norms and expectations of academic art. He presented an image of himself as an outcast from modern society to live in a cheerfully impoverished community in which art and poetry were valued more highly than wealth or social status. Outwardly, his art was insouciant and created for the pleasure of creation though he also chased institutional acclaim and celebrated his salon successes in the Montmartre press. Willette made himself become synonymous with the poet and mime Pierrot and blended his bohemian identity with carnival and pantomime tradition, using the public’s existing awareness of the character to build his own persona. In this instance, Willette was the only one of the four artists in this study who used such a well known figure. While Jossot and Grandjouan leaned heavily on the archetypes of the individualist and the révolté, only Willette adopted a character with a pre-existing personality. Willette developed the dark comedy of the pantomime character who had become a full bodied figure in French culture under the aegis of the mime artist Deburau. Under Willette’s hands, Pierrot came to represent the bohemian artist’s progress though Montmartre society and his early development reflected Willette’s own experiences as a young artist. 

Pierrot started out as neither a hero nor a villain but something of a clown and a prodigal son rolled into one. He was malicious and self-interested but also sufficiently endowed with redeemable, loveable qualities (chief among which was his endless search for love and his mischievous sense of humour) to turn him into an analogy for the artist trying to survive the modern world with his aesthetic sensibilities intact. This mischief remained a part of Willette’s signature style but Pierrot gradually developed into a hero for the Montmartre people, in particular the artistic community. Willette let his nostalgic fantasies of returning to a France from before the advent of urban modernism bleed into his public persona, turning him into a crusader for traditional French culture. Willette defined this intrinsic Frenchness according to his own political leanings and clearly identified what counted as French in an ‘us’ category which naturally had a corresponding ‘them’ category. In this latter group, Willette included Jews, Protestants, foreign nationals and capitalists among others who he saw as threats to his vision of France. Unlike the other three artists, Willette’s political leanings were clearly nationalist and he looked outwards when he chose the antagonists in his satire as well as focusing on institutional figureheads though, in the latter case, Willette’s ire was raised specifically by what he perceived as a lack of patriotism rather than ridicule aimed at the institution as a whole, as was the purpose of Jossot’s satire. Noticeably absent from his work is the theme of class warfare which is so prevalent in Delannoy’s and Grandjouan’s art. Willette’s physical presence, both in his artwork and on the streets of Montmartre, came to stand for the cheerful if impoverished artist who was also an enemy of modernism and a hero who, occasionally partnered with the grisette Marianne, drove the ‘other’ out of Montmartre or, symbolically, France. Willette made his defiance against the authorities, who tried to prevent him from fully expressing his love for Montmartre culture and representing its beauty as he defined it in the form of a naked woman, a defining characteristic of his public persona. This concrete purpose stayed with him even after he left Montmartre and distanced himself from Pierrot. While Montmartre remained an essential part of his public identity, Willette increasingly presented himself as a serious artist who, as a senior member of the artistic community, represented the dignity and authority of artists as noble safekeepers of French culture.

Jossot’s purpose in his satire stands out from the other three artists because of how much he persisted in portraying the satirist as a lone figure rather than the representative of a community. In his art and in public, Jossot performed the part of the individualist caricaturist whose sniping commentary was made from the outside of society looking in. From his vantage point, he was able to mock the unconscious habits and learned faults of his bourgeois targets, comparing their unimaginative conformism with his own clear-sighted intellect. Where the other three artists targeted the bourgeoisie for clearly defined political or social causes, Jossot’s satire attacked the bourgeoisie in a paradoxically general and personal because of how much he compared the bourgeoisie to his own principles. The face Jossot presented to the public was a suave, sophisticated and strongly self-deterministic bohemian artist who rose above the mental imprisonment of bourgeois society. He took pride in and placed value on the freedom to think for himself and to stand up against a rigidly proscriptive public opinion. These assets, as he saw them, were at the forefront of his public performance and were described in detail in his writings. Jossot’s ideal artist, the caricaturist, was a unique individual who filled a role in society that no one else could fill. In this way he was similar to Grandjouan and Willette who also stressed the salutary role of the artist for society. Though Jossot made it clear that there were other artists who did not fit the role of the caricaturist, this did not detract from the status of his ideal, and himself as the model of his ideal. Inseparable from his ideal was a sardonic sense of humour which reveals a part of the role Jossot intended for the artist: to amuse the public while exposing and commenting on society’s faults. His humour appealed to the anarchists in particular because of its effectiveness at denouncing and ridiculing the falseness and hypocrisy of the bourgeois values and institutions, especially the army, the judiciary and the Catholic Church. It was their mistake, however, to think him one of them because Jossot was equally dismissive of the working class, the syndicalists and the propaganda by the deed anarchists, these separate groups combined into one caricatured type in Jossot’s art. He accused working class anarchists in particular of being easily led, sheeplike in their need of a leader and to follow a party’s vision of a future society given to them. Jossot’s distinctly misanthropic messages added bite to his humour, feeding his reputation as the artist unafraid to show ugliness rather than beauty. This was a stark difference between him and Willette whose love of beauty was a defining aspect of his art and public persona. Unlike the other three artists, Jossot’s public persona was not intended to promote a part that Jossot would play in the centre of French politics, either local or national. Ironically, though Grandjouan in particular clearly aspired to achieve this, it was Jossot who was one of the most successful political artists in his generation.

Where the other three artists deliberately pushed their public persona’s into the public eye, Delannoy seemed to be a reluctant public figure. Delannoy’s quiet dedication to documenting the lives of the northern miner communities and portraying their dignity and humour reveals how he identified his role as an artist: to both inform and boost morale through his work, foregrounding others while staying modestly in the background. Delannoy’s public face only really took its full shape towards the end of his life when he was personally involved in a censorship prosecution case. Before that, Delannoy’s face was only seen in a self-portrait in a L’Assiette au Beurre supplement and by his friends and colleagues in the socialist and anarchist meetings which he regularly attended. As a keen but impoverished young artist, Delannoy was forced to turn to journal illustration to make a living. In contrast to the other three artists came from wealthy backgrounds, Delannoy’s poverty defined his public persona and the public’s reception of that persona. This career put him in the public eye as a darkly humorous satirist and militant anarchist who had also suffered similar hardship to the protagonists in his work. As his reputation for biting realism and wry humour grew, he quickly gained a following in the socialist and anarchist circles, becoming an artist in demand for publications like La Guerre Sociale and Les Temps Nouveaux. He was the in-house artist for Les Hommes du Jour for the first three years of its press run, making a name for himself in the creation of satirical portraits of leading public figures. It was with Les Hommes du Jour that Delannoy published his incriminating portrait of the General d’Amade (leader of the French forces in Morocco) drawn as a blood-drenched butcher. In the ensuing court case, Delannoy became a central public figure and a symbol of defiance, not only in his own art but in the art of his fellow left-wing artists against authority in general and the police/government repression of freedom of artistic expression in particular. His fellow artists represented Delannoy both as a scapegoat and as a martyr who continued to defend their right to freedom of opinion and expression in the teeth of government oppression. In this way, Delannoy achieved more than the other artists in this study because his self-projection captured the imagination of the artistic community and inspired in them a vision of what the artiste engagé should look like.

In Grandjouan’s idea of the artist’s role in society, political activism was one of the defining characteristics. Like the other three artists in this study, he prided himself on the quality of his art. Primarily, however, he defined his personal role through his own political leanings towards anarchism and syndicalism, turning the ideal artist into a revolutionary activist who championed the interests of the working classes against the so-called tyranny of the bourgeois regime. Perhaps the most obvious of the four artists, Grandjouan used this public persona as a facet of his revolutionary syndicalist propaganda. In Grandjouan’s articles and artwork, he used his own voice and face to model the defiant behaviour of the militant revolutionary syndicalist. In an attempt to negate his wealthy bourgeois origins, Grandjouan remodelled himself so that he more closely resembled the wiry labourer than the pampered bourgeois. Grandjouan was the only artist in this study to draw himself in a way that was so different to his personal life. The effort draws attention to the comparative ease with which Delannoy was accepted as a spokesperson for the working classes by his readers and fellow anarchists. Grandjouan, in contrast, appeared to be a somewhat narcissistic vision of masculinity which was modelled on himself to visually challenge bourgeois ideals. He contrasted the muscular labourer with obese caricatures of bourgeois factory owners, exaggerating the differences, aiming at both the greed and the bloated conceit of the bourgeoisie. Grandjouan’s self-portrait was often unacknowledged by the artist but by the time it appeared in his illustrations of his court case in 1911, where he drew himself as the defiant defendant, the same face had been so frequently used that his readers may have recognised it as a self-portrait. Grandjouan’s prominence as the preferred poster artist for the various workers’ unions affiliated with the CGT (Confédération Générale de Travail) made him an influential figure in the revolutionary syndicalist movement. Though the political cause was different, Grandjouan was similar to the other three artists in this way. All four were sought after to promote political campaigns due to their prominence in the public eye in connection to the cause. In a similar way to Jossot’s uncompromising commitment to the figure of the individualist caricaturist in the face of pressure from editorial boards, Grandjouan reinforced the heroism he emphasised in his visual public face with his unapologetic conduct when brought to court on numerous occasions, most seriously for anti-militarist art appearing in the CGT organ, La Voix du Peuple.


The artists’ performance through the press and other media
How the artists interacted with public media to broadcast their personas provides a different perspective on how they identified their role in society. The choices they made concerning the type of journal with which to collaborate (either founded by themselves or by others), the amount of energy and resources they devoted to that collaboration, the relationships they made with the journalists, editors and other artists involved with the journal, the articles or letters they wrote which were published in or about that journal all added together to present to the public their role through actions as well as articles and other publications which reinforced the signature style and self-portrait presented through their artwork. Willette took centre stage in the Montmartre press from early in his career. He was one of the first artists to feature in the iconic journal Le Chat noir from 1882 and his work quickly became an expected fixture in Le Courrier Français after his debut in 1885. The journals helped to define the playful spirit of Montmartre and Willette’s place in them established him as a necessary part of the Montmartre graphic culture. Willette’s collaboration with these journals is a document of his early career and one of the foundations of his public persona.[footnoteRef:857] Le Courrier Français and Le Chat Noir were both satirical journals written by Incohérent artists and writers to amuse the Bohemian set and to fascinate a bourgeois audience from outside of Montmartre. These journals, like their physical counterpart from the 1890s, Le Mur at the Quat’Z’Arts cabaret, had an important part to play in defining the Bohemian perspective and influence on French culture. Willette’s prominence in these journals established his public persona as a cultural leader in Montmartre and, even if his art was not as experimental as his contemporaries, allowed him to associate with the avant-garde and the humorists, thereby confirming his reputation as a rebellious and innovative artist. His mostly frivolous and warm sketches of the ambiguities of the blend of rural and urban in Montmartre were the setting for the lovable but tragic Pierrot along with the rest of his modernised Commedia dell’Arte cast. This fed into a narrative of Montmartre as a crucible for French national identity and reinforced the impression Willette wanted to give of himself as a patriot. His occasional polemical pieces foreshadowed his later participation with L’Assiette au Beurre and a turn in a more political direction. Here, Willette’s gruesome depictions of the crimes of colonialist troops were a stark contrast to the playfully innocent frolicking in Montmartre.[footnoteRef:858] Where Jossot and Grandjouan would regularly included shocking depictions of gore and conflict in their work, to the extent that it became a part of their identity, Willette’s most characteristic art was mostly devoid of violence. The work produced in his later years, particularly during the First World War, shows how his tastes and priorities changed towards the more graphic and shocking. It can be argued, however, that Willette’s readers never stopped seeing in him the playful, poetic and primarily innocent Pierrot of his early years. Though Willette’s collaboration with L’Assiette au Beurre was brief, his notoriety from his years in Montmartre gave him a celebrity status which made his work a notable contribution to the journal. That Willette was personally approached by Schwartz to participate in the first issue suggests that Willette’s art, already established as playful with some more serious political undertones, was recognised by the press entertainment industry as setting a standard and a tone for a journal. Similar to Jossot, at the beginning of the nineteenth century, Willette was an artist who could draw in readers to a new publication. It may have been hoped that Willette would bring with him a following of loyal readers and that his example would encourage other artists to associate L’Assiette au Beurre with an academic quality of art and a sense of humour that was both playful and anarchic. [857:  Another could be Parce Domine, the mural painted for the back room of the first Chat Noir cabaret in 1884. Other artworks for the cabaret by Willette include the black cat three dimensional sign and a stained glasswork called “Triomphe du Veau d’or” portraying the corruption of culture by capitalism. The stained glass window opened like french doors onto the main dining area. See Wagneur, ‘La bohème de Pierrot’, pp. 55-56.]  [858:  See Willette, ‘Le Singe’, L’Assiette au Beurre, no. 90, 20/12/1902, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1047926s.item, 29/01/2019. Willette’s interest in colonialism did not seem to extend beyond the general disgust artists contributing to L’Assiette au Beurre felt to the military brutality in the name of France. Willette might have felt more invested than others because of his family connections to the army but the small number of drawings attacking military brutality does not allow for a full conclusion on Willette’s opinions on the subject.] 


Willette began making attempts to found his own journal while still a student at Dijon and, though none of his attempted journals were successful, this lifelong ambition reveals his faith in the prestige and the power of the press and his desire to incorporate into his public persona the authority he associated with a journal producer. He was similar to Grandjouan in this respect who notably used his status as a well-known artist to promote and help the development of syndicate and satirical anarchist journals, particularly those published in his hometown Nantes. Willette’s association and occasional rows with journal owners Jules Roques and Rodolphe Salis suggests that Willette struggled with being subjected to another’s editorial line. Indeed, part of the appeal of L’Assiette au Beurre for Willette may have been the freedom offered to artists to do what they wanted with their own issues. Though Willette seemingly had a reasonably free rein to publish drawings of his choosing in the Montmartre journals, he clearly envied the editors their power and the prestige associated with owning a journal. That Willette sought this power suggests that he either saw it as an integral characteristic of the artiste engagé or that he wanted to stand out from other artists for his political influence and to establish himself as an influential artist-journalist. 

The journal in which Willette invested the most of himself was Le Pierrot and it is this journal which shows Willette’s ambitions for his career in journalism. The title suggests that it was intended to be an extension of his alter ego and an organ from which he could publish his political views. Willette was the only one out of the four artists to try to promote himself in this way as the other three seemed content to contribute to a greater or lesser extent to existing organs. The strong political component, too strong it has been suggested in the already over saturated market, showed Willette’s polemical stances (the journal was “antigermanique, anti-Victorienne - plus qu’anti-anglaise -, anticolonisaliste, anticléricale”) as well as his sympathy towards the working classes.[footnoteRef:859] It was a very clear synthesis of the political ideas Willette had put forward in other journals and the role he saw for himself as Pierrot in French society - a defender of the French people as well as what he identified to be French values. Despite its brief lifespan, Willette used the status being a journal owner gave him in his political campaign to be a deputy for Montmartre. This reinforces the suggestion that Willette thought being a journal producer gave him a political status above that of an artist which strengthened his public image as an artiste engagé. Willette was the only artist of the four to engage positively with parliamentary politics though this might have been because, in the 1880s, the artistic avant-garde had not yet become disillusioned with the republic. Willette’s self-defence against frauds and censors, conducted in public, also painted a clear picture of Willette as a heroic freedom fighter and defier of government or capitalist oppression. All four of the artists in this study used censorship and fraud to boost their public presence and present themselves as personable victims against a faceless state or corporation. Willette’s self-depiction as the victim was given additional poignancy, however, because of how well the narrative of the victim fitted with his alter-ego Pierrot’s characterisation as the unfortunate fool and foil to the more successful Harlequin. Willette exploited the sympathy evoked by the hapless Pierrot when he portrayed his personal campaigns as being representative of all artists’ struggles against censorship and forgeries. Through Pierrot, Willette portrayed himself as the little man against the state or cheating businesses, embodying the spirit of artistic freedom and nobility against dirty pragmatism and materialism. Willette’s persistence in this role, which resulted in having a bill voted through the Chamber of Deputies for protecting the author’s rights of artists, established Willette in the eyes of his peers as an approachable and reliable supporter in their own battles with censorship and author rights.[footnoteRef:860] [859:  Bihl, ‘Willette et la presse’, p. 192.]  [860:  See the Jossot-Camis case as an example. Jossot, Goutte à Goutte, p. 15.] 


Beyond the press, Willette’s work in decorative arts and posters on the walls of Montmartre and in the popular cabarets like le Chat Noir extended his reputation as a living legend in Montmartre. As has been noted, Willette was prodigious and the ubiquity of his work meant that his artistic signature was stamped across Montmartre. In this way, Willette was very similar to Jossot who claimed to use the walls of Paris and of provincial towns for his exhibition space. Willette’s style and his particular way of drawing and performing the role of Pierrot became part of the essential culture of Montmartre and gained a greater commercial value because of this, both within Montmartre and outside of Montmartre as a means of drawing in tourists. Parce Domine, painted as a mural on the back wall of le Chat Noir became part of the cabaret’s identity and, when Salis moved premises in 1885, he took the mural with him. Willette’s contributions to the cabaret’s decor may have played a large part of Willette’s integration with the Montmartre legend. He was responsible for designing the sign outside the cabaret, the famous cat slinking over a sickle moon, and he also created a stained glass decoration for the front room which opened out onto the garden.[footnoteRef:861] His work would have been exposed to the many tourists who came to the Chat Noir for the authentic bohemian experience that Salis sold to them. His work would be associated with the cabaret’s reputation for sex, entertainment and self-indulgence. That, in addition to being one of the artists privileged with a free entrance to the back room the institute, gave Willette the prestige of being a legend in his own right. Combined with his activism for the rights of artists to authorship and freedom of expression, Willette could use this prestige to present himself as a hero engaged on the behalf of the bohemian community of Montmartre. [861:  Willette, Feu Pierrot, p. 135.] 


Very different to Willette’s community focused self-projection, Jossot wanted to portray himself as a hero for himself first and foremost and as a model to be admired from a distance. His self-presentation through the press was distinctive because of how much it was a case of Jossot using the press for his own ends rather than collaborating in a group project. Though this is somewhat analogous to Willette’s intentions with Le Pierrot, it clearly contrasts with Delannoy and Grandjouan who wanted to contribute their art to anarchist propaganda. Once Jossot had an independent income from family property, he made his selection of journals a public statement of his individualism: he would only participate in journals which fit his standards of prestige and quality. High up in his criteria was the priority given to original thought and artistic independence. From early in his career, Jossot made statements with his art that led to frequent mentions in leading arts journals like La Plume. This critical acclaim for his exhibition pieces and his poster art laid a foundation for Jossot’s public presence as an original and unpredictable public commentator. Jossot’s own articles in which he cast a critical eye over the poster works of other artists, unfavourably compared with his own, added to his reputation for being a discerning commentator on art. In a similar way to Grandjouan, he used the first person in his articles to create a narrative voice which strongly corroborated with his visual self-projection. His opinions on what made a successful poster were made to appear authoritative and even definitive, given credit by his own success and fame as a unique talent in the poster industry. Jossot thereby presented himself as a superior artist whose example was beyond the reach of other artists who could not share his aptitude for creating satirical and memorable posters. After 1900, Jossot was personally approached by editors such as Samuel Schwartz for L’Assiette au Beurre, Henry Bérenger for L’Action and Jean Grave for Les Temps Nouveaux because of his seductively decorative yet seditious ideas. Unlike Willette and his desire to be in charge of his own journal, Jossot was flattered by this evidence of public appreciation. For instance, where Willette was upset by how Salis appropriated Parce Domine for his cabaret, Jossot claimed to be indifferent to how Bérenger used his poster for L’Action. He nevertheless made it clear both in his art and in his relationships with the journal editing boards that, despite his collaboration, his ideas were his own and he was not to be expected to follow an editorial line nor to respect the journal’s political alliances. When Jossot was challenged for some of the more offensive of his ideas, he either gleefully shrugged off any responsibility or, as in the case of the later years of his collaboration with L’Assiette au Beurre, took it as a personal offence to his character that he should in any way censure his ideas. This uncompromising stance reinforced Jossot’s self-presentation as an untouchable individualist who could not be brought under the authority of another.

L’Assiette au Beurre appealed more to Jossot than to Willette as evidenced by Jossot’s more substantial contribution to the journal. It was clearly the opportunity to have an entire issue to himself in which to explore his ideas around a theme that attracted him. The dual attraction of having a highly noticeable exhibition platform with very little editorial control helped to satisfy Jossot’s exacting high standards for the publication of his art and ideas. Jossot wanted full credit so that he could highlight his individualism. He also wanted recognition of his artistic ability and the large coterie of highly regarded artists who initially contributed to L’Assiette au Beurre helped to reinforce Jossot’s standing as a member of that select group. Unlike some of the other artists who would collaborate to produce an issue, a feature that notably Grandjouan enjoyed, Jossot worked in isolation except for the collaboration with Bérenger on the issue ‘Passementerie’. Here, it is clear that Bérenger approached Jossot because of his fame and well-known stance on the subject of vainglorious medals and uniforms. Bérenger soon learnt to his cost that Jossot would not forgo his principles for political expediency when Jossot embarrassed him in front of his Freemason sponsors by publishing an anti-Freemason issue with L’Assiette au Beurre.[footnoteRef:862] In direct contrast to Willette and Grandjouan, Jossot was a pacifist who favoured non-action partly because he did not want to disrupt his peaceful life and he incorporated this into his public persona. Again marking him apart from Grandjouan and Delannoy, part of Jossot’s projected public persona was his indifference to the political campaigns active at the time of his collaboration with the journals. His objective was to uncover the truth behind the hypocrisy of the bourgeois republic and, while this could be instrumental propaganda material for campaigners in the split between the state and the Catholic church, as an example, they could not expect any more direct support from the individualist. Beyond the press, in the physical manifestations of the press campaigns, Jossot’s refusal to join marches, even when those marches included his posters as emblems for the reasons behind the march, was as much a public statement as his presence would have been.  [862:  See Jossot, ‘Les E de la V’, L’Assiette au Beurre, no. 169, 25/06/1904, accessed at https://gallica.bnf.fr/ark:/12148/bpt6k1048050n.item, 29/01/2019.] 


Jean Grave was also made aware of this defining principle of Jossot’s character. Jossot’s correspondence to Grave makes clear Jossot’s doubts that the communist anarchists’ revolution would ever be achieved. Of the four artists (though perhaps Willette might have leaned towards this), only Jossot included the working classes as the ‘other’ to contrast with his self-definition. His disparaging remarks about the intelligence of the proletariat, as well as their dependency on alcohol, reinforced the visual presentation of these ideas in his publication Viande de Bourgeois - a novel about a group of anarchists who had lost a bomb in Tunisia - in which the anarchists were portrayed as hapless idiots. Jossot’s willingness to contribute to Les Temps Nouveaux despite this is a testament of the friendship he had with Grave and another aspect of his public character: Jossot was the elitist caricaturist but, like Willette, he also had plenty of bonhomie, a characteristic which endeared him to his peers despite his provocative behaviour. In all, Jossot’s indiscriminate indifference towards the rest of society gave him the authority of the outsider with a larger perspective, meaning that the ideas he put forward in his caricatures carried more weight than if he had been drawing with an intent to spread propaganda. Jossot was not, however, exempt to being censored by the editors to whom he posited his ideas. Jossot’s decision to emigrate to Tunisia in 1911 and convert to Islam rather than change his style in the face of criticism was another public act which furthered the self-projection of his persona as the individualist. More successful than Grandjouan’s attempt to portray his flight to Germany in 1911 as a noble act of protest, Jossot’s departure to Tunisia was not interpreted by other artists as primarily an attempt to escape prosecution and he managed to hold onto public interest despite openly denouncing it. The idiosyncratic action kept him in the public eye, as did the subsequent articles and publications he released in France from Tunisia and in the Tunisian press. Despite claiming that he did not want to fight to continue to be a famous caricaturist in an age where the interest in caricature was dying, he maintained his status as an authoritative satirist and defiant individualist throughout his life. 

Like Jossot, Delannoy did not take a leading role in the direction of a journal though he was much more invested in the editorial line of the journals with which he collaborated.[footnoteRef:863] Delannoy did however, achieve the status of an authoritative figure and a leading satirist, thanks in part to the prominent role he took in the early years of the Les Hommes du Jour. Delannoy managed this through a consistent style which was serious and sharply witty in its very accurate barbs. Though his drawing style was more detailed than Jossot’s, it held a succinct quality which made it very effective for both posters and portraits chargés. As Delannoy was the least forward of the artists in this study to project himself as a public persona, the impression he gave to his peers was more an accumulative result of his actions than a choreographed performance, at least in the early years of his career as a press illustrator. Delannoy’s eagerness to contribute and his enthusiasm for journals like La Guerre Sociale and L’Assiette au Beurre, combined with the consistency of his focus (on the working conditions in the northern provinces) presented a northern artist with close ties to his homeland and a strong desire to defend his fellow miners. In addition to this, his appearances at the various socialist gatherings and meetings, and his police tail which was known to him and his peers, corresponded with his political art to give him an edge as the persistent anarchist in spite of the state oppression. It is very likely that, despite Delannoy’s many interactions with journals and journalists, he held in contempt journalists from the mainstream press. Delannoy  shared this disdain with the other four artists in this study, the other artists in his anarchist community and quite probably with the journalists who worked with him in La Guerre Sociale and Les Hommes du Jour. Delannoy’s disgust for mainstream journalists had an impact on how he presented himself as an artist associated with the press. Either through demonstrations of his integrity or stressing his role as an artist who portrayed the truth and real events, Delannoy distinguished himself from journalists who were sensationalist and unscrupulous in how they pursued a story. [863:  The exception to this would be the briefly appearing illustrated journal La Marianne which was very similar to the more mainstream anti-government and antimilitarist journals in which he published his art. Koechlin, Jules Grandjouan : dessinateur de presse et illustrateur, p. 160.] 


Delannoy’s public persona was most likely sealed by his work for Les Hommes du Jour. He was the only artist for this journal until the end of 1910 and his style became very recognisable not only for the unique way of drawing but also for the personal attacks he made on his subjects. In this respect he is similar to Grandjouan who became the artist who was most associated with La Voix du Peuple but all four of the artists developed very idiosyncratic styles which made their work instantly recognisable and evocative for the themes they most frequently treated. In Delannoy’s case, his work with Les Hommes du Jour associated his name with a journal which took risks by making personal attacks on public and political figures. By putting himself on the political frontline, he presented to the public a fearless militant who struck with devastating punches. His partnership with Méric in this journal extended to a friendship that, described in Delannoy’s obituary written by Méric, seemed to be a meeting of minds between two anarchists. It evoked a sense of community and communication between art and journalism that presented anarchist activism as a cultured and diverse operation. Delannoy was unlike the other artists in that he saw his work as being part of a larger collective voice rather than being an extension of himself. Delannoy’s self-image was therefore closely tied to anarchism and the aims of leading anarchist journals. Delannoy nevertheless showed that he was able to tailor his work to suit an audience. His issues in L’Assiette au Beurre showed a more theoretical side to his thought which might have appealed to a bourgeois and non-anarchist audience: each issue in which he was the responsible artist or at least partly responsible for the concept was laid out like an emotive and persuasive argument in which the voices of the normally silent working classes were given a powerful resonance. La Guerre Sociale, as a contrast, showed a blunter line in which the violence of the images was intended to inspire courage and outrage in the more partisan readership. Suitable for a propaganda journal targeting a proletarian audience, these images presented the revolution as an immediate possibility, such that the steps to a revolution were obvious and easily taken. The adaptability inherent in Delannoy’s art, all the while keeping a distinctive style, reinforced the impression that Delannoy’s voice came straight from the working classes and had been modified but not silenced to appeal when necessary to the middle classes. These foundations to his public persona explain why Delannoy made the obvious model for the martyr when he was sentenced for his caricature of d’Amade in Les Hommes du Jour in 1908. The character that he projected was one of the sons of the persecuted working classes rising up to speak out against their suffering. His work, however, spoke to anarchist sympathisers across class boundaries. His poverty (which was well known thanks to the many fundraising drives that were launched by his fellow militant artists and anarchists to support his family) added to his image and inspired in his peers a protective instinct as one of their own was being silenced by the government. 

Grandjouan was a zealous campaigner and so his participation in the anarchist press was prolific. Like Willette, Grandjouan made himself as visible as possible to the public eye by taking an active part in diverse projects to promote syndicalism and anarchism more generally. His public presence was built on emphasising his very sincere desire to be seen as the defiant militant against the establishment, particularly when on trial for his more controversial antimilitarist drawings. There was also a performative aspect in the projection of the utopian man, a new kind of citizen who would live in a stateless society. Grandjouan, perceiving the working classes as mentally infantile, possibly created this persona in part because this abstract aspect of the anarchist vision needed a demonstration in the form of images and performance to communicate with an audience uncomfortable with complex ideas. Grandjouan complimented his visual portraits with written scenarios of how he, the stateless and classless man or a bourgeois who had abandoned the privileges of his birth in order to embrace an egalitarian social structure, would act to sabotage the bourgeois regime. Alongside these articles were other, educational or documentary articles which detailed in an emotive manner Grandjouan’s view of the world and outlined the steps needed to be taken to instigate a revolution. Where Delannoy appeared to convey the voice of the working classes, Grandjouan seemed more concerned with elevating the proletarian to his own level and way of thinking. Unlike Delannoy, Grandjouan did not tailor the violence in his articles and drawings to suit the audience but it could be said that when he addressed his fellow anarchists or the working classes, Grandjouan was more encouraging. To these readers, he presented the world in an ‘us-them’ dichotomy while firmly indicating that he and his readers belonged in the ‘us’ faction. When addressing a predictably bourgeois, and therefore outsider, readership, Grandjouan’s images had a tendency to be scathing and yet also artistically and symbolically fluent, as if Grandjouan expected that this audience would respond more to the quality of the art and the delicacy of the presentation of ideas than pragmatic campaign ideas. Amongst his peers, Grandjouan stood out as a particularly pushy campaigner. He made several plans for possible anarchist journals which focused on publishing extremely biased propaganda content.[footnoteRef:864] With L’Assiette au Beurre, Grandjouan tried to establish for himself an instrumental role in the conceptualisation of new issues, taking over the editorial (and the political) line though he claimed to leave the final decision with de Joncières. Similarly with La Guerre Sociale, he tried to persuade the editor Almereyda and the director Hervé to change their political line when he wanted to publish articles promoting anti-parliamentarian action. Though he was unsuccessful on all these counts, Grandjouan projected the persona of a bullish militant determined to shape the press to suit his propaganda effort.  [864:  See Koechlin, Jules Grandjouan : dessinateur de presse et illustrateur, p. 213 for plans of projected journals.] 


Grandjouan showed himself to be aware of how to use the press as a propaganda tool, adopting the role of the journalist more than most of the artists in his or previous generations. As the secretary of the anti-parliamentarian committee, he used La Guerre Sociale as a platform for publishing the minutes of the meetings he attended and more generally as a personal propaganda tool. Like Jossot’s self-depiction as the authoritative art critic, Grandjouan’s narrative voice added to his artwork to broadcast his political opinions which was intended to impress his audience with his expertise. Grandjouan’s preference for La Guerre Sociale over more moderate and theoretical journals like Les Temps Nouveaux for his articles suggests that he was targeting a specific audience. In one of his articles where he outlined what kind of journal was needed to usher in the revolution, Grandjouan posited a newspaper geared towards sensationalism and emotively biased interpretations of political events. This went against the trend in journalism at the beginning of the twentieth century towards more objective, fact based reporting and professional integrity, a trend against which Grandjouan was protesting, seeing it as unhelpful towards the propaganda effort.[footnoteRef:865] Grandjouan was probably aware of the educational and interest level of his intended audience, the working class. He advocated for a reading material which would entertain and shock more than inform and reason. He was, however, running voluntarily against the ideas and ideals of the prominent Parisian anarchists (Hervé and Grave among them) and so he was unsuccessful in gaining much support among the anarchist intellectuals and press leaders. His activity in the press was successful, however, in consolidating his public persona as the diligent, enthusiastic and articulate supporter of the anarchist movement and model for the new man who was a proactive part of his local political environment, his hometown Nantes. [865:  See Grandjouan, ‘Plan de Propagande’, La Guerre Sociale, no. 25, troisième année, 2 - 8 Juin 1909, accessed at http://gallica.bnf.fr/ark:/12148/bpt6k898140p/f305.item.zoom, 22/01/2018 in which he outlines a plan for a new sensationalist propaganda aimed towards ‘educating’ the working classes about syndicalism by radicalising them against the bourgeoisie. ] 


Interactions between the artists and the wider anarchist and artist communities.
A study into how the four artists’ engagement with other communities formed a part of their public performance similarly shows a different perspective on their idea of what it meant to be an artiste engagé. How the artists reacted to groups they considered their peers, other artists and, for Delannoy and Grandjouan, anarchists, shows also how the artists reacted to their fellows’ judgement of their public personas. As this study has shown, the relationship between the engaged artist, however determined to be independent he may be, and other artists carried a peculiar tension because of the artist’s sensitivity to criticism and competition from his peers. There was also a sense of camaraderie as the four artists each felt to a greater or lesser degree a bond with others who faced similar professional challenges and had similar ideological motivations. How these others reacted to the artists’ public persona therefore could act as a confirmation and approval of their vision of what it meant to be an artist or as a rejection of their relevance and talent. The nature of this relationship and the wider community that was built up of similar relationships could also provide the blueprint for how the artist imagined an ideal society after the hoped-for toppling of the bourgeois regime, this being especially relevant for Grandjouan and Willette. How the artists in this study interacted with their professional ideological communities therefore does not just reveal how the artist wanted to be seen but also suggests how that artist’s vision was shaped and developed over his career and also suggests why the artist’s self-projection changed, subject as it was to the responses of that artist’s peers.

The artistic communities in which Willette moved were made up of artists who were educated through the Academy and were regular exhibitioners in the annual salon and who belonged to the avant-garde and regularly used their art to defy and scandalise the Academy.[footnoteRef:866] Willette seemed determined to excel in both worlds and, if he was perhaps better suited stylistically to the second, he nevertheless attached a lot of importance to the prestige of belonging to the Légion d’Honneur. Willette was not alone in this dual ambition: several of his friends also regularly socialised and worked with the Montmartre avant-garde whilst also producing art destined for the official salon. When Willette was finally made an officer of the Légion d’Honneur, in 1912, his success was warmly celebrated by his friends, many of whom had preceded him. Through Pierrot, Willette could appeal to both conservatives and the avant-garde thanks in part to Deburau’s success in turning Pierrot into a fixture in French culture: artists across the board were looking for a new face to wear the Pierrot mask and so revive the energy and poetic expression that Deburau had brought to French culture. Drawing on the dark threads that the mime artist Deburau had woven into Pierrot’s character, Willette created a versatile mask which could react seemingly naturally in character to topical events as if Pierrot indeed inhabited Montmartre within the bohemian community.  [866:  The avant-garde were also most likely to have been educated through the École des Beaux Art or in the ateliers run by Academic artists. Cate and Shaw, The Spirit of Montmartre, p. 20.] 


Like Delannoy, though perhaps with a greater sense of entitlement, Willette seemed happy to take on a role that allowed him to play a specific part in his community. According to Willette’s memoirs, his initial pairing with his alter-ego Pierrot was not of his contrivance: it was Rodolphe Salis who recognised the aptness of the comparison between the young Willette and the clown who started to appear in his art.[footnoteRef:867] The youngest member of the Hydropathes, Willette was already associated with a gamine sense of mischief and humour that fitted well with the buffoonish character of the traditional Pierrot. In the first drawings of Pierrot along with the coquettish Pierrette and the slinky black cat of Montmartre, Willette had started to create a milieu in which the already established Pierrot could develop. Willette and Pierrot grew together as Willette incorporated into the clown’s backstory a narrative familiar to many of the struggling artists or orphans of Montmartre’s cabaret scene, not least, so he said, himself.[footnoteRef:868] The harmony between the artist and alter-ego won the affection of the Montmartre community so that they adopted the ideas that Willette projected into their own vision of the victimised artist. Evidence of Willette’s success, analogous to Delannoy’s, can be found in the portraits other artists drew of him as Pierrot, the many references made to him in the Montmartre press where he is addressed as Pierrot and in the discussion he had with the poet Théodore de Banville (1823-1891) who, acknowledged as something of an authority on Pierrot himself, recognised in Willette the true Pierrot of the age.[footnoteRef:869] This was not inconsequential because Willette was not alone in his interest in Pierrot.[footnoteRef:870] That he could be the artist most readily associated with the clown despite the competition is a very persuasive indicator of the artistic community’s acceptance of his interpretation of the character and, more generally, of his interpretation of what it meant to be an artist.  [867:  As the account of this pairing is in Willette’s own words, some nuance needs to be added to this conclusion that it was Willette’s friends and not Willette who twinned him with Pierrot. It could, however, be argued that the parallels Willette spotted between his childhood self and Pierrot were entirely retrospective and that Willette grew into his alter-ego, helped by the encouragement of his colleagues. Willette, Feu Pierrot, np between pp. 122-123.]  [868:  Willette explained in his memoirs how, at a dark moment in his youth when his painting, Une Paire d’amies, had just been rejected by the Salon, he believed he would never succeed as an artist and, rather than face the shame of failure, contemplated drowning himself. He was talked out of it by his friend and fellow artist, Paul Quinsac and another, unnamed artist acquaintance. Ibid., p. 96.]  [869:  See Desboutin’s portrait of Willette as the famous Pierrot dressed in the costume that Willette designed for Pierrot : Marcellin Gilbert Desboutin, (1823-1902), portrait of Willette published by L’Artiste, 1896, accessed at https://gallica.bnf.fr/ark:/12148/btv1b105247857/f1.item.r=willette, 23/7/2018; see also the drawing of Willette as Pierrot by Oswald Heidbrinck (c. 1885), Willette, p. 35 ; see also an article written by Jules Roques in Le Courrier Français in which he refers to Willette as Pierrot and on occasion seems to use the names interchangeably. Jules Roques, Le Courrier Français, issue no. 15, 4th year, 10/04/1887, https://gallica.bnf.fr/ark:/12148/bpt6k1069980r/f4.item, accessed 29/01/2019. For Willette’s account with his meeting to Banville, see Willette, Feu Pierrot, p. 147.]  [870:  Collet, ‘’Jeu de Double: ‘Willette dit Pierrot’, p. 27. Another artist who produced wordless picture narratives like Willette was Steinlen in which black cats appeared most frequently but also occasionally Pierrot.] 


This success was in part down to how Willette was able to instil this interpretation with patriotic relevance. All four of the artists were able to draw on prevalent political currents and, for Willette, this was the rising sense of national identity and disillusionment with industrial modernity. Pierrot was a mascot not just for Willette or even for artists but for an illusive, nostalgic French spirit that seemed to be suffering in the age of industrial change. Through Pierrot, Willette helped to define what it meant to be French, drawing on a romantic vision of a bucolic idyll which Pierrot inhabited and influenced through his alleged typical French gallantry and whims. Willette’s Watteau-esque and light-hearted drawing style, the mischievous and pretty women he claimed decorated Montmartre’s streets and his insistence on the artist’s right and authority to dictate not only the definition of beauty but how it should be presented also added to the consequence of the Montmartre artist in such a way that ensured his continued significance in the changing modern world. The romanticised image of the impoverished artist contained a resilience and wry humour which was cheering for the struggling artists. The prioritisation of art over money also helped to give the bohemian culture of Montmartre a moral superiority over capitalist Paris even if, in Willette’s own financial dealings, he was not always consistent with this opinion.[footnoteRef:871] This superiority, combined with Willette’s mischievous taunts aimed at the governmental censors who seemed determined to undermine the bohemian lifestyle, reinforced the legitimacy of the profession of the artist. Willette’s contribution to the artistic community, therefore, was reaffirming, moralising and inspiring. Like Jossot and to a certain extent Grandjouan, Willette’s definition of the artist was elitist but where Jossot insisted on limiting the elitism to himself, Willette’s definition was inclusive. The feedback Willette received for his art and his performance echoed his vision of the artist and, even when he left Montmartre, remained with him as an established reputation. This did, however, prevent Willette from being able to reinvent his style given the stubborn association between him and Pierrot and the expectations that this association bore with it. When Willette pushed into more serious themes for his art, even if Pierrot was not drawn into the composition, his association with Pierrot meant that the newer works would be interpreted to have the same mischievous and satirical bias.  [871:  For example an argument, published in Le Courrier Français, that Willette had with Jules Roques, the director of Le Courrier Français, over the amount of money artists could expect for illustrations in the journal indicates that Willette was not adverse to valuing his works at a high monetary price. See issue no. 15, 4th year, 10/04/1887, https://gallica.bnf.fr/ark:/12148/bpt6k1069980r/f4.item, accessed 29/01/2019.] 


Despite refusing to belong to any established group or society, Jossot was like Willette in that he courted the approval of his peers. Like Willette, Jossot’s public persona was highly effective at representing the individualist satirist who was free to laugh at whatever amused him. Jossot’s signature style was, as he proudly confessed, caricature which, as a genre, earned little artistic prestige. Jossot set himself the task of improving caricature’s status and critical acclaim by presenting himself, the caricaturist, as the superior artist and caricature as a genre which demanded conceptual and technical brilliance. Jossot reinforced this message by developing a style that was entirely unique to him but which fit in with the avant-garde symbolist and fauvist movements of the 1890s. The impossibly fluid forms that Jossot used to represent humans were provocatively disgusting, alienating and, therefore, fascinating. The fantastically curling extremities hinted at hidden desires which leaked out of the control of the individual, violating the social codes of moral and ethical hygiene. These unfurling lines also represented Jossot’s ability to think outside of the confining modern mores and so to observe his victims and see them for what they truly were behind their masks of civilisation: bodies betrayed by their illicit inner thoughts and urges. Jossot’s self-portraits, in contrast, were contained and controlled, as if Jossot alone was honest inside and out about what he thought and wanted. Like Delannoy and Grandjouan, Jossot used caricature to emphasise the contrast between the ‘us’ and ‘them’ groups. The part Jossot played in public in his articles, books and responses to letters sent by colleagues was that of the disinterested and disconcerting individualist. He had no qualms about recognising the financial motivations behind his poster art, despite the unease over the commodification of art that was still prevalent in the 1890s.[footnoteRef:872] He was equally happy to boast about not needing to work once he inherited his father’s and grandfather’s estates. In his letters to Jean Grave, he showed he was confident in his independence and unafraid of dismissing the dearly held opinions and beliefs of others, even risking offending his friends. The effect was a convincing portrait of the individualist as a strong man who sidestepped the cares faced by those who tried to followed society’s rules. His reception in the artistic community was mixed which suggests that, while Jossot’s work was admired, he did not - like Willette - present a solution for what they were searching: a hero and model to ensure the artist’s continuing relevancy in an era increasingly dominated by photography and mass, machine production.  [872:  Cate and Shaw, The Spirit of Montmartre, p. 41.] 


Jossot’s success among the anarchists, however, suggests that his model did satisfy to some extent what they were hoping to find the in figure of the artiste engagé. Jossot was an individual who was self-deterministic and defiant of the bourgeois regime in a way that went beyond the avant-garde and had relevance for the revolutionary. His role in the anticlerical campaigns shows how Jossot’s projected persona as the confident artist was an important part of a language of both disgusting and humorous symbols which fitted well in the idiom of the militant anarchists. The popularity of this image, despite being a throwback to the previous decade when individualist anarchism was more prominent, demonstrates its communicative efficiency and its ability to define the tenor of a campaign. For the anarchists who were looking for a way to communicate directly with the working classes their energy and enthusiasm for their political cause, Jossot’s contribution was a genuine asset. Grandjouan attempted to create something similar with his brashly confident révolté but it is arguable that Jossot was more successful because he managed to portray a persona that was both defiant and seductively amusing. Grandjouan lacked the ability to laugh at himself like Jossot. It was Jossot’s sense of humour which instilled in his work an infectious confidence and helped to boost the audacity of the crowd. The anti-clerical poster “À bas les calottes!” in particular was used in demonstrations as a concise statement of the crowd’s sentiment. As such, this poster carried more weight than the original message of the image which was charged with Jossot’s disdain and defiance, carried here by his signature and drawing style rather than by his self-portrait. It bore the momentum and the emotional journey of the demonstration and the consequences of the clergy’s reaction in a narrative that could be evoked just by looking at a copy of the poster. It was also a mocking indictment of bourgeois institutions that transferred the power of ridicule to the crowd who used it as their standard.

Jossot’s refusal to call himself an anarchist reinforced his public persona as the defiant individualist but also, somewhat ironically, confirmed the character traits admired by the anarchists. What the confident public persona hid was Jossot’s insecurities, his pride and his depression. Jossot’s unhappiness with his situation is apparent after the death of his daughter, which started a period of decline, where Jossot began to hide in increasingly lengthy stays in country residences, and culminated in his attempt to escape French society by emigrating to Tunisia. In articles published in the 1930s, Jossot claimed the move was his response to an obvious rejection of his caricature style by the French arts community, notably L’Assiette au Beurre and the Société des Humoristes. Jossot’s flight was depicted in his retrospective article as a defiant and bravely independent move, hiding the fear that he would soon face more overt rejection from his peers. Jossot’s fading confidence in caricature was a part of this fear and, at this point in his career, his relationship with the artistic community can best be described as defensive. His refusal to associate with the anarchists had also cut off that community whose approval could support Jossot in his vision of what it meant to be an artist. This is similar to Grandjouan, whose brash criticism of artists outside of his activist circle alienated those who might have supported him when he was prosecuted for antimilitary caricatures. Ironically, perhaps, it would be Jossot more than his contemporary artists who would be the model for the artiste engagé of his time for future generations of artists. Cabu, of Charlie Hebdo described what drew him to Jossot over all the other artists of L’Assiette au Beurre: “leur (the drawings’) côté “affiche efficace” qui va à l’essentiel, l’originalité du dessin, immédiatement reconnaissable avec son trait noir et large, en volutes élégantes, cernant des aplats de couleurs vives souvent sombres et contrastées.”[footnoteRef:873] Cabu was attracted by Jossot’s modernism and biting humour which transcended the time gap but he also saw in Jossot the spirit which Schwartz had wanted to capture with L’Assiette au Beurre. When the Humoristes were no longer relevant, Jossot was an inspiration for how decorative art could be used to political effect and for how ugliness could be made beautiful as well as comical. He defined his era and was a definitive example of the caricaturist for later generations for whom caricature became the high art form that Jossot wanted it to be. [873:  Cabu, ‘Préface’ in Viltard and Dixmier, Jossot, p. 6.] 


Like Willette and Jossot, Delannoy was enthusiastically embraced by the artistic and anarchist communities in which he worked. Like Willette, Delannoy seemed to answer a need felt by his fellow anarchist artists to see the artiste engagé as a relevant and heroic figure in the political situation of their times. Any success Delannoy might have felt at the appropriation of his self-portrait as a potent polemical symbol is hard to judge in comparison to Willette, Jossot and Grandjouan because it is likely that Delannoy never intended for his face to take on quite the significance that it did.[footnoteRef:874] He might have felt some vindication that his cause took on such widespread support. It is hard, however, to conclude that a man as reserved as Delannoy would have felt comfortable in the spotlight. Unlike the other artists in this study whose self-projection was a more sustained part of their careers, Delannoy did not really start projecting himself as a public symbol of activism until the case which landed him in prison and even then, there were comparatively few self-portraits published. His intention behind the prison group portrait was to show his disgust for a government which would go to what he saw as criminal lengths to hide the barbaric activity of the military from general public knowledge. The part his self-portrait had to play in his protest was to demonstrate one of the many crimes and lies of which the government was culpable. Like Jossot and Willette, though to a lesser extent, Delannoy repeatedly used his portrait to reiterate this message. His continued activity as a militant and his strong presence in L’Assiette au Beurre over that winter drew attention to his cause and kept the image of Delannoy unjustly imprisoned fresh in the minds of his readers. As with Jossot’s ‘À bas les calottes’, the use of Delannoy’s portrait in a campaign added layers to what that image signified until it became a complex sign for government culpability, anarchist virtue and the struggle for freedom of expression.  [874:  Méric described Delannoy in his obituary as taciturn and reserved. See Méric, ‘Aristide Delannoy’, p. 2.] 


This was how Delannoy’s friends and fellow artists portrayed him, their loyalty to his self-portrait being evidence of how Delannoy’s self-projected public image became a popular and useful analogy in the anarchist idiom. In this sense, the success of Delannoy’s public persona is comparable to Willette. He became such a potent visual trope that he was indistinguishable in the minds of other artists from the fight for artistic freedoms. The pride that they felt for his defiance, his continued presence in the public eye despite being both ill and in prison, resulted in a deference that was akin to hero worship and turned Delannoy into a martyr for his fellow artists. Delannoy’s suffering in prison was a well documented fact, broadcasted by his friends in the journals La Guerre Sociale and Les Temps Nouveaux. Yet, even after Delannoy’s depression overtook his energy to protest from prison, his fellow artists and militant anarchists continued to portray him as strongly and steadfastly defiant despite his tuberculosis. Delannoy’s return to militant activism after leaving prison seemed to confirm this view of him and so consolidate his public persona as a tireless artiste engagé on behalf of both the artistic community and the working classes the anarchists wished to educate and inspire. Delannoy’s vigour and masculine stoicism gave the anarchist community a living model for the artist as a normatively male individual. Unlike Willette, whose Pierrot, suitable for the romantic atmosphere of bohemian Montmartre, contradicted the normative standards of masculinity, Delannoy’s brawny physique and noble suffering helped to reconfirm art as a masculine profession. In an era where France was concerned with the declining vigour of French stock, Delannoy’s connection to the working classes (perceived as more closely connected with French soil and therefore with an almost mystical national vitality) combined with his conduct which, being reserved and controlled, provided a counter-example to the wildly emotional and romantic, even effeminate poetic artist. For the anarchist artists who wanted to earn the respect and admiration of the working class unionists, Delannoy’s example was proof of their relevancy to the workers’ lives. For the artistic community more generally who wanted to demonstrate the seriousness of their campaign for freedom of expression, Delannoy’s perceived sacrifice and martyrdom reinforced the urgency and gravity of their fight.

In contrast to Delannoy, Grandjouan repeatedly put himself at the centre of public attention, projecting a public persona who was intended to be a hero for the revolutionary syndicalists. Grandjouan also showed a great enthusiasm for what he saw as a community of engaged artists all cooperating on joint projects to create anarchist propaganda. His apparent belief that he could recruit journalists and artists to work together to create more politically relevant issues for L’Assiette au Beurre suggests that Grandjouan hoped for a widening of this community into an intellectual vanguard for the revolution. Grandjouan’s presentation of himself as a leader in this community shows his impatience to reach this stage of interdisciplinary cooperation but also highlights the figure of Grandjouan as a loner like the individualist Jossot rather than a team member, an image which was not lost on his fellow artists. Like Jossot, Grandjouan’s articles and captions were often written in his own voice, layering his art with an ideological subtext that became part of the idiom the readers associated with him. Here, Grandjouan and Jossot contrast with Delannoy who usually gave a voice to a character in the image, drawing attention away from the artist himself. While both Grandjouan and Jossot would also give characters in their illustrations their own voice, for the self-portrait it was nearly always the artist himself who spoke through the caption. By drawing attention to himself and his voice, Grandjouan added layers to his projected personality that resulted in a complex symbol with an efficacy comparable to Willette. Unlike the other artists who were able to incorporate themselves into the existing artistic communities or indicate that their self-exclusion was deliberate, Grandjouan seemed to want to mould the relationships between his peers into a governable body that he could direct rather like a specialised unit in an army. This militancy, it seems, failed to resonate with his peers who, as Grandjouan noticed in his article written after his trial in 1911, were more concerned with defending themselves against pornography charges than rallying around an artist who had risked his career to campaign on behalf of anarchism. 

Grandjouan’s art, particularly his poster work, was appreciated by the CGT and its affiliated syndicates showing that, while he might not have successfully inspired the artists, he had found an interested audience in the syndicalists. Grandjouan was in demand as the principal poster artist and would receive requests from the heads of various worker unions to create posters for marches and industrial demonstrations or to illustrate calendars and songsheets.[footnoteRef:875] Grandjouan would also send offers to make posters in support of provincial syndicates, promising his personal support as a delegate in conferences. There is no evidence of other artists who followed his lead despite his prominence as a militant in the societies and platforms organised to discuss anarchist views. Here, it is clear that he was less successful than Willette in insinuating his public persona into the minds of his fellow artists and activists. Grandjouan’s contributions were not always received favourably and while his art was often praised, his political ideas were not taken seriously or were publicly rejected. Almereyda and Hervé of La Guerre Sociale and André de Joncières of L’Assiette au Beurre are two examples of editors who refused Grandjouan’s suggestions and fell out with him personally because of his overzealous militancy. Rather like Jossot, Grandjouan chose to exile himself and leave on his own terms rather than to continue in the face of criticism. Perhaps Grandjouan was ultimately too successful in how he presented the abrasive and unbending anarchist activist to the extent that it played against him and made him an unwelcome presence in the sometimes delicately nuanced anarchist organisations. Unlike Willette and Delannoy, there is no clear evidence that Grandjouan’s public persona was adopted by other artists and turned into a more widely used symbol. On the other hand, a survey of the artistic propaganda contributions to Les Temps Nouveaux suggests that the image of the strong young worker striding into the new dawn, an image that Grandjouan was also known to use, was widely used by other artists. Grandjouan was not the first person to use it but it may be said that he took an existing allegory and developed it into a specific symbol for a revolutionary syndicalist readership. Grandjouan’s vision of a syndicalist hero appealed more to the working class reader than to his fellow artists and anarchist journalists. Letters of support written by members of syndicates, especially in his home town Nantes, demonstrate how much his presence resonated as a popular hero.[footnoteRef:876] The performative aspect of Grandjouan’s public persona made the impossible seem realisable, an aim which frustrated his fellow militants who were trying to find more pragmatic routes to achieving their goals. [875:  Koechlin has collated a number of Grandjouan’s illustrations for song sheets for song writers such as Jehan Rictus and Aristide Bruant. Koechlin, Jules Grandjouan : dessinateur de presse et illustrateur, p. 309. Also, the letter catalogued T85 in the private collection held by Michel Dixmier in Gentilly, written to Grandjouan from Holland, requested illustrations for the Esperantist calendar for 1910. (Dated 30/04/09).]  [876:  Grandjouan’s correspondence with the Union des Syndicats Métallurgistes de Nantes in particular shows a close working relationship including one letter, catalogued T131 in the private collection held by Michel Dixmier in Gentilly, Paris, in which Grandjouan is granted a mandate to represent the union at an upcoming congress.] 


The search for the figure of the ideal artist arose out of a period in which artists and other intellectuals were trying to define themselves in a rapidly changing cultural landscape. In this period, intellectuals were trying to find a place for themselves in politics and journalists were trying to establish a professional definition which drew a line between them and the stereotype of the mediocre writer or the idle son of the upper bourgeoisie. A similar process was happening among the artists who regularly published work in the press. The humorists established themselves as a group with a clear artistic identity because they wanted to distance themselves from the figure of the hack caricaturist whose lack of artistic talent was barely saved by his vulgar and violent wit. In an era when a growing consumer market demanded affordable art in the form of mass produced journals, academically trained artists were pushed to use the same media as their less talented peers. It was important, therefore, to be able to carve out new lines of cultural hierarchy so that they could use the new media platforms without compromising their reputation or integrity. The ways in which these artists engaged in journalism also suggests that they were determined to make the figure of the artist relevant to a modern society that was leaving the salon culture behind. For some artists, however, it was not enough to belong to a formal group who, while they prioritised the quality of their artwork and their humour, refused to assume a political identity. For these artists inspired by anarchist or nationalist ideals (sometimes both), it was important to establish what role the artist could have within a political organisation. Underlying these concerns about identity was the fear affecting French society in general that French men were losing their masculinity and could no longer compete with the rival nations, Germany and Great Britain. For artists in particular who had long lived with the stigma of effeminacy and questionable productivity, this concern was painfully urgent. To be politically relevant, to have a role either in the engendering of a revolution or in the fight for national pride, was proof that artists and art were not effeminate, uncontrolled non-men, obsessed with sex and other physical pleasures. Artists could be ‘real’ men who were self-restrained and morally virtuous, nobly employed for the good of the country and people and important contributors to the national legacy. Defining the artiste engagé was not, therefore, a preoccupation solely of the four artists in this study. Their interactions with the wider intellectual communities show that their efforts were appreciated and the debates that their models of the artiste engagé provoked indicate that their peers were equally engaged with finding an identity which clarified their place and role in society. The purpose of this study has been to look at the life and work of the press artist from the artist’s point of view and try to understand not just the content of the artist’s work but the strategies of the campaigns driving it. This study has found that, while the artists were deeply concerned with the political issues they tackled, their engagement was also important on an existential level because their reputations as artists and as representatives of their community were to be measured through their performance.
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Pierrot samuse (wite), par Willette
{ »

grand, ot Mendelshonn, et Meyerbeer, et Dissacli, e
des postes, et des musiciens, et des orstcurs, et des phi-
losophes, et des soldats; mas le juif, qui, au liew de
| spercevoir quil devait ére citoyen comme les autres,

fest resté que manieur d'argent, est & a fois redouta-

. ces malheureu éuaient Ia vic-

e, quand on leur interdisait

soit Ies travaux. manuels, soft Parme, soit les letres,

Is wavaient dautres refuges que la

finance. I1s prenaient ainsi Fombre pour la profe ; Far-

gent représcntant toutes les joies de 1a vie, rempla-
gait pour eux ces joies qu'on feur déniai,

Mais asjourd'hui, & Iheure ot dans leur secte, les
biens doucs (remarquablement doués dailleurs) savent
se faire une place, grande et lgitime au soleil de notre
civilisuiion scientifique, pourquoi sobstineat-ils &
néire que des changeurs?

En Roumanie, un_ petit juif de dix ans resoit pour
out bien une_pidce de dix sout, Or, comme e bas
| Danube semble e le rendez-vous des monnies les
plus disparaes, le peit juif rien quth changer un cer-
win nombre e fois sa petitepce de cinquante centimes,
en kopecks, ou marcks ou pennys, a i quelque
somme vers Ige de quine ans et finit & quarante ans
par_fonder une banque, luf aussi, En Roumanie passe
" Aquoi saservil? Et lejour od Dunificaion moné-
aire s fers, de quelle uilité sociale sers e énic
| aisique de ce peit bonhomme, ongleur de piéees de

Vois-ts, Macbeih, méfi-to de Banco, il te prend s
8705 sous, mon.point pourt biie quoi que e
mais pour les terrr quelque part: Angleerro ou Erat:

 Unis, o jamais plus s ne rviendront.

Diledonc i ta femme -

« Banco mest qu'un étonfeur, Prends garde o'la
| hituse, t schite quand ga baise, Ga.rehassser tou:
jours. »

Ewits Govvev,

LE MILLA

Dans e pays des miens, 1-bas, prés de Toulouse,
Je vois a vaste salle & manger. 1l y o

Une table de chene énorme o Pon tisat douze,
Etsur la table fume un chandron do mill,

Dans le pays des mieas, Ii-bas, prés ds Toulouse.

La plte encors molle est banche comms s
La servante I verse avec art et méthods
Dans des sistous & tons varids peints jadis
Qui racontent Fhistoire étonnante d Herode.
La pite encore molle est bldnche comme lys.

Bien micux que la sanguete bt ue o confit e,
Le mills rjoulc Jes moutards et le vieux

I sent le citron frai. 1 apport I joie.

Onle hume b plein nez. On Faysle des yeus

Bien mieux que I sanguste et que s salé dofe

On s gorae, on se gonfe, g soutl, on e peut plus.
Annil Iiche son buse, Jeannel o sa vests,

Le mila it son atre ot nous voil repus;

‘Pourant Margaridou cie: « Est.e quil e rests 7 »
Onse gorge, on se gonfle, on soutl, on en peut plus.

Il en réste parbleu ! sur un Fig de olle
Un grand as que, ce sofr, avant daller au it
La servante fera geésllr dans a podl,
Apris e milla feas, viendra I milla i,

T ea reste, parbleutsur un linge de tile,
Quand iraije manger do nouveats da mila

Dans le pays des mieas, li-bas, pris de Toulouse ?

Je vois Ia vaso salle & manger, Il y &

Une table do chine énorme od Fon tient doue.

Quand irai-je manger de nouvesu du milla »

Rossar Cuzs

Le CABARET DU CHAT NOIR

st une création unigque au monde; sis en plein Mont-
martre, la capitale moderne de Uesprit, ce Cabaretest le
rendea-vous des potte, des pelntes, des sculpteurs les
plus célébres, clest une chose absolument curieuse du.
style Louis XIIT le plus pur.

84, Boulenard Rochechouart, 35,

A VICTOR HUGO

i e ne suis pas allé au banguer qui vous a & offert
cher maitre, ce est point par ircévérence, mais simple:
ment parce que mes moyens ne me permettent pas de
dépenser 4o francs pour vous voir manger. Je laisse
done ce plaisir luxueax 4 Edmond [About et 4 Jules
Claretie, qui sont des douillards et qui.peavent semer
1a bonne braise sans y regarder.

Jai pourtant cherché par tous les moyens & me
rendre & cette. e, e ai réuni mes 4o francs de fa
fagon qui suit +

Vend un Plesto de Wil Boraiche. .

Vendu une au-fore & Henry Somn s e - -

Vendu un volame.des Nevross'de Rollnat ‘svic e

dicaceu. .. R
Vendu une maphre
Vendu un sutogtaphn ds G
ancien wters ¢ e
el
Lous ik un Angiis Ia sort ds. Clopiiee prande oty
historque, due au piocsau de M. Rodoiphe Sufy.

bmpranté i M. Fragerols, - S

Emproniéd M. Usie.. 2.0l 11 L0

Enprunis d . Edmond Deschasris un hatic ol

Empruncé AM. Enile Goudenn en Smbrperposie)

Towl.. . i

Mais quand jli eu ces quarante francs en ma posses:
sion, cher mattee, la perite Anna, Ia compagne fidéle de.
mes vilains jours ex de mes belles nuits, m'a supplié de.
Ia mener diner chez Bignon, ainsi que e lui avais pro-
mis, le soir oi je lu ai dit pour Ia_ premidre fois que
jo

Je na pu résister & Ia pridre de celle que « Dante edt
fute ange, et Virgile déesse, » et dont je me contente de
fuire ma maitresse. Je Tai done, menée chez Bignon, et
le soir, dans les brasseric de Montmartre, fai bud votre.
glorieuse vieillesse, en effeuillant des roses.

‘Quandla presseorganisera un banquet au Chat Noir,
dans Les wols francs par tte, e vous jure, cher maitre,
dy assister avec mes amis. Je_prendrai deus fols des
pieds poulette et je reviendrai 4 la téte de veau,

Ageéez, cher mafure, e,
Owxurio,
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