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FOREWORD

‘ ‘ [ HEN EDOUARD MANET died one hundred

years ago, the newspaper Paris repeated in its
obituary what had become by then a familiar maxim:
“Manet was the Parisian par excellence; witty, subtle in
his pleasures, enjoying all the refinements of life.” That
assessment remains valid today: in his art we find a
definitive expression of the form and content of Parisian
life in the two decades of his artistic maturity, the 1860s
and 1870s. These were also the years, and not by coinci-
dence, in which Paris became what has aptly been called
“the capital of the nincteenth century” and indeed a
model for capital cities throughout the world for almost a
century thereafter.

In Manet and Modern Paris we have collected repre-
sentations of the city's appearance in a period of momen-
tous change. The images included depict characteristic
forms of its social life—on the boulevards, in the public
gardens, railroad stations, cafés, and cafés-concerts, and
at the theater and opera — as well as familiar aspects of
its nearby racetracks and beaches. We have tried to
capture the mood of nineteenth-century Paris by means
of those primary social documents that are great works of
art: paintings, drawings, and prints by the impressionist
artists who made Parisian life a central theme of their
work and, to complete the picture, those of their immedi-
ate predecessors and followers. Thus we have included
images of Paris not only by Manet, Degas, Renoir, Pis-
sarro, and other artists of their group, but also by
Daumier, Bonvin, Boudin, and others in the previous
generation and by Forain, Toulouse-Lautrec, Bonnard,
and others in the succeeding generation.

Although the works by Manet himself, roughly half
those in the exhibition, inevitably provide an overview of
his artistic development, the primary purpose of Manet

Plate 2. Edouard Manet. Women at the Races, 1865. Cat. 42.

and Modern Paris is not to offer yet another survey of his
art, but rather to focus on the most characteristic aspects
of his vision of his native city in relation to that of his
contemporaries. To this end, we have organized the
material thematically rather than chronologically, divid-
ing it into nine sections, each centered on a key work by
Manet. Since the National Gallery's collection is espe-
cially strong in French art of the nineteenth century and
indeed contains several of those key works—among
others, The Old Musician, The Tragic Actor, The Gare
Saint-Lazare, and The Plum—we have naturally drawn
on it wherever possible. We have also relied heavily on
the generosity of Mr. and Mrs. Paul Mellon in lending
important works from their justly famous collection.
Many other collectors and museums in this country and
abroad, whose names appear in this catalogue, have also
been generous lenders, none more so than the Musée du
Louvre and the Art Institute of Chicago. We are grateful
to all of them for their willingness to part temporarily
with extremely valuable works of art, without which our
presentation would have been far less exciting and
meaningful.

Manet and Modern Paris was conceived and organized
by Theodore Reff, professor of art history at Columbia
University and author of many books and articles on
Manet, Degas, Cézanne, and other artists; he has also
written this scholarly and fully illustrated catalogue. At
every stage in the organization of the exhibition, he
worked closely with David E. Rust and Florence E.
Coman of the Gallery's Department of French Painting,
and in the technical examination of Manet's works with
Sarah L. Fisher of the Department of Conservation,
assisted by Molly Faries, a senior fellow in the Center
for Advanced Study in the Visual Arts at the Gallery in



Plate 3. Edouard Manet. The Gare Saint-Lazare, 1872-1873. Cat. 10.

1981-1982. In the installation of the exhibition, Professor
Reff worked with Gaillard Ravenel and Mark Leithauser
of the Department of Installation and Design; and in the
publication of the catalogue, with Frances Smyth, Mel-
anie Ness, and Mei Su Teng of the Editors Office. Many
other members of the Gallery's staff and colleagues at
other institutions have made valuable contributions to
the realization of this project, which is a tribute both to
the genius of Manet on the centenary of his death and to
the city in which he worked and found his inspiration.

J. CARTER BROWN
Director

8 FOREWORD
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Manet and the Paris
of Haussmarnmn and Baudelaire

E DOUARD MANET's paintings, drawings, and
prints of Parisian subjects, which are shown in this
exhibition alongside those of his contemporaries, have
become so familiar through frequent reproduction that
we tend to forget what a remarkable innovation they were
in their time. Inseparable from two of the most popular
aspects of our culture, impressionist art and modern
Paris, they scem as “familiar, foreign, and near” as the
Tuileries Gardens, the Folies-Bergere, and the Pan-
theon, each of which Manet painted. But like all authen-
tic works of art, they are the product of a unique person-
ality working in a unique milieu; they cannot be under-
stood fully without first understanding certain aspects of
Manet himself and the Paris of his time. For he was in
background, manners, and taste the most thoroughly
Parisian of the impressionist artists, at home only there,
and even there only in an elite society centered on the
fashionable cafés of the boulevards and the artists’ cafés
of Montmartre. At the same time, he was influenced by
two developments that began in the 1850s and continued
in the following decade, when he produced his first
images of Paris. One was the transformation of the city
both physically and socially into the first truly modern
metropolis, with a monumental grandeur and scale and a
richness of cultural life that made it a model for capital
cities throughout the world. The other was the develop-
ment of modernism itself as the highest value of avant-
garde and eventually of popular culture and of the urban
milieu as the source of that modernism for over a cen-
tury. The one achievement was largely due to Baron
Georges Haussmann, Napoleon 111's master planner in
the rebuilding and expansion of Paris in the Second
Empire; the other to Charles Baudelaire, Manet's guide
in the discovery of modern urban life as a source of
subject matter and stylistic innovation. To understand
what made Manet's images of Paris specifically modern,
rather than merely contemporary like those of his prede-

N

cessors, we must understand how they were shaped by
his own vision and values, as well as by the moderniza-
tion effected by Haussmann and the modernism advo-
cated by Baudelaire.

&

ALL THOSE who knew him agreed that Manet was more
than a resident of Paris; he “personified the sentiments
and customs of Parisians, raised to their highest power”
(Duret, 158). Unlike many of his fellow citizens,
moreover, he was “comfortable only in Paris,” and de-
spite his fascination with Spain and Spanish art, he
found the cuisine of Madrid so inferior to that at home
that he cut short his trip in 1865 and hurried back
(Duret, 47). He did stay longer at Boulogne, where the
food was presumably better, on a summer vacation in
1868, but toward the end he admitted, “I think only of
returning to Paris, for I do nothing here” (Moreau-
Nélaton 1926, 1:103). Born and bred a Parisian, he came
from a prominent, well-to-do family in which the tradi-
tions and social graces of the old bourgeoisie of the July
Monarchy were still valued. On his father’s side, his
ancestors had been wealthy landowners and local offi-
cials at Gennevilliers and respected magistrates in Paris
for several generations; on his mother’s, they had been
equally distinguished diplomats and army officers. From
them Manet acquired a taste for fashionable society and,
equally important, the means to satisfy it. “He confessed
tome,” wrote Zola in his first essay on the artist, “that he
adored society and discovered secret pleasures in the
perfumed and brilliant delights of evening parties” (Zola
1867, 86). Fantin-Latour’s well-known portrait (fig. 1),
painted in the same year, shows Manet wearing elegantly
cut clothing and a tall silk hat, with a gold chain in his
vest and a walking stick in his gloved hands, a costume
we are told he always wore, in the country as well as the
city. Even at the end of his life, when he was very ill, he
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1. Henri Fantin-Latour. Portrait of Edouard Manet, oil on canvas,
1867. The Art Institute of Chicago, Stickney Fund.

“dressed like a clubman™ and, preserving “a smiling
demeanor, welcomed many friends in his studio . . . now
that he was unable to walk along the boulevards”
(Blanche, 9-10).

The boulevards, from the Porte Saint-Denis to the
Madecleine, and especially the tew hundred yards be-
tween the rue de Richelieu and the Chaussée d'Antin
comprising the boulevard des Italiens, had been the cen-
ter of Manet's social life since the late 1850s, as indeed
they had been for several generations of worldly and
talented Parisians for twenty years before that. Here
were concentrated the most fashionable theaters, res-
taurants, and cafés—above all the Café Tortoni on the
corner of the rue Taitbout (fig. 2), the very heart of
boulevard society and of Manet’s as well. “The Café
Tortoni was the restaurant where he had lunch before
going to the Tuileries Gardens,” his friend Antonin
Proust recalled, “and when he returned to the same café
from five to six o'clock, people vied with each other in
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complimenting him on his studies” (Proust, 42). Here,
on the boulevard, were edited and published the
ephemeral newspapers, with names like Le Nain jaune,
La Vie parisienne, and Le Boulevard itself, devoted to
chronicling the activities and gossip of that elite society,
and in a witty, sophisticated style that summed up its
urbane spirit perfectly. Among the topics treated in their
columns and abundant illustrations were the theater, the
racetrack, the beaches and spas, the public concerts and
festivals, and the lives of the fashionable courtesans—all
subjects Manet too treated in the 1860s. Among the
contributors were Banville, Champfleury, Baudelaire,
and Gautier, all friends of his; indeed Baudelaire’s only
essay on him appeared in Le Boulevard, edited by the
socially prominent photographer and satirist Carjat, and
Manet in turn contributed a satirical print to Carjat’s
previous publication, Le Diogéne (Farwell 1973, 82-83,
120-124).

It was also on the boulevard des Italiens, in the enter-
prising Galerie Martinet, a forerunner of those which
later supported impressionism, that Manet had his first
one-man exhibition in March 1863. Among the pictures
he showed was the one in which, for the first time, he
portrayed himself amid this boulevard society and made
its elegant, allusive style his own—the Concert in the
Tuileries (fig. 3). Some of those who have been identified
in it were indeed among the leaders of that society:
Gautier, the bohemian turned court writer and enter-
tainer; Offenbach, the composer of lighthearted
operettas; Aurélien Scholl, the journalist admired for his

2. Eugene Guérard. The Boulevard des Italiens, lithograph, 1856.
Bibliothéque Nationale, Paris.



3. Edouard Manet. Concert in the Tuileries, oil on canvas, 1862. The National Gallery, London.

wit; Baudelaire, the poct and self-styled dandy; and Ma-
net himself, the unofficial painter of this elite circle
(Davies, 91-92). Unofficial but not unacknowledged, for
in depicting himself and a fellow artist at the left edge of
his composition, he imitated the poses and positions of
figures then thought to represent Veldzquez and Muril-
lo, in a picture in the Louvre then attributed to Velaz-
quez, thus implying that he was to this new aristocracy
what his idol had been to the old aristocracy of Madrid
(Sandblad, 37-39). For the fulfillment of this fantasy, at
once serious and playful, the public gardens adjacent to
the Palais des Tuileries provided a suitably courtlike
setting, just as the band concerts given there biweekly
provided a suitably fashionable and animated atmos-
phere.

Contemporary observers were by no means agreed,
however, on the value of such an atmosphere or setting.
If in the politically neutral La Vie parisienne a society
draftsman like Crafty could describe a concert in the

Tuileries with coy amusement (fig. 4), in the republican
paper L'Evénement an opposition writer like Jules Valles
could only find it ridiculous: “It is the worn-out and the
idle who sit there under the tall chestnut trees, proper
gentlemen and charming ladies,” he remarked, bitterly
regretting that in creating a new street Haussmann had
not “mutilated” the Tuileries Gardens, rather than the
Luxembourg Gardens dear to the Latin Quarter (Valles,
36). It was indeed in defiance of publications like Car-
jat's Le Boulevard that Valles chose as the running title of
his columns “La Rue,” a term with a lower-class con-
notation: “I am of the people and my column too,” he
announced (Valles, 8-9). Manct, for all his well-known
republican views, was of course a friend of Carjat and not
of Valles, an habitué of the boulevard and not of the
street. Yet he was more complex than such a simple
opposition implies; for if, as a later admirer of Valles
noted, the strect suggests “the pavement or, better yet,
the barricade” (Valles, 8-9), Manet too could represent

MANET AND PARIS 15
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the barricade with power and compassion, as he did twice
during the Commune (cat. 73, 76). He could also repre-
sent the street itself and the streetwise inhabitants of its
slums, as he did in the Old Musician (cat. 59), painted in
the same year as the Concert in the Tuileries and shown
with it in the same exhibition at the Galerie Martinet
an extraordinary confrontation between le boulevard and
la rue, to which we shall return.

Nor was it the only such confrontation his work of the
early 1860s provided: in contrast to Fishing (fig. 5), based
on a print after Rubens’ Landscape with the Castle Steen
and depicting himself and his future wife in the guises of
the aristocratic Rubens and his wife, stands the Gypsies
(see fig. 97), based on a print after Louis Le Nain’s
Harvesters and perhaps on his Forge in the Louvre, mod-
els of lower-class rural life appropriate for this image of
dispossessed, wandering gypsies. And in contrast to the
Women at the Races (cat. 42), a group of elegant specta-
tors at the Longchamp racetrack, stands the Street Singer
(fig. 86), an itinerant performer emerging from a low
tavern. These too were aspects of contemporary Parisian
society to which Manet, an artist keenly aware of his
society, could not help responding.

In the kind of company he himself chose, however, he
remained to the end the boulevardier he had been from
the beginning, “one of those for whom the frequentation
of the boulevard was a habit all his life” and even, as its

16 MANET AND PARIS

Left: 4. Crafty [Victor Geruzez]. Concert in the Tuileries Gardens, wood engraving

| from La Vie parisienne, 28 May 1864. Bibliotheéque Nationale, Paris.

| Right: 5. Edouard Manet. Fishing, oil on canvas, c¢. 1860. The Metropolitan Museum
of Art, New York, Purchase, Mr. and Mrs. Richard J. Bernhard Gift, 1957.

character became increasingly cosmopolitan and com-
mercial, “one of the last representatives of that form of
existence” (Duret, 159). In the 1870s, after having
established the Café Guerbois and then the Café de la
Nouvelle-Athénes in Montmartre as the meeting place of
his circle of artists and writers, he continued to return to
the Café Tortoni and the Café de Bade—the only one in
that circle who did so, indeed the only one, except
perhaps for Degas, who could do so. Manet's work was
received at Tortoni’s, once his closest friends were gone,
with indifference and even with hostility, yet “he came
back every day simply as a Parisian, driven by the need to
tread the select ground of the true Parisian” (Duret,
160). And when his failing health prevented him from
going there, he recreated the boulevard milieu in his
studio, filling it every afternoon with friends and ac-
quaintances, even setting out beer and apéritifs for them;
itbecame, as his wife remarked, “an annex of the Café de
Bade” (Schneider, 135). He also invited society ladies
and well-known cocottes to sit for their portraits, ex-
ecuted in the lighter medium of pastel; among them were
Méry Laurent and Valtesse de la Bigne (fig. 6), demimon-
daines who brought with them “a circle of fashionable
artists, financiers, and wealthy foreigners” (Blanche,
52).

Valtesse was one of the many links between Manet's
present society and that of the Second Empire: she had



begun her career singing in Offenbach’s operettas and
had been a model for Zola’s and perhaps for Manet's
treatment of Nana (fig. 11), the very type of the wealthy
courtesan of the Empire (Hofmann 1973a, 90). Henri-
ette Hauser, the actress who actually posed for Manet's
painting, was another link; she too had performed in
boulevard comedies and achieved her greatest notoriety
toward the end of the Empire. And Léontine Massin,
who starred in the stage version of Nana in 1881, was
another of those whom Manet portrayed at this time (R-W
2:54).

Several of his recent pastel portraits, including that of
Valtesse de la Bigne, figured in the exhibition Manet
held in April 1880 in the galleries of La Vie moderne, an
illustrated weekly founded the year before, which now
played much the same role in his life as Le Boulevard had
in the previous decade. Its offices and galleries were in
fact on the boulevard, and its pages were filled with
articles of topical interest for polite society, avoiding
politics and stressing social and cultural activities, of the
kind that the previous publication had featured; although
it appealed to a broader middle-class audience, its arti-
cles were written in a similarly sophisticated and witty
style. The editor of La Vie moderne, Emile Bergerat, was
a friend of Manet and persuaded him to contribute sever-
al drawings—Renoir and Forain were more regular con-

tributors—and to participate in a few benefit shows.
About his own exhibition the journal carried a long and
predictably favorable review, assuring its readers that
Manet was a man of “perfect education, excellent man-
ners, cultivated spirit, and amiable character, a Parisian
by race” (Hanson 1977, 132). He was, in short, both the
painter of modern Paris and the embodiment of its spirit,
at least that side of its spirit valued by La Vie moderne and
Le Boulevard.

What they valued was precisely what characterizes
Manet’s own style: allusive, elegant, subtle, effortless, it
is the style of the boulevard society to which he remained
loyal throughout his life. In his youth it had still been the
self-contained society of whose domain Musset noted
with satisfaction, “It is only a few steps from one end to
the other; nevertheless they contain the whole world”
(Kracauer, 75). In such a closed milieu, subtle allusions
could be made with the assurance that they would be
appreciated: allusions to well-known figures in one’s
circle, like those in the Concert in the Tuileries, or even to
oneselfin an historical guise, like that in Fishing; but also
quotations from famous works of art, like that of Titian’s
Venus of Urbino in Olympia (fig. 7), though it was scarce-
ly noted by contemporary reviewers.

If the design of Olympia is patterned on Titian's Venus,
its style is altogether modern, closer to that of the boule-

Left: 6. Edouard Manet. Valtesse de la Bigne, pastel, 1879. The Metropolitan Museum of

Art, New York, Bequest of Mrs. H. O. Havemeyer, The H. O. Havemeyer Collection, 1929.
Right: 7. Edouard Manet. Olympia, oil on canvas, 1862-1863. Musée d'Orsay (Galerie du

Jeu de Paume), Paris.
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vard writers in its elegance and concision. As Zola astute-
ly observed, “that elegant austerity” marks “the personal
savor” of works like Olympia, while “certain exquisite
lines, certain slender and lovely attitudes,” reveal Ma-
net's “fondness for high society” (Zola 1867, 91, 97).
Much the same concision, a form of visual wit, charac-
terizes the svelte drawing and simplified modeling in the
Balcony (fig. 10) and the Gare Saint-Lazare (cat. 10). In,
their color harmonies, dominated by relatively neutral
tones with accents of brighter hue, these pictures reveal
a refined feeling for nuance, for subtlety and understate-
ment, that was also a familiar feature of the boulevard
style. Even in an intrinsically colorful subject like the
Ball of the Opera (cat. 39), Mallarmé could “only marvel
at the exquisite nuances in the blacks: in the dress coats
and dominoes, in the hats and masks . . .” (Hamilton,
183). The same could be said of the subtly varied shades
of black, olive green, and white in the Dead Toreador
(cat. 77). For all their apparent simplicity and ease, both
pictures were, as we know, the result of a long struggle;
and in this effort to make them seem effortless, Manet
reveals still another feature of his boulevard style. It was
the natural expression of a society that disdained hard
work as bourgeois or plebeian and admired the virtuoso
performance. All those who watched him paint have
remarked that “he labored greatly on the pictures he sent
to the Salon, yet they looked like sketches,” and that he
reworked a portrait “again and again, [yet] every time it
came out brighter and fresher” (Hanson 1977, 160).

To match the style of a social group with that of a single
artist is always somewhat arbitrary; and in this case to
isolate four qualities, while ignoring others which may
characterize the group better than the artist—the amus-
ing banter, witty repartée, and ephemeral journalism
said to express the spirit of the boulevard (Roz, 206-
211)—or the artist better than the group—the “har-
mony, clarity, economy, and concentration on essentials”
said to distinguish Manet's finest pictures (Richardson,
29)—may seem particularly arbitrary. But in its allu-
sivenesss, clegance, subtlety, and virtuosity, Manet’s
style does reflect that of the milieu whose values had
formed his own and continued to inform them through-
out his life. Zola, the first to hint at such a connection,
noted that Manet's art is “‘intelligent, witty, spirited” and
“could only have developed in Paris; it has the slender
grace of our women, made pale by gaslight; it is truly the
child of an artist who loved high society and exhausted
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himself determining to conquer it” (Zola 1884, 261). In
the twenty years it took him to do so, however, that
society changed and the city itself changed dramatically,
thanks largely to the ambitious program of renovation
and expansion undertaken in the Second Empire and
completed early in the Third Republic.

»

NAPOLEON III's grandiose plans for the modernization
of Paris, formulated before he became emperor in 1851
and amplified by Haussmann, his Prefect of the Seine,
were a response to many urgent problems. The most
obvious was demographic: in the two decades preceding
1851, the city's population had doubled, rising from
576,000 to 1,053,000; in the three decades following, the
population doubled again, reaching 2,270,000; thus
within Manet’s lifetime it increased fourfold. The new
railroads that led directly to the capital, the annexation
by the city of its suburbs in 1860, and the influx of
workers from rural arcas, partly drawn by Haussmann'’s
construction projects, all contributed to the demographic
explosion. In addition to overcrowding, there were other
serious problems: the housing in many of the oldest and
poorest quarters was dangerously decrepit; the narrow
streets made circulation difficult within neighborhoods
and impossible between them; the outmoded sewage sys-
tem was a threat to public health and was polluting the
Seine; and both the central markets and the public parks
were inadequate for the increased population.

To these problems the emperor and his prefect, for all
the ruthlessness of their methods and the political bias of
their motives, which favored above all “the new class of
daring financiers, large scale building contractors, big
department store owners, hotel operators, and the rest of
the nouveau riche commercial breed” (Saalman, 113),
brought energetic and farsighted solutions. They de-
molished many slums in the central and eastern parts of
the city and promoted construction of new housing there
and in the recently developed areas to the north and west;
they cut through wide boulevards to provide access to
railroad stations and commercial centers and to link the
separate neighborhoods; they so greatly improved the
sewage and drainage systems that Napoleon could be
complimented on having “found Paris stinking and [hav-
ing] left it sweet” (Pinkney, 127); and they built modern
markets at Les Halles and large parks at Boulogne, Vin-
cennes, and elsewhere in the city.



The results were impressive, but so were the costs, not
only the 2.5 billion francs that Haussmann estimated
having spent, much of it borrowed through the irregular
schemes that eventually brought him down, but also the
less easily quantified costs that critics such as Victor
Fournel added up: the destruction of old buildings and
streets of great historic value and charm; the ruthless
insistence on broad, straight boulevards of monotonously
uniform design; and the imposition everywhere, on pri-
vate as well as public buildings, of a pompous, banal,
official style (Fournel 1865, 218-229). And those other
costs, more social than aesthetic, that Zola listed in a
scathing attack on the brutal demolition of entire neigh-
borhoods, the cynical indifference to those who were
evicted—those urban vagabonds for whom Haussmann
expressed hatred even as he increased their numbers—
and the masking of new slums by new fagades; in short,
“an immense hypocrisy, a colossal Jesuitical lie” (Zola
1872, 78). And though these critics did not mention it,
others pointed out that the broad boulevards were also a
“strategic embellishment” that would facilitate the
movement of troops and the razing of barricades in any
future insurrection, which indeed they did in 1871 (Ben-
jamin 1968, 87).

Manet’s reaction to the drastic changes taking place
around him is hard to assess. The only direct evidence is
Proust’s memoir of their stroll one day—it must have
been in 1860-1861—through a ghetto being demolished
to make way for the new boulevard Malesherbes, one of
Haussmann's major projects and the subject of many
prints like the one by Martial illustrated here (fig. 8).
The memoir focuses exclusively on Manet's delight in
the novel visual effects provided by a tree left standing in
a destroyed garden and by the whiteness of a workman'’s
clothing against a white plaster wall: “‘There it is,” he
exclaimed, ‘the symphony in white that Gautier speaks
of " (Proust, 39-40). But this purely aesthetic response
could not have been his only one; for he could hardly
ignore the moral and social implications of the demoli-
tions, any more than Daumier did in depicting the be-
wilderment of suddenly dispossessed tenants and the glee
of suddenly enriched landlords in prints of the 1850s, or
than Baudelaire did in revealing “how the modernization
of the city at once inspires and enforces the moderniza-
tion of its citizens’ souls” in prose poems of the 1860s
(Berman, 147).

If Manet was fascinated by the visual aspects of the

rebuilding, the way draftsmen like Martial and photog-
raphers like Marville were, he did not record them in his
art; whereas he did represent, in a picture of haunting,
melancholy power, the displaced inhabitants of Petite
Pologne, the once notorious area of decrepit slums whose
destruction he had witnessed that day. This picture, his
first of modern Paris on a monumental scale, is of course
the Old Musician (cat. 59), painted in his new studio on
the rue Guyot, a street recently opened in a still unde-
veloped area west of the boulevard Malesherbes, not far
from Petite Pologne. In it he describes sympathetically
not only those undesirable types Haussmann wished
would go away—an itinerant musician, a quack peddler,
a chronic alcoholic, an orphan girl—but also a street
urchin whose incongruous, Pierrot-like costume alludes

8. A. P. Martial [Adolphe Potémont]. Petite Pologne, etching, 1861.
Bibliothéque Nationale, Paris.

to the Parisian home of the commedia dell'arte, the
Théatre des Funambules, itself a victim of urban re-
newal; along with other popular theaters on the boule-
vard du Temple, it was about to be destroyed (Mauner,
55). Thus the Old Musician, far from being “Manet’s last
portrayal of peasant life in a more romantic manner”
before he turned to modern urban subjects later in 1862
(Sandblad, 28), is actually his first portrayal of lower-
class street life in manner half romantic and half realist.

He had, it is true, already painted the alcoholic whom
he repeats in the Old Musician three or four years earlier;
but this Absinthe Drinker (fig. 94), although posed by a
rag-picker and iron-monger Manet had met in the
Louvre—the slums in its neighborhood, among the worst
in Paris, had only recently been cleared—remained a
wholly romantic image of pathos and shadowy mystery,
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9. Edouard Manet. The Philosopher (with a Beret),
oil on canvas, 1865. The Art Institute of Chicago,
A. A. Munger Collection

without the roots in a particular time and place of the
later work. Much closer to the Old Musician in that
respect is the Street Singer (fig. 86), painted at about the
same time. [t was in fact inspired by the same exploration
of the area occupied by Petite Pologne; for Proust’s
memoir of their stroll through the area concludes with an
account of their chance meeting with just such an
itinerant singer: “A woman was leaving a suspicious-
looking cabaret, lifting her skirts, holding her guitar.
Manct went straight up to her and asked her to come and
posc for him” (Proust, 40). She refused, laughing, and he
used a model instead; but his immediate interest in the
street singer—not as a picturesque genre figure, but as a
performer of a certain class, encountered in a certain
part of Paris
expression of such an interest in his work: the so-called
Philosophers (c.g., fig. 9), painted in 1865, were not only
traditional types based on Veldzquez' Aesop and Menip-
pus, but also thoroughly contemporary Parisians;

remains significant. Nor is it the last
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although Haussmann had succeeded in driving them
from the new commercial and residential districts, they
still flourished in the old ones around the Hotel de Ville
and along the rue Mouffetard (Privat d’Anglemont, 305-
306). And the Rag-Picker (R-W 1:137), painted in 1869,
although by then a familiar type in popular art and
literature, was likewisc associated with particular parts
of the city, above all the bizarre colony called the “Villa
des Chiffoniers™ necar the place d'Italie which, according
to a contemporary guide to the Paris underground, con-
tained hundreds of their tiny, tin-roofed hovels, “a city
within a city, . . . the capital of poverty lost in the midst
of the country of luxury” (Privat d'Anglemont, 218).
However revealing of Manet's social sympathies these
pictures of the “capital of poverty” may be, most of those
he painted of Parisian subjects represent the “country of
luxury,” and not only in the last decade of the Empire but
also in the first decades of the Republic. In this respect
the Republic did not differ from its predecessor, complet-
ing all the projects Haussmann had left unfinished and
adding a few of its own. The pictures of “luxury,”
morcover, are often more topical than the others, more
deeply rooted in aspects of the city's social life currently
in vogue and even in certain places and streets only
recently built. Thus the Concert in the Tuileries (fig. 3),
painted in the spring of 1862, depicts a milieu which, to

judge from the attention given it in the illustrated week-

lies, of which the drawing in La Vie parisienne already
cited and an article in Le Boulevard exactly contemporary
with Manet's painting arc examples, was then at the
height of its popularity among the men about town and
demimondaines who pursued each other there (Isaacson
1982, 115, n. 85; Farwell 1973, 80-82). The Spanish
Ballet and the portraits of Lola de Valence and Mariano
Camprubi (cat. 32-34), which date from the fall of the
same year, describe performers who appealed not only to
the Hispanophile in Manet but also to the connoisseur of
urban entertainment; in the company of Baudelaire, he
attended their performances nightly at the Hippodrome,
an arena on the place Victor-Hugo that had opened five
years carlier. The Races at Longchamp (cat. 43), painted
in 1864 and repeated several times thereafter, treats a
subject which had become one of the major events of the
social season and, after the founding of the Grand Prix de
Paris the year before, an international sporting event as
well; moreover, its setting was the new racetrack in the
Bois de Boulogne, completed in 1857 as part of the gran-



10. Edouard Manet. The Balcony, oil on canvas, 1868-1869.
Musée d'Orsay (Galerie du Jeu de Paume), Paris.

diose development of that park. The World's Fair of 1867
(cat. 2), one of Manet's few panoramic views of Paris,
was inspired by a truly topical event, an exhibition open
for only seven months, but one of great significance for
the Second Empire, which built immense galleries on the
Champ de Mars to house it, and for the artist himself,
who had a smaller structure built opposite it on the place
de I'Alma to house a retrospective exhibition of his own
work. The Balcony (fig. 10), shown at the Salon two
years later, represents an architectural motif which,
although not invented by Haussmann's builders, was a
standard feature of their new apartment houses, includ-
ing the one on the rue Saint-Pétersbourg where Manet
had his models pose; a feature that afforded the kind of
extension of private into public space that he describes
here and that the younger impressionists were soon to
exploit (fig. 22, 129). The Gare Saint-Lazare (cat. 10) and
the Ball of the Opera (cat. 39), both dating from 1873,
show recently built or currently fashionable aspects of

11. Edouard Manet. Nana, oil on canvas, 1876-1877. Hamburger
Kunsthalle, Hamburg.

Paris—the one the Saint-Lazarc railroad station and
yard, enlarged six or seven years earlier, and the Pont de
I'Europe, constructed in the same years; the other the
traditional carnival ball which, to judge again from the
frequency of coverage in the illustrated papers, was espe-
cially popular at the time. Nana (fig. 11), exhibited amid
much notoriety in 1877, portrays the type of wealthy
courtesan of the Second Empire who dominates Zola's
novel, published two years later, but who also appears in
his L'Assommoir, issued serially while the picture was in
progress; and just as Zola had interviewed a grande cocotte
of that era, so Manet used as his model an actress and
cocotte of his own era (Hofmann 1973a, 21-23, 90-91).
The Rue Mosnier Decorated with Flags (cat. 86), painted
on 30 June 1878, depicts not only a specific occasion, the
celebration of the success of the latest world's fair, but a
specific location as well, the street Manet saw from his
studio windows; opened by Haussmann nine years earlier
in the development of the Quartier de I'Europe, it was
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not named until three years after the picture was com-
pleted. The Bar at the Folies-Bergére (fig. 49) of 1882, the
last of Manet’s large Parisian subjects, is also one of the
most topical; although this gaudy music hall on the rue
Richer had been noted for its glittering décor and varied
spectacles for almost a decade, its greatest vogue came
later; witness Forain’s picture of 1878 (fig. 50), cartoons
in the illustrated press of that year, and Huysmans'
description in a prose poem of 1879.

The most ambitious of all Manet’s pictures of Hauss-
mann’s Paris would have been the murals he proposed to
paint in the new Hotel de Ville but never received per-
mission to execute. The building, almost entirely de-
stroyed during the Commune, was reconstructed be-
tween 1873 and 1882 and inaugurated in July of that
year; but its decoration dragged on for almost two dec-
ades, so that most of the murals were commissioned in
the late 1890s, long after Manet's death. Hence his
proposal, in a letter to the president of the Municipal
Council in April 1879 (Bazire, 142), seems rather prema-
ture—until we learn that one month earlier the authority
to determine subjects and choose artists, at least for the
sculptural decoration, had been shifted from the central
administration to the council itself (Vachon, 120) and
that its membership included Manet’s brother Gustave
and the friendly critic Castagnary. Manet's hopes “to
paint the life of Paris in the house of Paris” (Proust, 95)
were however soon dashed: his letter received no reply.
And when the council eventually awarded commissions,
it was to artists such as Bonnat, Gervex, and Roll, who
could cleverly combine contemporary urban subjects
with traditional allegorical motifs; Gervex's ceiling on
the theme of music, for example, shows a group of per-
formers and putti floating on clouds and below them a
concert in a modern theater strongly reminiscent of
scenes by Manet and Degas (d'Hancour, 742-747). What
is interesting in the series of subjects Manet proposed on
“the public and commercial life” of his day is that every
one of them referred to structures, infrastructures, or
public amenities created by Haussmann and Napoleon
III: “I would have,” he explained, “Paris-Markets,
Paris-Railroads, Paris-Bridges, Paris-Underground,
Paris-Racetracks and Gardens.” And four of them were
subjects he had already treated in images of the Gare
Saint-Lazare (cat. 10), the Pontde I'Europe (fig. 30), the
races at Longchamp (cat. 43), and the Bois de Boulogne
(fig. 70).
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The recently built Pont de I'Europe and rebuilt Gare
Saint-Lazare were appropriate symbols of the new city
that had emerged, were indeed at the heart of the recent-
ly developed Quartier de I'Europe, an upper-middle class
residential area west of the administrative and commer-
cial centers. Although laid out in the 1820s, it had
remained largely undeveloped until the nearby slums of
Petite Pologne were demolished over thirty years later
(Hillairet, 1:79, 489). It was the former inhabitants of
Petite Pologne, symbols of the old city that had dis-
appeared, whom Manet painted in the Old Musician (cat.
59) a decade before painting the Gare Saint-Lazare in the
same neighborhood. Thus the differences between the
two pictures are not only stylistic—a realism tinged with
romanticism that leaves the setting vague and evocative
versus a full-blown naturalism that defines it explicity—
but are also rooted in the urban development of Paris.
They parallel the differences in style and urban content
between the Absinthe Drinker (fig. 94), posed for by a
rag-picker who frequented the Louvre in the oldest part
of the city, and At the Café (fig. 45), set in a tavern near
the place de Clichy on the edge of the new quarter; or
those between the portrait of Rouviére (cat. 27), a neg-
lected tragedian who played Hamlet on the old boulevard
du Temple, and the portrait of Faure (cat. 28), a world-
famous baritone who performed his Hamlet in the splen-
did new Opera.

In the earlier period, Manet himself had preferred
marginal, somewhat destitute neighborhoods, living in
apartments on the rue de I'Hotel de Ville and the boule-
vard des Batignolles, in an outlying area only recently
annexed by the city, and working in studios on the rue
Lavoisier, a street or two away from Petite Pologne, and
on the rue Guyot, a remote street behind the still unde-
veloped Parc Monceau. But in those years he had also
frequented the fashionable Café Tortoni, identifying
himself with its boulevard clientele, and in that isolated
studio, “surrounded by workshops, all sorts of ware-
houses, courtyards, and huge vacant lots” (Duret, 86),
he had painted the Tuileries Gardens, the races of Long-
champ, and the elegant courtesan Olympia.

In the later period, such a dichotomy was much less
apparent: he lived and worked and often chose his sub-
jects in a relatively restricted area between the place de
I'Europe and the place Pigalle, in the western part of the
Ninth Arrondissement and the extreme eastern part of
the Eighth. For many years his apartment was on the rue



Saint-Pétersbourg and his studio was on the same street
or on the rue d’Amsterdam, both of them in the Quartier
de I'Europe; his favorite haunts were the Café Guerbois,
near the place de Clichy, and the Café de la Nouvelle-
Athenes, on the place Pigalle, though he continued to
frequent Tortoni's on the boulevard; and his Parisian
subjects included, in addition to the Gare Saint-Lazare
and the Pontde I'Europe, others in the same quartier: the
balcony of a building on the rue Saint-Pétersbourg (fig.
10), the celebration of a holiday on the rue Mosnier (cat.
86), and the garden of a friend on the rue de Rome (R-W
1:237). Several of the other sites he painted were clus-
tered around the place de Clichy a few blocks away: the
Brasserie de Reichshoffen (cat. 20), the restaurant of
Pere Lathuille (R-W 1:291), and the bustling traffic of
the place itself (R-W 1:273); or were not much further
away: the ice skating rink on the rue Blanche (R-wW
1:260), the old opera house on the rue Lepelletier (cat.
39), and the Folies-Bergere on the rue Richer (fig. 49).
Of Manet's other Right Bank subjects, only the world’s
fair viewed from the Trocadéro (cat. 2) and a café-concert
on the Champs-Elysées (fig. 39) were further afield, and
both clearly had a universal Parisian appeal. As for the
Left Bank, he painted only one view—a very impressive
one, it is true—of the area around the Pantheon (cat. 4)
and a small sketch of the southern suburb of Montrouge
(R-W 1:159).

To a large extent, then, Manet’s Paris from the late
1860s on was that of the Ninth Arrondissement and
contiguous parts of the Eighth and Seventeenth. It was
an area of the city in which were crowded together a
remarkable number of artists, writers, theater people,
newspaper offices, music halls, opera houses, and cafés
of every variety, an area of which it could still be said
many years later, “Of all the Parisian arrondissements,
this one is without doubt the most Parisian” (Dauzat and
Bournon, 91). It was thus an appropriate setting for the
most Parisian of the impressionist painters. But it is
doubtful that he would have assimilated its spirit so
thoroughly if he had not been convinced that a truly
modern art had to be rooted in the experience of modern
urban life; and this conviction he owed above all to
Baudelaire.

&

THE EARLY 1860s, when Manet began painting Parisian
subjects, after a decade of painting copies and pastiches

of Veldzquez, Titian, and other old masters, were just
the years when he was most closely acquainted with
Baudelaire, who had long been an eloquent advocate of
such subjects, and also the years when Baudelaire him-
self was most deeply involved in treating them in both
poetry and prose. This double coincidence is something
to savor but also something to distrust, for by mid-
century Baudelaire was hardly alone in urging that
artists and writers “be of their own time.” The import-
ance of depicting contemporary scenes and figures rather
than historical ones, and in a contemporary language or
style rather than a classical one, had already been
stressed more than thirty years carlier, when one of the
leading romantics had insisted that writers be of their
time “before everything and in everything” (Nochlin,
104). Manet himself, while still a lycée student in the
mid-1840s, had rejected Diderot’s dictum, “When a peo-
ple’s clothes are mean, art should disregard costume,” by
asserting bluntly, “That is really stupid; we must be of
our time and paint what we see” (Proust, 7).

Yet Baudelaire’s brilliant elaboration of the idea does
mark a turning point in its history: he was the first to
recognize that “the heroism of modern life” was to be
found above all in modern urban life, the first to declare
that “the life of our city is rich in poetic and marvellous
subjects” (Baudelaire 1846, 119). For the romantics,
“being of one’s time” had largely been a theoretical de-
mand in their battle against the established rules and
canons of correctness and their scarch for freshness and
novelty in contact with nature and everyday life. For the
realists, it had a more concrete meaning—that of record-
ing the manners and customs of their own society, espe-
cially of its neglected lower classes, in a sincere and
serious style—and it had a greater application in prac-
tice. But if realist critics like Champfleury called for the
imaging of “present-day personalitics, the derbies, the
black dress-coats, the polished shoes or the peasants’
sabots” (Nochlin, 28), and artists like Courbet painted
them on the monumental scale formerly reserved for the
heroic figures of history and myth, these “present-day
personalities” were largely drawn from rural and small-
town society and thus remained images of its familiar and
timeless types. What Baudelaire had discovered, how-
ever, and urged Manet to discover, was “the transitory,
fleeting beauty of our present life,” by which he meant
urban life, whose energy and complexity constituted a
new source of inspiration (Baudeclaire 1863, 40).
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It was not the urban-industrial milicu as such that he
first claimed for modern art. Gautier had already argued
in 1848 that “a modern kind of beauty,” different from
that of classical art, could be achieved if “we accept
civilization as it is, with its railroads, steamboats, En-
glish scientific rescarch, central heating, factory chim-
neys” (Calinescu, 45-46), almost all of which Manet
went on to paint. He may indeed have heard his teacher
Couture extoll the power of the locomotive, “that gran-
diose and modern chariot,” and the heroism of the en-
gincer, whose “mission has made him grow taller” (Cou-
ture, 254), and this too he eventually planned to paint.
What he would have learned from Baudelaire, and only
from him, was the value of immersing himself in the
dynamism of urban life, of “setting up house in the heart
of the multitude, amid the ebb and flow of movement”
(Baudelaire 1863, 9). This was the writer's prescription
for “the perfect flaneur” in his essay ““Le Peintre de la vie
moderne,” published in 1863, when he was in almost
daily contact with Manet and had recently been “his
habitual companion when Manet went to the Tuileries,
making studies outdoors, " that is, acting like the perfect
flaneur himself (Proust, 39).

In the painting that emerged from those studies, the
Concert in the Tuileries (fig. 3), Baudelaire occupies as we
have seen a prominent position. That Manet does not
hold a corresponding position in Baudelaire's essay, that
the painter of modern life is identified instead as Con-
stantin Guys, a relatively minor draftsman, has often
been taken as a sign of the writer's failure to appreciate
Manet's work sufficiently. And just as often it has been
explained as an unavoidable failure, given the date of the
essay (1859-1860) and his unadventurous production up
to that time. When Manet showed his more recent work
in 1862, Baudelaire was quick to acclaim in it evidence of
“avigorous taste for reality, modern reality,” as well as of
“a lively and abundant imagination™ (Baudelaire 1862,
218). He could hardly have spoken of that taste in the
carlier essay if indeed he was the one who later stimu-
lated it and had even, as is sometimes stated without
proof, suggested the Tuileries concert as a suitably mod-
ern subject.

For such a subject, however, Manet had other sources
as well, which were equally familiar to Baudelaire. One
of them, a wash drawing by Guys of fashionable people
gathered in the gardens of the Champs-Elysées, was in
fact in the writer's collection; and if it is not quite as
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“analogous in conception™ as has been maintained (Hys-
lop and Hyslop, 102), it is nevertheless the kind of au-
thentic record of contemporary life that Manet too would
have found congenial. The many wood engravings of the
Tuileries Gardens and of the concerts given there, which
appeared in illustrated newspapers around 1860, would
have been equally helpful; this was precisely the kind of
imagery, unpretentious yet filled with the flavor of its
time, that Baudelaire had been one of the first to appreci-
ate. In “Le Peintre de la vie moderne,” while implicitly
acknowledging the limitations of Guys' drawings, many
of them made for newspapers, he affirms their import-
ance as “precious archives of civilized life,” alongside
those of Debucourt, Gavarni, and others (Baudelaire
1863, 40), which were likewise precedents or sources for
Manet.

But if the Concert in the Tuileries is Manet's first
important picture of modern life, it is because it trans-
cends those precedents and captures what Baudelaire
called the “heroism™ of that life, in a medium and on a
scale associated with ambitious Salon paintings. Pictures
of equally familiar Parisian sites with figures in contem-
porary dress (e.g., fig. 18) had, it is true, been shown at
the Salon earlier in the century; but the figures had been
small and the sites rendered in a static, topographic
manner. With Manet, not only is the scale larger and the
ambition greater, but the merely contemporary becomes
truly modern; he conveys the immediacy of the urban
flaneur's experience, the force and freshness of his sensa-
tions, however mediated by memories of Veldzquez. And
in this he is indebted to Baudelaire, who affirms in the
same essay: “The pleasure which we derive from the
representation of the present is due not only to the beauty
with which it can be invested, but also to its essential
quality of present-ness” (Baudelaire 1863, 1).

The years around 1860, when Baudelaire wrote and
sought to publish this essay, were also those when he was
most deeply involved in conveying his experience of mod-
ern Paris in both his critical and his imaginative writ-
ings. The one kind of writing reinforced and may well
have influenced the other; for in the art that he dis-
cussed, he discovered those aspects of the city's social life
and physical fabric that most fascinated him as a poet. In
Daumier’s lithographs, he saw “parading before [his]
eyes all that a great city contains of living monstrosities,
in all their fantastic and thrilling reality” (Baudelaire
1857, 177); in Guys' drawings, “all the various types of



fallen womanhood™ to be seen in “that vast picture-
gallery which is life in London or Paris” (Baudeclaire
1863, 37); and both are familiar themes in Les Fleurs du
mal. Also familiar, at least in the poems of these years,
which for the first time bore titles like “Réve parisien”
(dedicated to Guys) and “Paysage parisien,” are evoca-
tions of what he called, in a memorable passage on Me-
ryon’s etchings of old streets and monuments, “the natu-
ral solemnity of a great capital” (Baudelaire 1862, 221).
This passage first appeared in the “Salon de 1859,
where he also discussed for the first time “the landscape
of great cities, . . . that collection of grandeurs and
beauties which results from a powerful agglomeration of
men and monuments” (Baudelaire 1859, 200).

In these years too Baudelaire wrote most of the prose
poems—some published during his lifetime, the rest only
posthumously—that constitute the Spleen de Paris, his
most profoundly original meditations on the modern city,
and he grouped his recent poems on Parisian subjects
with several older ones to create, in the second edition of
the Fleurs du mal (1861), the section entitled “Tableaux
parisiens.” One of the new poems, “Le Cygne," is about
Haussmann's transformation of Paris: set in the place du
Carrousel, the great public space created six years carlier
when the old streets and tenements adjacent to the
Louvre were demolished, it evokes the bohemian life that
once flourished there and laments its disappearance:
“The old Paris no longer exists (the form of a city changes
more quickly, alas, than the heart of a mortal)” (Baude-
laire 1861, 96).

How much of this writing had an impact on Manet, it
is hard to say. The poet’s somber vision of Paris, summed
up in the famous verse in which he calls it “hospital,
brothel, purgatory, hell, prison,” seems at first to bear
little resemblance to the painter’s essentially luminous
vision. In fact they shared a more complex, ambivalent
attitude toward the city, one that revealed itself explicitly
in Baudelaire's oscillation between “lyrical celebrations”
and “vehement denunciations” of modern life (Berman,
134) and only implicitly in Manet’s alternation between
themes of middle-class pleasure and lower-class aliena-
tion. Two examples of convergence in their treatment of
la vie élégante have been noted: the Concert in the Tuileries
(fig. 3) and the picture in “Les Veuves™ of a military
concert in a public garden, where “shimmering gowns
trail on the ground; glances cross each other; idlers, tired
of having done nothing, loll about”; and Olympia (fig. 7),

the very type of the elegant Parisian courtesan, and the
image in “Les Bijoux” of the poet’s beloved lying naked
before him, wearing “only her sonorous jewels,” with
“her eyes fixed on [him] like a tamed tigress” (Hyslop and
Hyslop, 99-100, 111-112). An example in their treat-
ment of la vie de bohéme has also been cited: the Absinthe

Drinker (fig. 94) and the portrait in “Le Vin des chiffo-

niers” of a solitary rag-picker in an old, decrepit neigh-
borhood, absorbed in his reverie, “intoxicating himself
with the splendors of his own virtue” (Hanson 1977, 55);
and to it can be added a second example: the Philosopher
(fig. 9) and the vivid sketch in “La Fausse Monnaie” of a
beggar encountered outside a tobacco shop, “holding out
his cap with a trembling hand,” with “a look of mute
eloquence in his pleading eyes” (Baudelaire 1869, 58).
Contrasts of this sort, inspired by a deep awareness of
the contradictions in urban society, are familiar in the
work of Baudelaire; much less so in that of Manet. Yet it
is sufficient to compare his two major paintings of mod-
ern life of 1862, the Concert in the Tuileries and the Old
Musician (cat. 59), one sct in a formal garden near an
imperial palace, the other in a wasteland near a recently
demolished ghetto; one summing up “the pageant of
fashionable life,” the other “the thousands of floating
existences” (Baudelaire 1846, 118), to realize how keen
his own awareness was. It was indeed, for all his so-
called detachment, that of the “perfect flaneur” who
becomes “one flesh with the crowd,” for Manet is pres-
ent in both pictures—in the one quite literally, as a
Baudelairean dandy and boulevardier; in the other sym-
bolically, as a Baudelairean beggar and alter ego for the
artist. But the two worlds do not come together; whereas
in the Painter's Studio (fig. 12), exhibited seven years

earlier, and long recognized as a source for both of Ma-
net's pictures, Courbet had shown them sharing the
same space and himself poised between them. At the
right are the writers, musicians, intellectuals, patrons,
and other members of his circle, among them the ubi-
quitous Baudelaire; at the left, the beggar, the poacher,
the mountebank, the Wandering Jew, and other disin-
herited types whom Courbet had also met. But the latter
remain anonymous types, while the former are indi-
viduals, just as the people in Manet's Concert are all
individuals, while the old musician and his friends are
types (Farwell 1973, 91).

Ultimately, what links Manet's images of modern
Paris with Baudelaire's, beyond the social contradictions
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12. Gustave Courbet. The Painter’s Studio, oil on canvas, 1855, Musée du Louvre, Paris.

implicit in their subject matter, is the depth of their
understanding of the distinctly modern forms and con-
tent of urban life. This is most evident, in the writer's
work, in the prose poems of the late 1850s and 1860s,
initially entitled Spleen de Paris, more than half of which
have a Parisian setting; and in the artist's work, in
paintings and pastels of the late 1860s and 1870s, when
he had largely abandoned his dialogue with older art and
confronted modern Parisian life directly. That he recog-
nized the value of Baudelaire’s book and its roots in urban
experience is clear from his offer to provide an etched
portrait of the author (fig. 13), based on that in the
Tuileries picture, “wearing a hat, in fact out for a walk,”
as a frontispiece for the posthumous edition (Hauptman,
215). To convey the very look and feel of that experience,
each of them sought to stretch the limits of his art. For
the poet, this meant inventing a new language, “a poetic
prose, musical without rhythm and rhyme, supple
enough and rugged enough to adapt itself to the soul’s
lyrical impulses, the undulations of revery, the leaps and
jolts of consciousness,” a prose derived “above all from
the exploration of enormous cities and from the converg-
ence of their innumerable connections” (Baudelaire
1869, ix-x). For the painter, it meant breaking with
conventional rules of composition, perspective, and fin-
ish to create images of the city in which key figures are
placed off-center or cut by the frame, as in the Ball of the
Opera (cat. 39); space becomes disjunctive and objects
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13. Edouard Manet. Portrait of
Baudelaire, etching, second state,
1869. Bibliothéque Nationale, Paris.

within it incommensurable, as in the World's Fair (cat.
2); and sensations are recorded in a swift shorthand that
gives the appearance of a sketch, as in the Funeral (cat.
4). And for both it meant employing a previously spurned
vernacular style, whether it was the racy language of the
streets or illustrations in the popular press.

[t is above all their treatment of certain themes, which
“carry a mythic resonance and depth that . . . transform
them into archetypes of modern life” (Berman, 148), that
reveals the profound affinities in their vision. Three
such “primal modern” themes in particular stand out:
estrangement in the midst of conviviality, indifference in
the presence of death, and suicide, that uniquely modern
form of revolt. Baudelaire treats the last of these in “La
Corde,” which is dedicated to Manet and inspired by an
event he had related, the suicide by hanging of a poor,
deranged boy whom he had befriended and used as a
studio assistant and occasional model (Baudelaire 1869,
64-67). Always said to have taken place some years ear-
lier, it must actually have occurred in 1861-1862 in
Manet'’s studio on the rue Guyot; this is what his widow
recalled (Morcau-Nélaton 1906, no. 10; Moreau-
Nélaton 1926, 1:38) and what the poem itself suggests:
an “out of the way neighborhood . . . where great grassy
spaces still separate the houses” (cf. Duret, 86). It was
there that he painted the Old Musician (cat. 59) early in
1862, in which a poor boy is standing beside the gypsy
violinist: does the narrator of “La Corde” have this in



14. Edouard Manet. The Suicide, oil on canvas, 1877.
E. G. Biihrle Foundation, Ziirich.

mind when he says, “I would disguise him, sometimes as
alittle gypsy . . . with the vagrant musician’s violin” (cf.
Mauner, 18)? And did Manet himself have the poet’s
conception of suicide as “the achievement of modernism
in the realm of passions, . . . the only heroic act that
remained” (Benjamin 1973, 75) in mind when he painted
the victim of a self-inflicted death lying alone in a fur-
nished room, a gun still in his hand (fig. 14)?

Death is also the theme of “Le Tir et le cimetiere,”
published shortly after Baudelaire was buried in the
Montparnasse Cemetery and at about the same time
Manet painted the Funeral (cat. 4), which is set there
and may commemorate that event (Mauner, 120). Both
works deal with the burial of the dead by stripping it of its
earlier meaning—the pathos of a personal tragedy, as in
romantic art; the dignity of a communal ceremony, as in
realist art—and investing it instead with the familiar
modern feelings of indifference, cynicism, and irony.
Baudelaire’s flaneur has come upon a tavern opposite a
cemetery, a self-styled “Cemetery View Tavern,” and
after he has “drunk a glass of beer facing the graves and
slowly smoked a cigar,” has decided to walk among them;
but his thoughts are “interrupted at regular intervals by
shots from a nearby shooting gallery” (Baudelaire 1869,
92-93). In short the modern city, in all its vulgarity and
violence, has encroached on the once-sacred “sanctuary
of Death.” In Manet's picture indifference takes a differ-
ent form: the funeral cortege seems lost amid tall trecs

15. Edouard Manet. A Café in the Place du Théitre- Frangais, oil and pastel,
1881. The Burrell Collection, Glasgow Museums and Art Galleries.

and public buildings, its figures small and blurred; the
day is gloomy and the weather threatening, as if nature
shared the pervasive malaise. But this detachment too
has an ironic twist: the Pantheon, resting place of some
of France’s most illustrious writers, is not quite aligned
with the much maligned poet’s hearse.

Not death as such but alienation, a kind of living
death, is the theme of “Les Yeux des pauvres,” which is
set “in front of a new café forming the corner of a new
boulevard” (Baudelaire 1869, 52-53), one of those cre-
ated by Haussmann. It is also the theme of Manet’s café¢
pictures, especially the one showing a café on the place
du Théatre-Francais (fig. 15), another new establish-
ment in a public space created by Haussmann. Both are
depicted as opulent and dazzling, the gas lamps “lighting
with all their might the blinding whiteness of the walls,
the expanse of mirrors, the gold cornices and moldings,”
but in both works this luxury only heightens the poverty
of human relationships. Baudelaire’s couple are doubly
estranged—unable to cross the class barrier separating
them from the poor family in the street who observe them
enviously, and equally unable to reconcile their own
differences in facing such a challenge. Manet’s café-
dwellers may all belong to the same world socially, but it
is a world of strangers adrift in a seemingly limitless
space, who are cut off severely at its edges, reflected
ambiguously in its mirrors, remote from each other even
when seated together, and like the man at the left no
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more substantial than smoke. In images such as these we
rediscover the city of today, the truly modern city in all its
fascination and complexity, of which the Paris of Manet
and Baudelaire was the first example and for almost a
century the last type.

It was, however, much more than a city of alicnated
classes and individuals, of dreary funerals and disrespect
for the dead, of suicides in remote studios and furnished
rooms, however “primal” these themes may be for later
modernist experience. For it was also a city of theaters,
restaurants, and cafés-concerts, of international fairs and
patriotic celebrations, of masked balls at the Opera and
concerts in the Tuileries Gardens, of beggars, rag-
pickers, and gypsy musicians, of common strectwalkers
and fashionable courtesans, and at times of barricades in
the streets and warfare between the classes. These too
were Parisian subjects, and as such were also treated by
Manet and his contemporaries in the paintings, draw-
ings, and prints shown in this exhibition. They are
grouped in nine sections, preceded by a portrait of the
artist (cat. 1): The City Viewed (cat. 2-9); The Railroad
Station (cat. 10-17); The Café and the Café-Concert (cat.
18-26); The Theater and the Opera (cat. 27-41); Outside
Paris: The Racetrack (cat. 42-50); Outside Paris: The
Beach (cat. 51-58); The Street as Public Theater (cat.
59-71); The Street as Battleground (cat. 72-85); and The
Public Holiday (cat. 86-100).
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Prologue:
Portrait of the Artist

B OTH HIS personal charm and distinction and his
position as a leader of the avant-garde made Manet
one of the most frequently portrayed artists of his time.
His forceful personality, his elegantly cut figure, his
“expressive, irregular face,” in which Zola recognized
“an indefinable finesse and vigor” (Zola 1867, 85-86),
clearly commanded attention; and his acknowledged au-
thority among the future impressionists of the so-called
Batignolles School made him an appropriate subject.
Two of the most familiar images of that group, painted in
1870 shortly before a war and a revolution disrupted their
lives, show him as the dominant personality. In Fantin-
Latour’s Studio in the Batignolles (fig. 16), the studio is
that of Manet himself on the rue Guyot, and he alone
among the grave young men assembled there—Monet,
Renoir, Bazille, and Zola, among others—is seen at
work. In Bazille's The Artist's Studio on the Rue de la
Condamine (ill. Rewald, 235), the central figure examin-
ing the picture on the easel, flanked by Monet and Bazille
himself, is once again Manet. He had already occupied a
leading position six years earlier in Fantin’s portrait of
the realist circle, the Homage to Delacroix (cf. Rewald,
89), in which he and Whistler alone stand beside the
effigy of Delacroix, and the others—Baudelaire and
Champfleury among the writers, Legros and Bracque-
mond among the artists—are seated at the sides.

In other portraits of the 1860s, Manet appears in an
equally familiar role, that of the man of the world, ele-
gant and supremely at ease. Degas’ drawings show him
standing at the racetrack, a lithe figure in his well-cut
clothing, one hand thrust into his jacket pocket (ill.
Rewald, 109), or seated casually on a caned chair, his tall
silk hat on the floor beside him; and Degas’ remarkably
astute double portrait (ill. Rewald, 108) shows him
listening to his wife play the piano, while he leans back
on a sofa, one leg drawn up beneath him in a pose of
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16. Henri Fantin-Latour. A Studio in the Batignolles, oil on canvas,
1870. Musée d'Orsay (Galerie du Jeu de Paume), Paris.

studied nonchalance. In Fantin’s more formal portrait of
1867 (fig. 1), a work intended for the Salon, he is pre-
sented instead as a fashionable Parisian, impeccably
dressed in a dark jacket and vest, light trousers, and silk
hat, and holding a walking stick and kid gloves rather
than a palette and brushes. Only in Monet’s portrait,
painted seven years later in the younger man'’s garden at
Argenteuil (ill. Rewald, 342), is he shown absorbed in
his work, a landscapist like any other in his smock and
sun hat; but this is of course Monet’s own image of the
artist. For in the other portraits of the mid-1870s, it is
Manet's forceful personality that emerges: in Des-
boutin’s etching (ill. Rewald, 366) he seems somber and
brooding; in Carolus-Duran’s (ill. Rewald, 374), more
quizzical and amused; but in both works his innate re-
finement, intelligence, and powerful will are clearly
apparent.
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Edouard Manet (1832-1883)
1 Self-Portrait, Half-Length, 1879

Oil on canvas, 32'Vie x 26% in. (83 x 67 cm.)
Not signed or dated

Private collection, New York

R-W 1:276

& For all its urbane reticence in contrast, say, to
Courbet’s or Van Gogh's paintings of themselves, this
rare self-portrait is deeply revealing; indeed its very
urbanity is a revelation. It is an image of the painter of
modern Paris as a modern Parisian—alert, intelligent,
skeptical, and fastidious. Dressed in a tan jacket and
black bowler, with a stickpin in his black silk cravat, he is
the very type of the fashionable boulevardier of his day.
Such attire may seem unexpected for a painter at work,
but in Renoir’s portrait of 1875 Monet too wears a jacket
and hat while working indoors, and in Fantin-Latour’s
group portrait of 1870 (fig. 16) Manet himself wears
formal dress while working in his studio. It was in fact
the only possible attire for an artist whose sophisticated
taste all his contemporaries noted. “He loved elegance
and frequented society,” one of them remarked, “charm-
ing people by the distinction of his manners and the
finesse of his language” (Bazire, 25). “When Manet
went to the Tuileries, making studies outdoors,” another
recalled, “the strollers looked with curiosity at this ele-
gantly dressed painter” (Proust, 39). He already appears
as such in one of his earliest self-portraits, that of the
young dandy wearing full morning dress in the picture
based on those studies in the Tuileries (fig. 3), and he
does so again in one of his latest, a picture contemporary
with the one exhibited here (R-W 1:277), where he wears
pin-striped trousers and the same jacket, cravat, and pin.
That he twice represented himself in 1879 as a stylish
and successful Parisian artist becomes more meaningful
when we learn that in this very year “Manet, at the
height of his career, had achieved the kind of renown
that rightfully belonged to him during his lifetime. He
was one of those who were most in the public eye in
Paris” (Duret, 156). He had, in effect, been recognized
at last as the Parisian painter par excellence.

In envisaging himself in this role, Manet evidently had
in mind that of Veldzquez as the supreme painter of
Madrid, for his attitude and pose are remarkably like
those in the famous self-portrait in the Maids of Honor
(fig. 17). After seeing it in the Prado, Manet had de-
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clared it “an extraordinary picture” and its author “the
painter of painters,” one whom he hoped to match in
precisely the kind of sensitivity and swift, confident
execution he reveals in this self-portrait (Mauner, 149-
150). His identification with Veldzquez was a very old
one: both in its pose and its position in the whole, the
self-portrait in his Concert in the Tuileries was based
directly on a supposed self-portrait in the Little Cavaliers,
a picture in the Louvre formerly attributed to the Span-
ish master, which Manet had copied repeatedly (Sand-
blad, 37-39). And equally old was his interest in the
Maids of Honor as an ideal image of the artist in his
studio; for in his Scene in a Spanish Studio (R-W 1:25),
painted twenty years earlier than the self-portrait ex-
hibited here, the artist facing us with his head tilted
thoughtfully and his palette in hand is clearly based on
the one in Veldzquez' masterpiece.

17. Diego Veldzquez. The Maids of Honor (detail), oil on
canvas, 1656. Museo del Prado, Madrid.



PORTRAIT OF THE ARTIST 31




Plate 6. Auguste Renoir. The Pont Neuf, 1872. Cat. 5.



1

The City Viewed

I N THE LONG history of the pictorial representation of
Paris, Manet and the impressionists played a decisive
role: they transformed an imagery that, in previous gen-
erations, had largely been the province of topographers
and illustrators into a source of inspiration for major
artists, and in doing so they established the modern city
as one of the most characteristic themes of modern art.
But they could play such a role only because the stage
had been set by the momentous transformations that
occurred in the city itself and in its society and culture.
The dramatic expansion of the population and physical
fabric of Paris in the mid-nineteenth century produced a
large middle-class audience eager to sec itself and its
world represented in a realistic style. And the rapid
development, first of lithography and wood engraving,
then of photography and photo-mechanical reproduc-
tion, enabled artists and publishers to satisfy this de-
mand efficiently and inexpensively. Hence the appear-
ance of suites of lithographs like Eugéne Guérard's Phy-
sionomies de Paris, of publications like Le Diable a Paris
with wood-engraved illustrations, and of countless stere-
oscopic photographs of familiar sites like the Bourse and
the Pont Neuf (Wilhelm, 98).

The flood of urban imagery was further swelled by the
debate then going on over Haussmann's destruction of
old buildings and streets and by the growing nostalgia for
vieux Paris that emerged in its wake. Hence the produc-
tion of albums like Laurence’s Les Restes du vieux Paris, of
etchings of the oldest quarters by Meryon, Martial, and
Flameng, and the photographic campaigns of Le Secq
and Marville sponsored by the city itself (Hambourg
7-11); but also, on the other side of the debate, the
publication of lavishly illustrated books proclaiming the
glories of the new capital, such as Labédolliere’s Le
Nouveau Paris and Audiganne’s Paris dans sa splendeur. In
paintings of the 1860s, the lingering appeal of vieux Paris
is evident in views of the Seine and the apse of Notre-
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Dame at sunset by Daubigny and Jongkind, whereas an
altogether different vision of the city emerges in the work
of Manet and the future impressionists.

Identifying themselves with the dynamic and progres-
sive aspects of urban society, an attitude epitomized in
Manet's view of the world’s fair of 1867 (cat. 2), these
artists depicted Paris as a place of ceaseless movement
and change, of animated streets and bridges, seen under
equally fleeting conditions of weather and light. Monet
and Renoir painted the quays of the Seine in 1867 and the
Pont Neuf in 1872 (cat. 5, 6) as vital parts of the modern
city, teeming with pedestrians and vehicles and observed
from vantage points that imply their own movement;
whereas Giuseppe Canella, creator of a series of pano-
ramic views of Paris in the Italian vedute tradition,
painted the same quays and bridge in 1832 (fig. 18) as
familiar historic sites, seen from a fixed and distant
vantage point. In their focus and angle of vision, the
impressionist pictures are closer to contemporary stereo-

scopic photographs of the Pont Neuf, such as Hippolyte

Jouvin’s (fig. 24), and altogether remote from Meryon’s
etching of the mid-1850s, in which the massive, turreted
forms of the seventeenth-century bridge loom up against
the sky.

In the same way, Monet and Renoir painted the grands
boulevards in 1873-1875 (e.g., fig. 19) as the very center of
the city's commercial and social life, choosing positions
directly above or immersed within the traffic; whereas
Thomas Shotter Boys, producer of many views of old and
modern Paris in the tradition of Bonington, painted the
boulevard des Italiens in 1833 (fig. 20) as a serene and
uncongested space, seen from a viewpoint remote enough
to suggest stability rather than movement. And when
Pissarro, who had previously preferred the traditional
forms of rural life but now found the capital and its
thoroughfares “so luminous and vital,” so “completely
modern” (Pissarro, 316), turned late in life to urban
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themes, he conceived his painting of the boulevard des
Italiens (cat. 9) as nothing but an image of flux, a field of
ceaseless motion in which the carriages, omnibuses, and
strollers, and even the restless branches of the trees and
the endless windows of the facades, all seem to partici-
pate.

Even when they depicted familiar landmarks—some-
thing difficult to avoid in a city as rich in history as
Paris—the impressionists saw them as embedded in the
fabric of the modern metropolis and enveloped in the
light and weather of the moment. Moreover, they gener-
ally preferred distant views, “in which the very height
and range of the artist’s vantage point tends to distance
the spectator from either involvement in the dramatic
anecdote or absorption in minute descriptive detail”
(Nochlin, 168-169). In Manet's view of the world’s fair
(cat. 2), for example, the spires of Sainte-Clotilde, the
towers of Notre-Dame, and the domes of the Invalides
and the Pantheon are bathed in light and partly obscured
by atmosphere, in effect rendered timeless and unhistor-
ical. In his Funeral (cat. 4), the domes of the Sorbonne
and the Pantheon and the belfry of Saint-Etienne-du-
Mont are reduced to barely identifiable silhouettes
against the stormy sky; whereas in Meryon'’s etching of
1852, that church stands forth in all its ornate Renais-
sance splendor. Very much the same attitude governs
Monet's picture of Saint-Germain-lI'Auxerrois in 1867
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Left: 18. Giuseppe Canclla. The Pont Neuf and
the Cité, oil on canvas, 1832. Musée Carna-
valet, Paris.

Top right: 19. Auguste Renoir. The Grands
Boulevards, oil on canvas, 1875. Henry P.
Mcllhenny, Philadelphia.

Bottom right: 20. Thomas Shotter Boys. The
Boulevard des ltaliens, Paris, watercolor, 1833.
The British Muscum, London.

and Renoir’s of La Trinité in 1882, despite their closer
vantage points. And interestingly, it also governs the
many panoramic views of Paris “painted” by Zola in his
novels of those years.

The sweeping view of the city stretched out below
them at sunset seen by Saccard and Angele from the
heights of Montmartre in La Curée (1872), the broad
vista of the Seine, the Cité, and the Ile Saint-Louis seen,
and also painted, by Claude Lantier in L'Oeuvre (1886),
and above all the five truly impressionist tableaux of the
city seen by Hélene Grandjean from her apartment near
the Trocadéro or from a nearby cemetery, in different
seasons and at different times of day, in Une Page damour
(1878) are but three examples in Zola’s fiction. And since
he locates Héléne's apartment on the rue Vineuse, very
near the spots from which Manet and Berthe Morisot
had painted their views of Paris (cat. 2, 3), his descrip-
tions coincide with theirs in many respects and may even
have been influenced by them, just as they seem to have
been influenced by Monet’s views of the Tuileries Gar-
dens of 1876. By contrast, the first great literary descrip-
tion of this sort, Hugo's vision of medieval Paris as seen
from one of the towers of the cathedral in Notre- Dame de
Paris (1831), provides a vista like that in Meryon’s prints
of Notre-Dame and the Tour Saint-Jacques, in which
the human constructions, the historic buildings and
streets, are alone what predominate.
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Edouard Manet
2 The World’s Fair of 1867, 1867

Oil on canvas, 42%2 x 77% in. (108 x 196.5 cm.)
Signed, lower right, in Mme Manet's hand: Ed.
Manet

Nasjonalgalleriet, Oslo
R-wW 1:123

{8 [n this unusally large and ambitious composition,
Manet'’s vision of his society and its capital city coincides
with that of the society itself to an unusual extent.
Painted in the summer of 1867, when the Second
Empire's exposition universelle on the Champ de Mars
and his own retrospective exhibition across the Seine on
the place de I'Alma were both open and Paris was teem-
ing with visitors from all over the world, it conveys in its
panoramic view of the city and fairground, in its ani-
mated figures of varied background, and even in its
luminous atmosphere and confident execution, a faith in
those values that the exhibition stood for—universality,
progress, and hope (Mainardi, 112-113). This euphoric
mood was not to last for either the artist or his society:
within two months of the opening of both exhibitions,
Manet had left Paris for a badly needed vacation, disillu-
sioned by the almost universal hostility his bold attempt
to reach a large audience had encountered, and news had
reached France of the execution of the Emperor Maximi-
lian in Mexico, the latest and most serious indication of
Napoleon 111's inability to resolve his problems at home
and abroad. But in that brief period in June when Manet
chose to celebrate his country’s optimistic faith in mate-
rial and cultural progress and in itself as a world power,
and to identify with it his own dream of self-fulfillment
and recognition, such a picture could still be painted, and
in it a symbol of hope and the world— his friend Nadar’s
balloon “Le Géant”—could still be shown floating above
the fair (Mainardi, 112).

Even in choosing a position from which to view the
exhibition, Manet was in step with the times. For it was
just this perspective, from the Trocadéro hillside on the
opposite bank of the Seine, that was recommended in
contemporary guidebooks and preferred in popular
orientation and souvenir prints (e.g., fig. 21; cf. Mainar-
di, 110). His exact position has been located at the top of
the hill, at the intersection of the rue Vineuse and the
rue Franklin (Willoch, 108); but as Berthe Morisot's
view of the same scene from that very position (cat. 3)
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VUE GENERALE DE PARIS ET DE LEXPOSITION UNIVERSELLE DE 1867 PRISE DES HAUTEURS DI' TROCADERO.

21. Artist unknown. View of Paris and the World's Fair of 1867,
Epinal print, 1867. Bibliothe¢que Nationale, Paris.

makes clear, Manet actually stood halfway down the
hillside, closer to the exhibition that was his real subject.
Like the popular printmakers, he followed a principle of
synecdoche, representing the vast urban panorama by a
few of its most familiar landmarks—from left to right,
the twin spires of Sainte-Clotilde, the twin towers of
Notre-Dame, the dome of Saint-Louis-des-Invalides,
and the dome of the Pantheon—and the mazelike fair-
ground by some of its most distinctive structures—again
from left to right, the columnar French lighthouse, the
immense exhibition hall, and the cagelike English light-
house (Mainardi, 111).

But unlike the printmakers, who employed a bird’s-eye
perspective in order to show the fairground and the city
as clearly as possible, sometimes combining this with a
conventional perspective of the Trocadéro gardens and
their sightseers (fig. 21), Manet viewed the whole from a
single, relatively low vantage point; and as a result, his
picture contains more overlapping of forms and hence
more confusion for the eye. In addition, he juxtaposed
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rather abruptly the gardens and figures on the near shore
of the Seine and the trees and exhibition buildings on the
far shore, virtually eliminating the river itself and its
quays. Although this prevented him from conveying
accurate topographic information, which was one of the
popular printmakers’ primary objectives, it enabled him
to achieve a plastic strength and solidity altogether for-
eign to them, and also to express more fully than they the
overwhelming abundance and variety of sensations
stimulated by an immense world's fair (Hofmann 1973b,
174-175).

The foreground figures, too, play their parts in con-
veying that sense of cosmopolitan diversity. Apparently
scattered informally, though in fact aligned along diagon-
als intersecting at the amazone in the center, they in-
clude, in addition to this female rider, a workman, two
working-class women, a cocodette and her companion, a
pair of bourgeois sightseers, two street urchins, two
middle-aged dandies, three imperial guardsmen, and
Manet'’s adopted son Léon Leenhoff walking his dog.
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Berthe Morisot (1841-1895)
3 View of Paris from the Trocadéro, 1872

Oil on canvas, 18%16 x 326 in. (46.1 x 81.5 cm.)

Signed, lower left: Berthe Morisot

Santa Barbara Museum of Art, Gift of Mrs.
Hugh N. Kirkland

Bataille and Wildenstein, no. 23

& Sometimes dated 1866 and cited as a source of
inspiration for Manet's view of the same scene (cat. 2),
Morisot's was in fact painted five years later than his.
But it need not, in its turn, have been inspired by Ma-
net’s view; for the two were taken from different posi-
tions—his from a point halfway down the Trocadéro
hillside, near the edge of the circular lawn shown in
Morisot’s picture; hers from a point at the top of the hill,
where the rue Franklin enters the place du Trocadéro—
and they were conceived in a different spirit. Manet'’s
subject is an episode in modern history, an international
exhibition and its cosmopolitan audience, and Paris is
merely its setting; Morisot’s is a modern urban land-
scape, a panorama of the city and its major monuments,
and the figures are merely incidental.

It was, moreover, a perfectly natural place-for Morisot
to choose, since her house was only two blocks away on
the rue Franklin (Morisot, 17); so natural, in fact, thatin
the same year she painted another view of the same scene
(fig. 22), showing her sister Edma Pontillon and her
niece Paule Gobillard enjoying that view from the bal-
cony of their house. These must also be the figures who
appear, along with Paule’s mother Yves Gobillard, in the
foreground of the version exhibited here. The panoramas
of the city, with the Seine, the Pont d'Iéna, and the Pont
deI'’Alma in the middle distance, are virtually identical in
the two pictures; but since the vantage point is further to
the southwest in the Balcony, the buildings on the sky-
line are aligned somewhat differently. In both works the
gilded dome of Saint-Louis-des-Invalides appears to the
right, and the neo-Gothic spires of Sainte-Clotilde to the
left, of center; but in the View of Paris from the Trocadéro,
the distant towers of Notre-Dame are closer to Sainte-
Clotilde, those of Saint-Sulpice are to the left rather than
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22. Berthe Morisot. The Balcony, oil on canvas, 1872. Private
collection.

the right of the Invalides, and the still more distant dome
of the Pantheon is also visible at the right. Nearer the
river, there appear in both pictures the vast open space of
the Champ de Mars, now cleared of the buildings erected
for the 1867 exhibition, and across the river the gardens
of the Trocadéro, not yet transformed for the next one in
1878.
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Edouard Manet
4  The Funeral, c. 1867

Oil on canvas, 28% x 35% in. (72.7 x 90.4 cm.)

Not signed or dated

The Metropolitan Museum of Art, New York,
Wolfe Fund, 1909, The Catharine Lorillard
Wolfe Collection

R-W 1:162

X Although it is primarily an expression of a tragic
mood which all of nature seems to echo, from the agitated
black-green trees to the stormy gray-blue sky, this power-
ful painting of a funeral procession is also a view of a
particular part of Paris. The question is, which part?
The buildings dramatically silhouetted against the sky
are usually identified, from left to right, as the Observa-
toire, the Val-de-Grace, the Pantheon, Saint-Etienne-
du-Mont, and the Tour de Clovis, seen from the foot of
the Butte Mouffetard (R-W 1:162) or the rue de I'Estra-
pade (Tabarant 1947, 171) or the rue Monge (Nochlin,
93), that is, from a position on one side or the other of the
Montagne Sainte-Geneviéve. Actually, even the three
buildings at the right cannot be seen in this alignment
from the rue Monge; and if they can be seen from the rue
de I'Estrapade, the two at the left cannot—not without
turning to look in an entirely different direction, south-
west rather than north. And if the view is taken from a
position much further south, which the presence of
those two indeed requires, they cannot be seen aligned in
this way with the other three. We must conclude either
that Manet, working from memory and perhaps from
sketches, though none have survived, represented the
five buildings in a manner that is topographically im-
possible but pictorially varied and interesting or that they
have not been identified correctly.

About the Pantheon, the belfry of Saint-Etienne-du-
Mont, and the Tour de Clovis, there can hardly be any
doubt; but the small cupola could belong to many build-
ings, both sacred and secular, besides the Observatoire,
and the large dome near it could be that of the Sorbonne
rather than the Val-de-Grice, since the two are equally
prominent and very similar in design. In two of Monet's
views of the Left Bank contemporary with Manet’s (e.g.,
fig. 23), the Sorbonne, the Pantheon, and Saint-
Etienne-du-Mont stand out clearly on the skyline,
though in the reverse order, since they are seen from the
north. If the domed building in the Funeral is indeed the
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23. Claude Monet. The Garden of the Princess, oil on canvas, 1867.
Allen Memorial Art Museum, Oberlin College, Oberlin, Ohio.
R. T. Miller, Jr., Fund.

Sorbonne, and it is aligned in this way with the other
buildings, then the place from which they are all seen is
toward the southwest, in the area of the Cimetieére de
Montparnasse. The only cemetery on the Left Bank, it is
obviously an appropriate setting for a funeral procession
and would also account for the open green space with
large trees surrounding it, as well as for the rather
distant look of the buildings silhouetted against the sky.



This identification of the locale may also enable us to
specify the occasion. It is most likely the funeral of
Baudelaire, one of Manet's closest friends, which took
place in the Montparnasse Cemetery on a stormy day in
September 1867—Banville's eulogy at the grave was in
fact interrupted by rain—and was attended by a small
number of the poet’s companions, among them Manet
(Mauner, 120). It has also been suggested that the

gloomy atmosphere of his picture accords well with the
long months of hardship he experienced during the Fran-
co-Prussian War, and that its counterparts stylistically
are the bleak snow scenes he painted in the winter of
1870-1871 (Richardson, 124). But the imperial guards-
man shown in the funeral procession would have been an
anachronism after the fall of the Empire in September
1870.
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Auguste Renoir (1841-1919)
5  The Pont Neuf, 1872

Oil on canvas, 29% x 367 in. (75.3 x 93.7 cm.)

Signed and dated, lower left: A. Renoir. 72

National Gallery of Art, Washington, Ailsa
Mellon Bruce Collection 1970

8 From the early seventeenth century, when it was
completed and lined with shops, the Pont Neuf had been
amajor traffic artery and center of commerce in the heart
of old Paris, and as such had been the subject of countless
images, both historical and topographic. Typically, as in
an anonymous engraving of ¢. 1710 (Hillairet, 2:174) and
a lithograph by Victor Adam of 1830 (Farwell 1977, no.
70), it was shown crowded with vehicles and pedestrians
of all types, though by then the shops had been removed.
It is to this long pictorial tradition that Renoir’s painting,
with its wealth of descriptive detail, ultimately belongs,
despite his apparent emphasis on the momentary aspects
of light and atmosphere. He was in fact so interested in
describing accurately the appearance of the strollers,
policemen, delivery boys, and street vendors that he had
his brother Edmond stop them briefly, one at a time, on
the street below while he painted them from the second-
floor window of a café overlooking the bridge (Rewald,
281). Situated on the Right Bank, near the intersection
of the rue du Pont Neuf and the quai du Louvre, it
afforded a sweeping view of the bridge, the Seine, and
the opposite bank. Easily recognizable in Renoir’s view
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are, at the left, the quai de I'Horloge on the Cité and
beyond it the quai des Grands Augustins on the Left
Bank; in the center, the Pont Neuf and its continuation
into the rue Dauphine on the Left Bank; and at the right,
the Vert Galant at the tip of the Cité, with its equestrian
statue of Henri IV, and beyond it the quai Conti on the
Left Bank.

What is absent from this bare description of the site is
precisely what is most valuable in Renoir’s vision of it,
the feeling of well-being and vitality that pervades every
aspect of the picture, from the stylish figures strolling in
the bright sunshine to the small clouds floating in the
deep blue sky, their light shapes echoing the darker ones
formed by the figures and their shadows. It is a radiant
vision of a city rich in history and tradition, yet equally
rich in its present resources, a city thriving and attractive
once again, only a year after having been humiliated by a
foreign occupation and partly destroyed by a devastating
civil war. The mood was appropriate enough for those
times of renewed activity and patriotic pride, even if the
picture was not explicitly intended as a comment on
them.
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Claude Monet (1840-1926)
6  The Pont Neuf, Paris, 1872

Oil on canvas, 21%16 x 28'%6 in. (53.5 x 73.5
cm.)

Signed, lower right: CI. M.

Wendy and Emery Reves Foundation

Wildenstein, no. 193

& In contrast to Renoir’s festive picture of the Pont
Neuf (cat. 5), Monet’s image of the same site, painted in
the same year but in another season and another kind of
weather, evokes a more sober, workaday mood. It is a
rainy day in autumn with an overcast sky, wet pave-
ments, and umbrellas everywhere; and instead of fleecy
white clouds floating in a blue sky, the gray smoke of
tugboats rises on both sides of the bridge. Yet there is no
less vitality here, despite the absence of sunshine: the
streets are as crowded with people and carriages, and the
river with ships; and all are rendered in a swift, vigorous
style that imparts its own energy and drive. Given the
close friendship of the two artists, and the parallel de-
velopments in their art, it is remarkable how different
Monet’s brusque, highly condensed notation is from
Renoir’s detailed description of the same subject.
Monet's canvas, it is true, is roughly one-third smaller in
each dimension, but it is hardly a small sketch in relation
to Renoir’s finished picture; rather, the difference in
handling reflects his more forceful, confident personal-
ity.

Much has been written about the influence on such

paintings of stereoscopic photographs, such as those
taken by Hippolyte Jouvinin 1861-1865 and assembled in
the album Vues instantanées de Paris, which included
several of the Pont Neuf (e.g., fig. 24). Inexpensive and
extremely popular, they were undoubtedly familiar to
Monet; but the features usually singled out as revealing
their influence on him—the choice of a high viewpoint
and the cutting of forms at the edges (Scharf, 174,
198-201)—can also be found in more traditional city-
scapes of the previous generation. In Giuseppe Canella’s
view of the Pont Neuf (fig. 18), for example, the quay in
the foreground, if not the bridge itself, is seen from the
same high viewpoint, and at its edges there are figures
and carriages cut in the same manner. The real affinity
between Jouvin's and Monet’s images—and it may be no
more than that—lies in their preference for a vantage
point close enough to the bridge to enable them to focus
on its bustling traffic, rather than the distant point
chosen by Canella in order to encompass its entire span.
In this they share a distinctly modern taste for movement
and the momentary, in contrast to the older artist’s taste
for stability and the easily identifiable historic structure.
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Not in exhibition.

Left: 24. Hippolyte Jouvin. View of the
Point Neuf, stercoscopic photograph, 1861-
1865. Bibliotheque Nationale, Paris.
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Stanislas Lépine (1835-1892)
7  The Pont de la Tournelle, 1862

Oil on canvas, 157 x 213 in. (40.2 x 55.1 cm.)

Signed and dated, lower right: S. Lépine—62.

National Gallery of Art, Washington, Ailsa
Mellon Bruce Collection 1970

& Bornin 1835, Lépine was of the same generation as
the impressionists and participated in their first exhibi-
tion in 1874, but he was more conservative both in style
and choice of subject matter, closer to such pre-
impressionists as Jongkind and Boudin. Among the im-
pressionists, he was friendly with Guillaumin, with
whom he shared a taste for views of Paris, especially of its
bridges and quays, though Lépine’s are generally of more
picturesque sites in the older parts of the city and of more
tranquil, middle-class activities. After 1874 he exhibited
exclusively at the Salon, and the gap between him and
the impressionists, who developed a greater boldness of
color and execution, while he retained the low-keyed
harmonies and relatively smooth touch of his early
works, became increasingly apparent. As contemporary
critics noted, he remained closest to Corot, whom he
acknowledged as his master, in the serenely detached
mood, light tonality, and careful rendering of his views of
old Paris.

This view of the Pont de la Tournelle, painted early in
Lépine’s career, illustrates perfectly his debt to the older

master, notably to such works as the Quai des Orfévres
and Pont Saint-Michel of 1833. In viewpoint and composi-
tion, however, Lépine’s picture is virtually identical to
the one Jongkind painted of the same bridge a decade
earlier (fig. 25). Both views are taken from a position on
the Left Bank, in what is now the Port de la Tournelle,
looking across the Seine at the quai d'Orléans and the
quai de Béthune on the lle Saint-Louis, in the heart of
old Paris. The bridge had only recently been recon-
structed when Jongkind painted it in 1851; hence the
piles of earth and cut stone shown in his version and not
in Lépine’s (Cunningham, no. 2). The latter is also
lighter and more sunny, closer to Corot’s picture in its
blond tonality; but otherwise the two versions are re-
markably similar, even to the inclusion of small figures of
working women in the foreground.

25. Johan Barthold Jongkind. The Pont de la Tournelle, Paris, oil
on canvas, 1851. The Fine Arts Muscums of San Francisco, Gift
of Count Cecil Pecci-Blunt.
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Armand Guillaumin (1841-1927)
8  The Pont Louis Philippe, 1875

Oil on canvas, 18 x 23% in. (45.8 x 60.5 cm.)

Signed and dated, lower left: Guillaumin / 75

National Gallery of Art, Washington, Chester
Dale Collection 1962

Serret and Fabiani, no. 44

& The view shown here is taken from a point on the
quai de Bourbon, on the Ile Saint-Louis, looking west
along the Seine and the Right Bank—a point rather near
the studio on the quai d’Anjou that Guillaumin occupied
at the time. Above the central span of the Pont Louis
Philippe in the middle-ground appear “les deux malles,”
the two theaters of identical design built earlier in the
century on the place du Chatélet; and directly above the
smokestacks to the right of center is the late medieval
Tour Saint-Jacques. But these distant signs of the city’s
cultural and historical importance are dwarfed by the
laundry boats and walkways of rough timber construc-
tion that loom large in the foreground, reminding us of
the city’s still greater importance as a place of ongoing life
and largely lower-class labor.

The reminder is discreet and almost lost in the subtle
play of warm and cool tones used to depict the areas of
sunlight and shadow into which the scene is divided. But
however small and unobtrusive the laundresses carrying
their burdens may be—especially in contrast to the
heroic laundresses Daumier had painted on the nearby
quai d’Anjou a decade earlier (e.g., fig. 26)—Guil-
laumin’s vision of the modern city is distinctly different
from that of the other impressionists. Whereas Monet,
Renoir, Degas, even Pissarro late in life (fig. 27) were
attracted to the familiar monuments and places of shop-
ping and entertainment—the Louvre and Tuileries Gar-
dens, the Pont Neuf and the quays, the grands boulevards
and place de la Concorde—Guillaumin preferred the
areas of heavy shipping and industry toward the edges of
the city. Most of his views are of the unloading of ships
and barges on the quai Saint-Bernard and the quai d’Aus-
terlitz and, still further east along the Seine, at Bercy and
Charenton, and of the factories at Ivry with their chim-
neys spewing smoke across the sky.
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26. Honoré Daumier. The Laundress, oil on wood,
c. 1863. The Metropolitan Museum of Art, New York,
Bequest of Lizzie P. Bliss, 1931.
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Camille Pissarro (1830-1903)
9  The Boulevard des Italiens, Morning,
Sunlight, 1897

Oil on canvas, 287 x 36% in. (73.2 x 92.1 cm.)

Signed and dated, lower right: C. Pissarro. 97

National Gallery of Art, Washington, Chester
Dale Collection 1962

Pissarro and Venturi, no. 1000

& [Long a painter of rural life, Pissarro turned to the
city as a source of inspiration later than the other im-
pressionists. Apart from a few forlorn views of the outer
boulevards dating from 1878-1879 (Pissarro and Venturi,
nos. 435, 475), his pictures of Paris belong entirely to the
1890s, by which time his colleagues had long since
turned elsewhere. After experimenting with different
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27. Camille Pissarro. The Place du Carrousel, Paris, oil on canvas,
1900. National Gallery of Art, Washington, Ailsa Mellon Bruce
Collection 1970.

aspects of the urban scene in small paintings of the Gare
Saint-Lazare and its adjoining streets in 1893 and 1897
(Pissarro and Venturi, nos. 836-839, 981-985), he un-
dertook three more important series in the last years of
the decade. Together they form a kind of extended “trip-
tych,” representing familiar features of the modern city
and its activities (Coe, 113-114). The views of the boule-
vard Montmartre and boulevard des Italiens depict the
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downtown area already established as a center of com-
merce and entertainment earlier in the century. Those of
the avenue de I'Opéra and place du Théatre-Frangais
show the wide thoroughfare created in the Second
Empire, culminating in its most famous monument, the
Opera. And those of the Jardin des Tuileries and the
Louvre represent the formal gardens and the national
museum that was once a royal palace. Whereas the
“gardens” offered a broad, tranquil panorama in which
nature and civilization, the seasonally changing and the
historically rooted, were held in balance (e.g., fig. 27),
and the “avenues” a deep, traditional vista formed by long
rows of buildings leading to a landmark almost as famous
as the Louvre, the “boulevards” provided a plunging
perspective on the most distinctly modern and animated
aspect of the urban scene, the movement of pedestrians
and vehicles on the heavily used streets.

In a few pictures of this series (e.g., cat. 97), it was an
exceptional kind of traffic, the carnival procession and its
dense throngs, but in all the others, including the one
exhibited here, it was the daily, undistinguished, yet
endlessly fascinating kind that Pissarro chose to repre-
sent. His angular perspective and radical cutting of forms
on all four sides suggest a field of restless activity extend-
ing infinitely in all directions; for even the buildings
opposite are animated by countless small openings that
repeat the pattern of the figures and vehicles. In such
pictures, “we sense also the motion of the artist’s hand
and the intentness of his eye scanning the site for its
varied tones and contrasts. His sketchy strokes seem to
reenact the intermittent movement of the crowd, the
carriages, and buses, halting or advancing in their differ-
ent directions toward and away from us. It is a freshness
and liberty of touch in keeping with the nature of the
scene as perceived by Pissarro with enjoyment of its
changing face” (Schapiro, 251).
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Plate 7. Claude Monet. The Gare Saint-Lazare, 1877. Cat. 14.



F THE SIX railroad stations serving Paris in

Manet’s time, the one on the rue Saint-Lazare
owned by the Chemin de Fer de I'Ouest was the largest
and most important. The terminus of the earliest French
line, built in 1837 between Paris and Saint-Germain, it
was moved to its present location and enlarged in 1842
and again in 1867 as the railway network rapidly ex-
panded. By then it was serving long distance lines to
Normandy and Brittany, heavily used suburban lines to
towns west of Paris, and a local line around its periphery;
and the suburban traffic alone was more than ten million
passengers annually (Walter, 48-55). By then, too, its
buildings and yards already occupied the vast area they do
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today, bounded on the south by the rue Saint-Lazare, on
the east by the rue d'’Amsterdam and the rue de Londres,
and on the west by the rue de Rome; and its tracks leading
toward the Batignolles tunnel to the north were crossed
by the recently constructed Pont de I'Europe (fig. 28). A
remarkable engineering feat, it consisted of six spans
supported by masonry piers and huge iron trellises, car-
rying six streets over the tracks to their intersection at
the place de I'Europe. Although decried by some of
Haussmann’s enemies as “more odd than handsome, and
astonishing in its bizarre form and immense size” (Say,
1661), the bridge was admired by many other writers,
who saw in it a symbol of the new Paris. This was clearly
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28. A. Lamy. The Pont de I'Europe and the Gare Saint-Lazare, wood engraving from L'lllustration, 11 April 1868.
General Research Division, The New York Public Library, Astor, Lenox, and Tilden Foundations.
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29. Camille Pissarro. Lordship Lane Station, Dulwich, oil on canvas, 1871. Courtesy Home House Trustees, Courtauld Institute
Galleries, London.

the spirit in which the painter Caillebotte saw it a decade
later, celebrating its imposing size and strength and
brutal directness in pictures (e.g., fig. 34) which simul-
taneously celebrate the same modern qualities in the
broad streets and tall buildings that were created around
it as part of Haussmann’s ambitious program of urban
expansion.

Many other artists and writers found in the new bridge
and station an endlessly absorbing spectacle of urban
industrial life. La Béte humaine (1890), Zola's tragic tale
about a railroad engineer, is merely the most familiar in a
series of naturalist novels in which the Gare Saint-
Lazare or another station is described; in this case, as
seen from the engineer’s apartment in a tall building on
the rue d’Amsterdam directly overlooking the station. A
decade earlier, Huysmans had set Les Soeurs Vatard
(1879) in an apartment near the Gare Montparnasse,
subtly adapting to the moods of his characters his por-
trayal of railroad activities at many times of day and in
many kinds of weather—an impressionist program prob-
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ably inspired by Monet's Gare Saint-Lazare series of
1877. Still earlier, Jules Claretie, who as a critic was
hostile to impressionism, had published Le Train 17
(1876), a novel whose protagonists are a railroad engineer
and a circus performer and whose descriptions of the
same station reveal an impressionist interest in the shim-
mering play of lanterns, headlights, colored signals, and
reflections on rails at night. The theme was in fact so
much de rigeur in naturalist literature that Maupassant,
in seeking a dwelling for the impoverished hero of his
novel Bel-Ami (1885), naturally found a tenement on the
rue Boursault, overlooking the Batignolles tunnel and
tracks.

From the time of its construction in 1842, the Gare
Saint-Lazare was also a popular subject among artists
(Chan, 19-27). Before the impressionists discovered it as
a theme for ambitious painting, however, these were
primarily printmakers catering to the market for realistic
views of Paris. Lithographs by Arnout and Lemaitre and
a drawing by Léon Leymonnerie illustrate this static,
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topographic approach. The more imaginative concep-
tions of the railroad in those years were of the locomotive
rather than the station. Although the realist writer
Champfleury did envisage around 1860 a series of murals
in the stations themselves showing the arrival and depar-
ture of trains, he was more excited by the “fantastic”
aspect of the “huge machine whose belly sows fire in the
countryside at night, flying like the wind with its large
red eyes” (Champfleury 1861a, 185). In much the same
way, Manet's teacher Couture spoke of the locomotive as
a “grandiose and modern chariot, . . . a monster with a
bronze shell and a tongue of fire” (Couture, 254-255). If
Manet rejected this quasi-mythological imagery, he
accepted Couture’s notion of the engineer and fireman as
heroic figures, ennobled by their labors and responsibili-
ties; and after riding with them from Versailles to Paris in
1880, he spoke admiringly of “their sang-froid, their
endurance,” and planned to paint them at their work
(Jeanniot, 856). He never realized this plan, nor his
other, far more ambitious, to paint a series of murals on
modern Paris, including its railroad stations, in the re-
built Hotel de Ville, which he proposed to the city in 1879

(cf. p. 22, above). But he did paint the Gare Saint-
Lazare, and earlier than any of the other impressionists.

That these artists were drawn to the modern station,
and this one in particular, seems in retrospect almost
inevitable. If Pissarro and Sisley occasionally painted the
small suburban station, dwarfed by its landscape setting
(e.g., fig. 29), it was the large metropolitan station that
attracted their colleagues. None was as large or as active
as the Gare Saint-Lazare or indeed as important for their
own travels in the 1870s: all the familiar impressionist
sites—Louveciennes and Marly, Pontoise and Auvers,
Argenteuil and Vernon, Rouen and Le Havre—could be
reached by trains departing from it. And for Manet, who
was to follow Monet and Renoir to Argenteuil in 1874, it
was also a familiar daily sight: in July 1872, shortly before
beginning the Gare Saint-Lazare (cat. 10), he moved into
a studio on the rue Saint-Pétersbourg (now the rue de
Moscou) whose windows faced the place de I'Europe and
the tracks leading to the Batignolles tunnel. A year later,
avisitor noted that “the railroad passes close by, giving off
plumes of white smoke which swirl in the air” (Hamil-
ton, 173), exactly as they do in Manet’s painting.
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Edouard Manet
10 The Gare Saint-Lazare, 1872-1873

Oil on canvas, 36% x 45% in. (93.3 x 114.5 cm.)

Signed and dated, lower right: Manet / 1873

National Gallery of Art, Washington, Gift of
Horace Havemeyer in memory of his mother,
Louisine W. Havemeyer, 1956

R-W 1:207

Q& Although inscribed 1873 and first exhibited in
1874, this picture was well advanced by the fall of 1872,
when Philippe Burty saw it, “still unfinished,” in the
artist’s studio (Hamilton, 162). The figures were posed
by Victorine Meurent, once Manet's favorite model, who
had recently returned from America and resumed sitting
for him, and the painter Alphonse Hirsch’s daughter
Suzanne. According to one source (Tabarant 1947, 221-
222), Manet painted them outdoors, in the garden be-
hind Hirsch’s studio overlooking the station, and the
background indoors, using notebook sketches like the
one illustrated here (fig. 30). He evidently made no
compositional study—at least none is known—and in-
stead sketched the main forms directly on the canvas,
using broad liquid strokes, which he then blurred by
scraping and overlaid with heavier pigments. This spon-
taneous approach required only minor revisions, notably
in the spacing of the bars and the outlining of Victorine's
hair, as a recent laboratory examination (November
1981) has confirmed. For all its naturalness, however,
the design is classical in its systematic contrast of the two
figures: one is mature and has been reading, the other is
young and watching a train go by; one is seated and facing
us, the other standing and turned away; one wears a blue
dress with a white collar and cuffs, the other a white
dress with a blue sash and bow; and if both have reddish
brown hair, one wears it down in long tresses, the other
swept up and tied with a ribbon.

Their relation to the setting is also more contrived
than appears at first. To view the Pont de I'Europe as it
appears here, at the right edge, Manet would have had to
stand far back in the triangular garden behind Hirsch’s
building at 58, rue de Rome, near the corner of the rue de
Constantinople (see the aerial view and ground plan,
figs. 28, 31). But he shows the figures as if they were at
the front of the garden, at the very edge of the railroad
yard, and he enhances this illusion of immediacy by
eliminating the heavy diagonal trellis and vertical fence
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30. Edouard Manet. The Pont de I' Europe, pencil, 1872. Private
collection, Paris.
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31. Ground plan of the Pont de I'Europe,
wood engraving from Paris nouveau illustré
(supplement to L'Illustration), no. 14, n.d.
Bibliotheque Nationale, Paris.

of the bridge on the other side of the rue de Constantino-
ple, and indeed the width of the street itself, including
instead only the thin black fence around the garden.
When the picture was shown at the Salon of 1874, the
critics and caricaturists made much of these black bars,
somuch like those of a prison (e.g., fig. 32). But above all



Color plate 3

Right: 32. Cham[Amédée de Noé]. Caricature of Manet's
Gare Saint-Lazare (cat. 10), wood engraving from Le Charivari,
15 May 1874, Bibliothéque Nationale, Paris.

they were disturbed by the title, Le Chemin de fer: why
the railroad? where was the locomotive? where were the
passengers? (Bazire, 84). The very elements earlier real-
ists such as Daumier and Couture had stressed—the
awesome power of the steam engine, the heroic labor of
the engineer, the anxieties of the passengers, all of which
gave railroad travel its human significance—seemed
suddenly to have vanished behind a cloud of white
smoke. Only a few artists and writers could see through
the smoke the new image of Paris that Manet had pre-
sented, in a remarkably fresh and vigorous manner.

M. MANEL.

la dame au phoque.
Ces malheureuses, s¢ voyant peintes de la sorte,
ont voulu fuir! Mais lui, prévoyant, a placé ua
grille qui leur a coupe loute retraite,
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Edouard Manet
11 The Gare Saint-Lazare, 1873

Watercolor and gouache on photograph, 73 x 8%
in. (18.8 x 22.7 cm.)

Signed on the mount, in Mme Manet’s hand: E.M.
Durand-Ruel & Co., Paris
R-W 2:322

8 The ways in which Manet made use of and was
influenced by photography, the new medium whose
period of greatest development roughly coincided with
his own, are still being discovered. Whether he took
photographs himself, as his friends Degas and Zola did, is
not certain; according to one source (Tabarant 1947,
44-45), he was already photographing his own paintings
as early as 1860. In any event, he did have commercial
photographers—first Godet, then Lochard—photo-
graph them regularly in both small and large formats, and
he mounted the latter in an album to be shown to visitors
(Tabarant 1947, 518-519). Manet was thus one of the
first artists to recognize the value of photography as a
means of recording his production systematically.

The photograph of the Gare Saint-Lazare (cat. 10)
exhibited here was taken by Godet, whose dry stamp is on
its verso, between the time Manet completed the painting
late in 1872 or early in 1873 and the time the singer Faure
bought it from him in November 1873 (Callen, 163-164).
This photograph, too, was no doubt intended as a record,
one Manet made more complete than usual by reworking
it in watercolor and gouache. But it may also have served
as a model for a more public kind of record, a wood
engraving by Alphonse Prunaire (Guérin, no. 89); the
print is exactly the same size as the photograph and was
surely traced directly from it. A specialist in graphic
reproductions, Prunaire had done many wood engravings
based on Gustave Doré’s drawings and a few based on
Manet'’s (Guérin, nos. 87, 90-92). Although this one is
known only in a few trial proofs, it was probably intended
for mass publication in a magazine article on the Salon of
1874, where the painting was shown.
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Honoré Daumier
12 The Departure of the Train, 1860-1865

Crayon, ink, and watercolor, 5!'Vi6 X 9'%6 in.
(14.5 x 25 cm.)

Signed, upper right: h. Daumier

Private collection

Maison, 2: no. 310

A The most important artist to treat railroad subjects
between 1840 and 1870, the great age of railroad develop-
ment and consequently of a new railroad imagery,
Daumier was interested above all in the impact of the
latest mode of transportation on the lives of the lower-
and middle-class people he normally observed. His well-
known series of lithographs, “The Railroads” (1843) and
“Physiognomies of Railroads” (1852), depict in humor-
ously exaggerated form the hazards and inconveniences
of travel on exposed upper decks or in overcrowded car-
riages, of trains subject to jolting stops or long delays, and
of small stations packed with frantic and sometimes
eccentric passengers. His equally familiar paintings of
people seated in second- and third-class carriages (1864-
1865) also concentrate on the panorama of human types
they represent, the strangers of different ages, sexes, and
backgrounds thrown together in the same confined space
for the length of the journey. Only in his watercolors,
which he often conceived as finished, independent pic-
tures, does he describe a railroad station in any detail,
and even here he focuses on the travelers rather than the
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building or the trains. In the Gare Saint- Lazare (fig. 33),
the station Monet and other impressionists were soon to
paint as a place of movement, color, and light, Daumier
explored the full range of emotion, from boredom
through impatience to anxiety, experienced by people of
all classes of society; the station itself appears only as a
cavernous space whose piers articulate the various
groups and allow a glimpse of the city outside.

In the equally accomplished watercolor exhibited
here, Daumier shows a more compact mass of figures
moving in a single direction, toward the quay and waiting
carriage at the left. Their determination to board it on
time is apparent not only in their concentrated expres-
sions, each one individualized yet all sharing the common
impulse, but also in their forward-surging bodies. Even
the triangular shaft of light, which illuminates and ar-
ticulates the central group in a masterful way, adds its
impetus to this irresistible drive, introducing a diagonal
“line of force” pointing to the left. In Daumier’s hands,
the familiar act of boarding a train becomes a moment of
dramatic import.

33. Honoré Daumier. The Gare Saint-
Lazare, crayon, ink, and watercolor,
c. 1860. Presumed destroyed.
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Gustave Caillebotte (1848-1894)
13 The Pont de I’ Europe, 1876-1877

Oil on canvas, 25% x 31% in. (64 x 80 cm.)
Stamped, lower right: G. Caillebotte

Richard M. Cohen, Holmby Hills, California
Berhaut, no. 45

& Painted four years after Manet's view of the same
site (cat. 10), Caillebotte’s pictures of the Pont de
I'Europe and the Gare Saint-Lazare are the earliest ex-
amples of its influence on another impressionist artist.
The largest, most complex version, painted in 1876 and
shown at the impressionist exhibition the following year
(fig. 34), depicts a long, swiftly narrowing view down the
rue de Vienne, with the place de I'Europe at the left and
the railroad yard at the lower right. Looking into the yard
is a young worker in a smock, who leans on the parapet in
much the same way Léon Leenhoff does in Manet's
Oloron-Saint-Marie (R-W 1:163), thus forming another
link between the two artists (Varnedoe, 41). The version
exhibited here is an oil sketch for the larger, more pre-
cisely rendered picture in the Kimbell Art Museum (fig.
35), where the site is more fully described; rails and
signals can be seen between the girders of the bridge,
and a train shed is visible in the triangular blue shape at
the upper right. It is this version, rather than the one
looking down the rue de Vienne, that most resembles
Manet's Gare Saint-Lazare, especially in its relatively
shallow space dominated by a few large figures and in its
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planar organization with pronounced horizontal and ver-
tical axes. The two men who have turned away to observe
the trains and station below are also reminiscent of the
little girl who has done the same in Manet's picture.

Unlike his predecessor, who relegates the railroad yard
to the background and includes only a fragment of the
Pont de I'Europe, Caillebotte emphasizes the massive
iron girders of the bridge, which were in fact some five
meters high; his view is of the large central span, seen
from a point near its center (Varnedoe, 28). In stressing
the powerful geometric forms of the bridge, he reduces
the human forms to marginal elements: all three specta- -
tors are crowded into less than half the picture surface,
intercepted by its edges or by each other more radically
than either of Manet’s figures is, and turned so complete-
ly away as to seem even more impersonal than they do. In
its color harmony, too, composed almost entirely of blue,
gray, and black, Caillebotte’s picture of modern man in
his urban-industrial milieu contrasts sharply with Ma-
net’s equally new but more optimistic image, painted in
balanced warm and cool tones and enlivened by accents
of orange, yellow, green, and white.

34. Gustave Caillebotte. The Pont de I'Europe, oil
on canvas, 1876. Petit Palais, Geneva.



35. Gustave Caillebotte. The
Pont de I'Europe, oil on can-
vas, 1876-1877. The Kimbell
Art Museum, Fort Worth.
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Claude Monet (1840-1926)
14 The Gare Saint-Lazare, 1877

Oil on canvas, 23% x 31%2 in. (59.5 x 80 cm.)

Signed, lower left: Claude Monet 77

The Art Institute of Chicago, Mr. and Mrs.
Martin A. Ryerson Collection

Wildenstein, no. 440

& Unlike Manet and Caillebotte, who painted specta-
tors looking down at the railroad yard from positions some
distance away (cat. 10, 13), Monet penetrated the yard
and viewed it from within, as indeed he had already done
in painting the station at Argenteuil in 1872 and 1875
(Wildenstein, nos. 242, 356). Having obtained permis-
sion to work at the Gare Saint-Lazare in January 1877,
and having rented with Caillebotte’s help a small apart-
ment several blocks away, he completed at least eight
pictures within three months and showed them at the
impressionist exhibition in April. The one exhibited
here, subtitled The Normandy Train, was among them. It
is one of two pictures, in this series that eventually
comprised twelve, painted beneath the canopy of the
large train shed at the eastern end of the station, serving
long distance lines. Two of the others were painted in the
still larger shed used for suburban lines, and the remain-
der at various points within the yard, on the Pont de
I'Europe, or near the Batignolles tunnel (Wildenstein,
nos. 438-439, 441-449). The breadth of this panoramic
vision of the site has no counterpart in the work of Manet
or Caillebotte.

In the version shown here, the Normandy train, its
engine already fired and a crowd waiting to board, is
standing beneath the canopy, an enormous vault of iron
and glass. Like the Pont de I'Europe, seen in the distance
here and from a closer position in the Musée Marmottan
version (fig. 36), it strikingly demonstrated new possibil-
ities for urban building, to which Monet obviously re-
sponded with enthusiasm. In this he resembled the critic
Champfleury who, in proposing that Courbet paint mu-
rals of modern industry in railroad stations, declared that
the latter and the covered markets alone represented the
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36. Claude Monet. The Pont de I' Europe and the Gare Saint-Lazare,
oil on canvas, 1877. Musée Marmottan, Paris.

authentic style of nineteenth-century architecture
(Champfleury 1861a, 184). In comparison, the barrel
vaults of the freight sheds along the rue de Londres,
visible beyond the canopy at the right in Monet’s picture,
seem modest in scale and traditional in form. It is the
vastness of this partly enclosed space, filled with steam
and smoke and bustling with movement, yet open to the
city and the sky beyond, a space that dwarfs the tiny
passengers and workers yet testifies to human achieve-
ment, that Monet recreates so vividly. He does so not in
spite of his hasty, seemingly careless execution, the sub-
ject of much ridicule at the time, but precisely because it
alone can reproduce fully that dynamic flux of people and
machines, of smoke and atmosphere, which is the es-
sence of his conception.
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Jean-Louis Forain (1852-1931)
15 A Study of Fog in a Station, c. 1884

Oil on canvas, 17% x 22 in. (45.1 x 55.8 cm.)
Not signed or dated
Mr. and Mrs. Irving Moskovitz, New York

W Evidently unique in the work of Forain, who con-
centrated on scenes of entertainment and sordid plea-
sure, this desolate picture of a crowd waiting at a railroad
station on a foggy day was probably inspired by Monet’s
Gare Saint-Lazare series of 1877 (e.g., cat. 14) both in its
choice of subject and its emphasis on smoke and atmo-
sphere. But unlike Monet, who records the complexity
and dynamism of the railroad yard, Forain pays minimal
attention to the train shed and even the trains, and
stresses instead the yellowish fog pervading the scene,
the orange signal glowing in its midst, and the passengers
dressed in dark brown and black waiting on the platform.
It is, in contrast to Monet's affirmation of urban life, an
image of its dreariness, effectively conveyed by the dirty
yellow fog mingling with smoke that seems to fill the
silent void. In this respect, Forain’s picture is closer to
the one his friend Huysmans, whose pessimistic view of
modern society he shared, paints in Les Soeurs Vatard
(1879). Looking down at the Gare Montparnasse from an
apartment on the rue Vandamme, the sisters are en-
veloped in “an odor of burnt coal, of castings heating up,
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of steam and soot, of smoke from greasy water and oil,”
and in the distance they see “the station disappearingin a
yellow vapor, spangled with orange lights and the white
lanterns of tracks left clear” (Huysmans 1879, 119).
Later on, they observe once again “the different colors of
the engines’ smoke, which varies from white to black,
from blue to gray, and at times is tinted yellow, the dirty,
heavy yellow of sulphur springs” (Huysmans 1879, 236).

For all its interest in the atmosphere of the station,
Forain's picture is essentially about the passengers. All of
them turn away to watch the train approaching out of the
fog—all but one, the young woman who turns toward us,
her trunk standing nearby, her eyes lost in reverie, in-
timating some special motive for her departure but offer-
ing no explanation. As a type of young Parisienne in
street dress, she is reminiscent of those whom Forain’s
friend and mentor Degas had depicted around 1880 in his
etching Ellen Andrée and especially in his pastel Project
for a Frieze of Portraits (Lemoisne, no. 532), which shows
three women in street dress, one with an umbrella,
waiting for an omnibus.
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Norbert Goeneutte (1854-1894)
16 The Pont de I'Europe, 1887

Oil on canvas, 18% x 2174 in. (46.7 x 55.5 cm.)

Signed and dated, lower right: Norbert Goeneutte
Paris 18[?]7

The George A. Lucas Collection, the Maryland
Institute, College of Art, Courtesy of the
Baltimore Museum of Art

& Goeneutte was one of several younger artists, in-
cluding his friends Béraud and De Nittis, who began
painting contemporary Parisian subjects in the 1870s in
imitation of the impressionists but in a style more con-
ventionally realistic and more acceptable to a large pub-
lic. Early in his career, he became acquainted with artists
and writers in the impressionist circle at the Café de la
Nouvelle-Athénes, and he appears in several of Renoir’s
pictures of that period, including the Moulin de la Ga-
lette. Manet, with whom he was also friendly, is reported
by their mutual friend Antonin Proust to have admired
Goeneutte’s etchings of modern Paris, and Proust him-
self was planning with him a project on the same theme
for the world’s fair of 1900, which was to include views of
the Gare Saint-Lazare and the Pont Neuf, at the time of
Goeneutte's death (Exposition Goeneutte, 6-7, 10-11).
The version of the Pont de I'Europe exhibited here
reveals the influence of Monet’s rather than Manet’s
paintings of that site, and it does so in its choice of subject
and viewpoint rather than its style. Despite the relatively
free handling of the foreground and the plumes of smoke,
it demonstrates a greater attention to detail than any of
Monet'’s views of the same bridge (fig. 36). Although
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Goeneutte’s picture is inscribed ambiguously and has
remained undated in the literature, it must have been
painted in 1887. For this unusual view of the Pont de
I'Europe, the Gare Saint-Lazare, and the Opera—the
tall, gabled building near the center of the skyline (cf. the
aerial view, fig. 28)—can only have been taken from an
upper floor in a building on the rue de Rome, which runs
alongside the railroad yard; and Goeneutte had a studio
on that street from 1887 on (Knyff, 89). Moreover, the
completed picture was bought directly from the artist by
the American collector and art agent George Lucas in
March 1888 (Lucas, 1: 666). This was by no means
Goeneutte’s only image of the subject; fascinated by the
railroad station as an embodiment of the vitality of mod-
ern Paris, he represented it repeatedly from the bridge,
the quays themselves, and more distant vantage points,
and in every available medium (Knyff, 85-86). But he
probably came closest in this version to capturing the
visual charm of the panoramic view, the structures of
varied form, and the billowing smoke.
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Edouard Vuillard (1868-1940)
17 On the Pont de I’ Europe, 1899

Color lithograph, 12%6 x 14 in. (31 x 35.5 cm.)

Not signed or dated

National Gallery of Art, Washington, Rosenwald
Collection 1943

Roger-Marx, no. 40

& Published by Ambroise Vollard in the album Pay-
sages et intérieurs in 1899, along with other familiar scenes
in the public and domestic life of a comfortable Parisian
family like his own, Vuillard’s lithograph undoubtedly
derives from just such an intimate familiarity with its
subject: the year before, he and his mother had moved to
an apartment on the rue Truffaut in the Batignolles
district, very near the Pont de I'Europe. Yet his image of
the bridge overlooks entirely the realistic aspects that had
appealed to Caillebotte and Monet in the 1870s and to
Goeneutte a decade later (cat. 13, 14, 16) and that con-
tinued to appeal to printmakers and photographers work-
ing in the realist-impressionist tradition to the end of the
century. The contrast between Vuillard's image of the
Pont de I'Europe and that of a photograph taken in the
early 1900s (fig. 37) reveals clearly how much of the
massive iron structure and the views it provided of the
railroad yard and station he chose to ignore. Even the
pattern of the trellis is changed in his print from the
forceful diagonals of the actual bridge to calmer horizon-
tals and verticals, which seem barely to emerge as gray
shapes against a background of the same opaque gray.
Our attention is focused instead on the two girls cross-
ing the bridge in their delicately patterned pink and blue
dresses, the older one carrying an umbrella, the younger
one a large doll. But unlike the little girl in Manet's
painting of the Gare Saint-Lazare (cat. 10), they are
indifferent to the exciting spectacle beyond the bridge
and wholly absorbed in themselves. The same can be said
of the two young women and the little girl who are shown
crossing the Pont de I'Europe—here described correctly
with its trellis forming a diagonal grid—in Bonnard’s
painting The Promenade of c. 1894 (Dauberville, no. 57).
The quietism and inwardness of the 1890s, and espe-
cially of Nabi artists such as Bonnard and Vuillard, is
nowhere more apparent than in this contrast with Ma-
net’s more dynamic and outwardly oriented image of two
female figures sitting or standing before the same bridge.
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37. Artist unknown. The Pont de I Europe and the Gare Saint-Lazare,
photograph, 1900-1910. Courtesy La Vie du Rail, Paris.
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Plate 8. Edouard Manet. The Plum, 1877-1878. Cat. 18.
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The Café and Cafeé-Concert

A LTHOUGH CAFES had existed in Paris since the
late seventeenth century and had flourished
throughout the eighteenth and early nineteenth, it was
only in the late nineteenth century that they became the
very center of its social and cultural life. If there were
already some nine hundred cafés by the end of the ancien
régime, there were thirty times that number by the end of
the more democratic century that followed, and these
were of all classes and spread through all parts of the city.
As places where people living in increasingly congested
urban quarters could relax and converse outside the
home, read newspapers and write letters, and also leave
and receive messages, meet old friends and make new
ones, cafés offered more than refreshment and diversion;
they were an essential part of urban life (Aries, 231-232).
Their terraces, overflowing onto the sidewalks of the
city's main arteries, became in the Second Empire one of
its most characteristic sights. And just as the cafés
dominated its night life, so they were at the heart of its
artistic and literary activity, providing forums for the
exchange of news and gossip and the testing of new ideas.
They had of course served that purpose since the days of
the Café Procope in the eighteenth century and those of
the Divan Lepeletier and the Brasserie des Martyrs in
the first half of the nineteenth; but their sheer number,
and the number of magazines edited on their tables, is
unique in the second half and especially in the last
quarter of the century.

Around 1840 a new form of café emerged alongside the
café littéraire, in which singers and musicians provided a
topical, vernacular form of entertainment; and in the
following decades this café-concert became a familiar
feature of Parisian night life, at first outdoors on the
Champs-Elysées, then indoors along the principal boule-
vards. The new streets created in the Second Empire
were indeed the café-concert's natural breeding ground:
“It occupied, positively invaded, the great spaces Hauss-

»

mann created in the 1850s and 1860s, the sidewalks and
squares of a city built for trade [and] traffic” (Clark 1977,
239). Popular café singers like Théresa, Bécat, and De-
may, all of whom Degas painted in the 1870s (e.g., cat.
25), were among the leading celebrities of the day.
Long before Degas, nineteenth-century artists were
recording the pleasures of café life in Paris. From Boilly’s
paintings of the elegant Palais Royal establishments in
the first decades of the century through the countless
lithographs of Gavarni and Daumier and the engravings
in popular magazines showing more ordinary brasseries,
wine shops, and cafés-concerts in the following decades,
there was a steady stream of such imagery. To it belong
such well-known realist images as Courbet’s Brasserie
Andler, Bonvin's Flemish Tavern (cf. cat. 19), and Re-
noir’s Inn of Mother Anthony, an early, pre-impressionist
work set outside Paris. But given this artistic tradition
and their own interest in scenes of modern life, why did
Manet and the impressionists first turn to café subjects
only in 1876-1877? They were all of course familiar with
such places, and Manet himself early in his career had
frequented the fashionable Café Tortoni and the more
literary Café de Bade on the boulevard des Italiens, along
with Baudelaire and Duranty. Around 1866 he had
changed to the Café Guerbois near the place de Clichy, a
more modest establishment, gathering around him Zola,
Duranty, and most of the future impressionists (Rewald,
197-207). Yet it was only a decade later, when he changed
once more, to the Café de la Nouvelle-Athénes on the
place Pigalle, bringing with him the same group of artists
and writers, that the café emerged as a major theme in
their work. Degas at the Nouvelle-Athénes and the
Ambassadeurs, Renoir at the Moulin de la Galette and a
Montmartre bistro, Forain at the Folies-Bergere and the
Jardin de Paris, Manet himself at the Nouvelle-Athénes,
the Brasserie de Reichshoffen, and the Folies-Bergére—
all were responding to the sudden vogue of café subjects
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in the late 1870s. The question is, why not earlier? Or, to
put it another way, why does Manet’s Bon Bock (R-W 1:
186), painted in 1873, still take a traditional form de-
pendent on Frans Hals' pictures of jolly drinkers in
Dutch taverns, while his Plum (cat. 18), painted four
years later, takes a distinctly modern form, showing a
contemporary young woman in a familiar Parisian café?

To some extent, no doubt, because the work on which
the Plum in its turn depends, Degas’ Absinthe (fig. 40),
had demonstrated the possibility of creating high art from
a subject largely confined until then to popular art, to the
scenes of café life that appeared in prints and illustrated
weeklies, just as Degas’ café-concert pictures (e.g., fig.
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38. Edgar Degas. At the Café-
Concert “Aux Ambassadeurs,” pastel
over monotype, 1876-1877. Musée
des Beaux-Arts, Lyon.

38) had revealed possibilities Manet was quick to exploit
(e.g., fig. 39). But Degas’ innovations alone can hardly
account for so pervasive a trend, which indeed was not
confined to painting. Zola’s most searching examination
of the café and its effect on peoples’ lives, and his most
graphic descriptions of places like the pére Colombe’s gin
mill, occur in L’Assommoir (1876-1877), a novel widely
discussed in the press and in Manet’s circle. In these
years, too, Huysmans explored the whole gamut of drink-
ing places in Paris, from a working-class dance hall in
Grenelle ( Drageoir aux épices, 1875) and a prostitutes’ bar
on the rue de Vaugirard (Marthe, 1876) to the glittering
music hall of the Folies-Bergere (Croquis parisiens, 1880)



39. Edouard Manet. The Café-Concert, oil on canvas, 1879. Private collection, Paris.

and the aristocratic, anglophile Bodéga on the rue Castig-
lione (A rebours, 1884). At the same time, Raffaélli was
urging his fellow artists to make a similar survey of the
cafés “in which millions of individuals gather daily,”
ranging “from the sumptuous café to the den of the
suburbs, from the café of the neighborhood tradesmen to
the tavern where the politicians hold forth,” and he
concluded enthusiastically: “What discoveries are there
to be made!” (Isaacson 1980, 41).

Ultimately, then, the vogue of the café in art and
literature after 1875 reflected its extraordinary vogue in
society itself, which in the early years of the Third
Republic increasingly sought an animated public life

outside the home and traditional social circles. Clearly
the measures taken in the very first years of the Republic
to regulate and control the cafés, where any unruly
behavior was feared as a threat to the regime of moral
order that followed the Commune, had proven impossi-
ble to enforce and largely ineffective (Pierrot, 10-11), and
by the end of the 1870s the café had become more than
ever the center of public life, at least for the lower and
middle classes. As the hero of A rebours came to realize,
“The true significance of all these cafés [was] that they
corresponded to the state of mind of an entire generation.
. . . They offered him a synthesis of the age” (Huysmans
1884, 175).
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Edouard Manet
18 The Plum, 1877-1878

Oil on canvas, 29 x 19% in. (73.6 x 50.2 cm.)

Signed, on the table at the left: Manet

National Gallery of Art, Washington, Collection
of Mr. and Mrs. Paul Mellon 1971

R-W 1:282

& Eating (and drinking) plums soaked in brandy had
been familiar to Parisians at least since 1798, when the
Maison de la Mére Moreau opened on the place de I'Ecole
and began serving them. Scores of similar establishments
followed quickly, though none was as renowned for the
beauty of its barmaids or the quality of its plums and
other fruits conserved in alcohol (Fournel 1858, 368). By
the middle of the nineteenth century, brandy-plums
were being served in most cafés, even dreary ones in poor
neighborhoods like the pére Colombe's assommoir in
Zola’s novel. In the first scene set there, Gervaise and
Coupeau are “having a brandy-plum together” (Zola
1877, 49-50). In a later scene she sits in the same café,
“her elbows on the table” and “gazing into space” as the
young woman does in Manet's Plum, and after her third
drink she “cups her chin in her hands” as his figure does
(Zola 1877, 338-339). Was L’Assommoir, published
serially in 1876 and as a volume early in 1877, Manet's
source of inspiration, as it was to some extent for his
Nana of that year? Not in any literal sense, of course,
though it may have stimulated him to undertake such a
subject. The wistful attitude of his drinker was familiar
enough in the cafés, where Huysmans too observed
prostitutes “‘sitting dejectedly on benches, wearing their
elbows out on marble-topped tables . . . with their heads
in their hands” (Huysmans 1884, 174). And the setting
in which Manet has placed her, the Café de la Nouvelle-
Athenes in the Batignolles district, was a very different
establishment from the pére Colombe’s gin mill on the
rue des Poissonniers in the working-class district of La
Chapelle.

If the young woman in the Plum is not an impoverished
laundress like Gervaise, but rather a well-dressed prosti-
tute, “one of those who wait in cafés for the next assigna-
tion” (Duret, 171), with a distinct bittersweet personal-
ity, the model who posed for her has thus far remained
unidentified. Yet she is clearly the same young woman
whom Manet represented, seated beside the artist Henri
Guérard, in At the Café (fig. 44) and whom he twice
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. ' 40. Edgar Degas.

| Absinthe, oil on can-
vas, 1876. Musée
d'Orsay (Galerie du
Jeu de Paume), Paris.

41. Federico Zando-
meneghi. At the Café
de la Nouvelle- Athénes,
oil on canvas, 1885.
Private collection, [taly.

portrayed in pastel (R-W 2: 8, 9)—the actress and model
Ellen Andrée. A cocodette well known in the theater and
in artists’ studios, she also appears in Degas’ Absinthe
(fig. 40), seated beside the painter Desboutin at the Café
de la Nouvelle-Athénes. This much-discussed work,
shown at the impressionist exhibition of 1876, un-
doubtedly influenced Manet’s; but its somber image of an
absinthe drinker slumped down in a stupor makes his
image of a wistful prostitute, stylish in her light pink
dress and black hat, seem brighter and more sympa-
thetic, more like that of Ellen Andrée when she posed
initially for At the Pére Lathuille’s, “young, sweet, amus-



ing, dressed to kill,” as a contemporary put it (Richard-
son, 129). The background of the Plum also differs
considerably from that of Absinthe, though in fact they
represent the same place. But since the setting of Zan-
domeneghi's At the Café de la Nouvelle- Athénes (fig. 41)
corresponds closely to Degas’ in showing a long mirror
above an upholstered bench, framed by a narrow mold-
ing, it is evident that Manet devised his own for purely

Color plate 8

pictorial reasons. The wood panel and heavy gold frame
define a rectangular pattern, reinforcing that of the
bench and marble table and locking the figure in. In
contrast to this severity, the panel behind her head,
probably an etched mirror, is elaborately ornate; its style
has been described as art nouveau, but it was more likely
invented by Manet from plant motifs of a type popular in
Second Empire decorative art.
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Frangois Bonvin (1817-1887)
19 The Flemish Tavern, 1867

Oil on wood, 19% x 14% in. (50.2 x 37.2 cm.)
Signed and dated, lower right: F. Bonvin 1867
The Walters Art Gallery, Baltimore

Weisberg, no. 40 bis

f® The differences between this café scene and Man-
et's Waitress Serving Beer (cat. 20) are not only those
between a realist picture of the 1860s and an impression-
ist picture of the 1870s; they also reveal the extent to
which the younger artists broke with a tradition extend-
ing back several centuries. The balanced, stable group-
ing of Bonvin’s figures—also a waitress and two men—
and their small size relative to the spacious interior; the
solid, earthen tones, relieved by red and white; and the
smooth, impersonally precise execution are all reminis-

42. Pieter de Hooch. The Card Players, oil on canvas, c. 1865.
Musée du Louvre, Paris.

cent of traditional genre pictures, especially of Dutch
and Flemish café scenes. One in particular has been
cited as a precedent and a likely source of inspiration: De
Hooch’s Card Players in the Louvre (fig. 42), which
Bonvin must have studied with renewed interest after
traveling in Holland for the first time early in 1867,
shortly before painting the Flemish Tavern (Chu, 40-41).
He had been advised to make the trip by the critic Thoré-
Biirger, who objected that his earlier Cabaret Interior
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(Weisberg 1979, no. 28) was not sufficiently Dutch in
inspiration.

The later scene, shown at the Salon of 1867, is by no
means a mere pastiche of the one by De Hooch. It is, on
the contrary, a blend of seventeenth-century Holland and
nineteenth-century France; for if the costumes, brass
vessels, and clay pipe are reminiscent of the earlier
period, the setting clearly belongs to the later one and
may in fact be the tavern at Vaugirard operated by Bon-
vin's father and his half-brother Léon. Scenes such as
this one, set in kitchens and servants’ quarters as well as
in lower-class cabarets, and suffused with the flavor of
seventeenth-century Dutch and Spanish art, were a spe-
cialty of minor realists like Bonvin and Ribot in the 1860s
and formed a link between the rural genre scenes of the
previous decade and the urban scenes of the following

decade (Chu, 39).
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Edouard Manet
20 A Waitress Serving Beer, 1877

Oil on canvas, 30%2 x 25%s in. (77.5 x 65 cm.)

Signed, lower right, in Mme Manet'’s hand: E.
Manet

Musée d'Orsay (Galerie du Jeu de Paume), Paris

R-W 1:312

& This picture is closely related to another, larger in
format, in the National Gallery, London (fig. 43), which
shows the same three customers and waitress but more of
the café interior, including the orchestra and dancer in
the background. One or the other was once part of a still
larger composition, representing the Brasserie de Reich-
shoffen, a café-concert supposedly on the boulevard de
Rochechouart (Tabarant 1947, 326) or the boulevard de
Clichy (Duret 171), although it is listed at neither
address in the Bottin. Manet reportedly began the large
picture in August 1878 and, before completing it, cut it
into two fragments, whose backgrounds he then de-
veloped independently. It is generally agreed that one of
these fragments is the Reinhart Collection’s At the Café
(fig. 44) and the other the London picture. The contrary
view, that the other fragment is the Paris version
(Richardson, 128-129), is hard to accept, even if this one
and the Reinhart picture are now the same height; for
they are stylistically quite different—one rather sketchy,
the other more precise—whereas the London version is
painted in the same precise style. More important, the
London picture shows a table top whose left edge
matches perfectly the right edge of the table in the
Reinhart version, even to the shadows cast by the glasses
(Davies, 98-101). Thus the Reinhart picture must have
been cut down to its present height, and its background
revised, after the two were separated.

What place did the Paris version occupy in this de-
velopment? Most likely it was painted after the London
picture had been separated from the larger composition
and thus was intended as a study for it, to visualize it in
its new, autonomous state. It has a more compact design,
cut down slightly at the top, more at the left, and still
more at the bottom, in order to situate the figures more
centrally in the space. But rather than cut down the
London version correspondingly, Manet achieved the
same result by adding a strip of canvas at the right and
extending the original imagery onto it; the join is visible
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43. Edouard Manet. A Waitress Serving Beer, oil on canvas,
1877. The National Gallery, London.

vl v,

44. Edouard Manet. At the Café, oil on canvas,
1878. Oskar Reinhart Collection “Am Romer-
holz,” Winterthur.

even in reproductions. Since the Paris version was
painted after the one in London—given the stylistic
differences, it is impossible to imagine the reverse—and
since it was sold to the singer Faure in 1877 (Callen,
163), the London version, as well as the original Brasserie
de Reichshoffen, must date from 1877 or earlier, not from
1878-1879 as is usually stated on the basis of the in-
scribed date on the London picture.
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Edouard Manet
21 The Café-Concert, 1878

Oil on canvas, 18% x 15% in. (47.3 x 39.1 cm.)
Signed, lower left: Manet

The Walters Art Gallery, Baltimore

R-W 1:280

& Smaller than most of Manet’s café pictures of the
late 1870s, but richer in content and more ingeniously
composed, this may well be the masterpiece among them.
Crowded into the small space are six figures remarkably
varied in apparent size and completeness, from three-
quarter length to the head alone; each one, moreover, is
overlapped by another figure or intercepted by the marble
counter or the frame. The three largest form a triangular
group, a traditional device and long one of Manet'’s favor-
ites, but lacking here its usual cohesiveness and stability.
Instead, the three figures, described as distinct social
types, face in different directions: the old gentleman in a
black coat and silk hat, his hands folded on his walking
stick, turns proudly to the right; the shop girl lost in
reverie, her cigarette and beer forgotten, looks down-
ward to the left; and the waitress behind them, standing
with hand on hip and draining a beer herself, faces
entirely to the left. Conversely, the couple glimpsed at
the far right face entirely to the right. The contrasted
colors of the larger figures’ clothing—jet black with
accents of white in the man’s, greenish brown with
touches of yellow in the girl's—reinforce the distance
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between them. Thus Manet’s theme is neither amuse-
ment nor conviviality, as in so many older café pictures,
but estrangement, the inherent isolation of strangers
brought together by chance in a public place, perhaps the
only place in the Paris of their day where they could come
together so easily (Aries, 231-232).

At the upper left, on the same diagonal as the gentle-
man and the waitress, but smaller and more distant, is a
café-concert singer. Wittily characterized by her pointed,
upturned “muzzle” and her tiny eye, she has been identi-
fied as “la belle Polonaise,” a diseuse who performed at
the Brasserie de Reichshoffen. Her distinctive silhouette
also appears in an ink drawing (R-W 2:514) and a transfer
lithograph (Wilson, no. 87) of the late 1870s; and the
footlights, orchestra, and spectators shown at the bottom
edge of those works also occur in another painting set at
this Brasserie (fig. 43). In the one exhibited here, how-
ever, we see the singer only as a reflection in a mirror,
part of whose gold frame is visible above the waitress’
head—a prefiguration of the much larger yet also initial-
ly ambiguous mirror in the Bar at the Folies-Bergére (fig.
49) four or five years later.
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Edouard Manet
22 A Woman Reading in a Café, 1879

Oil on canvas, 24%i6 x 19% in. (61.1 x 50.5 cm.)

Signed, lower left: Manet

The Art Institute of Chicago, Mr. and Mrs.
Lewis Larned Coburn Memorial Collection

R-W 1:313

Q& One of the freshest, most freely painted of Manet's
café pictures, this is also one of the least explicit in
describing the café setting, supposedly the Nouvelle-
Athénes on the place Pigalle (Tabarant 1947, 327). The
sketchy landscape in the background, perhaps a window
view of the café’s garden, could as well be a painting or
wall hanging in another kind of public place. The young
woman herself, stylishly dressed in a black coat with a
white tulle collar and wearing her hair on her forehead in
the chic style called @ la chien, is more elegant than
Manet's usual café-dwellers and more absorbed in her-
self, or at least in the magazine she holds in her gloved
hands. Only the wooden bar to which the magazine is
attached—a familiar feature of café reading racks—and
the glimpse of a beer mug beside her suggest the nature of
her surroundings. But her nickname offers a witty con-
firmation: Trognette—not Tronquette, as is often
stated—means petite trogne, “a little bloated or beery
face.” It is an apt enough epithet not only for this model
but for those in the thematically related pastel Two
Women Drinking Beer (R-W 2:7), drawn the year before,
which shows two stylish, rather bloated young women
with tall steins of beer. In neither work, however, is there
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a suggestion of the dejection that pervades the image of
the prostitute drinking alone in a café in the Plum (cat.
18).

The term Illustré in the French title of this picture—
La Lecture de “L’lllustré”—must be a generic one: there
was no magazine of that name before 1880; and rather
than one of the illustrated weeklies of large format, such
as Le Journal illustré, the magazine the young woman is
reading is more likely a smaller one such as La Vie
moderne, founded in 1879, where Manet’s drawings
sometimes appeared (Duret, 203). Whichever publica-
tion one imagines it to be, the fact that she is shown
reading it assumes greater significance when we learn
that it was precisely in the pages of such magazines,
where prints of café subjects drawn in a lively, informal
style abounded in the 1860s and 1870s, that Manet and
Renoir found models for their own treatment of the café
(Isaacson 1982, 108).
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Edouard Manet
23 At the Café, 1874

Transfer lithograph, 10% x 13%6 in. (26.3 x 33.4
cm.)

Signed in the stone, lower right: Manet

National Gallery of Art, Washington, Rosenwald
Collection 1953

H 66, only state

& For all its importance in the history of impressionist
art and naturalist literature, the Café Guerbois is rarely
described in either. Very few of the painters and writers
who frequented this neighborhood café near the place de
Clichy for almost a decade, some of them almost daily,
recorded its appearance, though a few later evoked its
special atmosphere (Rewald, 197-207). Even Manet,
who had supposedly led them there from the boulevard
cafés about 1867 and later, during the siege of Paris, had
found in it his “only resource,” never used it as a setting
for one of his paintings. Hence the significance of this
lithograph, which undoubtedly shows the “back room” of
the Guerbois and one of those animated discussions, in
which the waiters too participated, that reportedly took
place there.

In reproducing a drawing he had apparently made on
the spot in 1869 (fig. 45), Manet improved its composi-
tion in several ways: the spacing of the figures and of the
coat and hats is more varied and interesting, and the
background is extended at the left to include a view of
billiard tables and players. The latter are also mentioned
in Duranty’s story “La Double Vue de Louis Séguin,”
which likewise dates from 1869 and contains the only
other contemporary description of the Guerbois by some-
one who frequented it: “At the entrance [to the back
room] six squat columns form an aisle that divides it into
two spaces like narrow chapels, behind which extends to
the rear, like a choir, the area of billiard tables. . . . Five
billiard tables, the heavy baptismal fonts of this temple,
spread out in false perspective their lawn-like surfaces,
which absorb the light” (Petrone, 236). Equally impor-
tant, however, in situating Manet's image in its historical
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45. Edouard Manet. At the Café, pen and ink, 1869. Fogg Art
Museum, Harvard University, Meta and Paul J. Sachs Bequest.

context are the numerous prints of men drinking, smok-
ing, and conversing in neighborhood cafés that appeared
throughout the 1860s and 1870s in illustrated weekly
newspapers and in popular illustrated books (Hanson
1972, 153-154).

The print exhibited here is the second of two versions,
both of them transfer lithographs; it was drawn with a
pen to achieve greater definition of detail, since the first
one (H 67) was drawn with a brush and had clearly left
Manet dissatisfied with the relative crudeness of the
result. Although both have always been dated 1869 on
the basis of the drawing, it has recently been discovered
that the second version appeared in a newspaper, still
unidentified, in February 1874 (Wilson, nos. 84, 85).
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Edgar Degas (1834-1917)
24 A Young Woman in a Café, c. 1877

Pastel over monotype, 5% x 6% in. (13.1 x 17.2
cm.)

Signed, at the left: Degas and at the lower right:
Degas

Private collection

Lemoisne, no. 417

& Although the café is considered one of Degas’ most
familiar urban subjects, this is largely because of two
works, Absinthe (fig. 40) and Women before a Café in the
Evening (fig. 46), both of which appeared in early im-
pressionist exhibitions and became famous thereafter.
Almost all his other café pictures are actually of the
café-concert, and they focus on the performers rather
than the spectators (e.g., cat. 25). The only exception is
the one exhibited here—a charming but very small ex-
ception, measuring less than five by seven inches. Like
many of the other images of such subjects, it is drawn in
pastel over a monotype print, the somber yet spontaneous
and intimate medium Degas preferred for recording his
most boldly unconventional visions of modern life: nude
women in poses of unself-conscious abandon, scenes of
popular entertainment in restaurants and at cafés-
concerts, brothel scenes of extraordinarily frank eroti-
cism, and, both here and in the Women before a Café,
gaudily dressed prostitutes waiting for clients in a café.

The latter was a familiar enough theme at the time, for
despite numerous police regulations and supreme court
rulings in the 1860s and 1870s strictly prohibiting prosti-
tutes from loitering in or even entering cafés (Pierrot,
10-11), their presence became increasingly conspicuous.
A contemporary guidebook warned Anglo-Saxon tourists
that “you cannot go into any public place in Paris without
meeting one or more women that you will recognize at a
glance as belonging to the class known in French society
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46. Edgar Degas. Women before a Café in the Evening, pastel over
monotype, 1877. Musée d'Orsay (Galerie du Jeu de Paume), Paris.

and fiction as the Demi-Monde. You will find them at the
theaters, in the concert halls, in the cafés . . .” (Janis,
no. 15). In Women before a Café, the four figures seated
on the terrace to attract passers-by seem coarser, more
deeply sunk in their empty boredom, and one makes a
vulgar gesture with her thumb, whereas here the little
lady seems shrewd and alert as she whiles away the time
with a game of solitaire. But the vision in both is cynical
and unsympathetic, very different from Manet's vision of
avirtually identical subject in the Plum (cat. 18), painted
in the same year.
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Edgar Degas (1834-1917)
25 The Café-Concert, c. 1877

Pastel over monotype, 9%2 x 17% in. (24.2 x 44.5
cm.)

Signed, lower left: Degas

Corcoran Gallery of Art, Washington, William A.
Clark Collection

Lemoisne, no. 404

3 If the ordinary café is a relatively rare subject in
Degas’ oeuvre, the café-concert is one of the most familiar.
Attracted by the picturesqueness of the gas lamps glow-
ing among the trees at night and the footlights distorting
the singers’ features, but also by the vivacity of their
movements and gestures and the colorfulness of their
popular audience, he returned to it frequently in the
1870s. Perhaps because of its nocturnal setting, almost
all his images of the café-concert are in black and white or
began as such: etchings, lithographs, monotypes, and,
like the one exhibited here, monotypes reworked in pas-
tel. So extensive was the reworking in this case that the
monotype base is visible only at the upper left, and its
original format, known from the unretouched cognate
(Janis, no. 25), is concealed beneath the chalk strokes
applied in order to extend the image above the platemark
at the top.

Pastel over monotype is also the medium of the well-
known café-concert picture at Lyon (fig. 38), which was
shown with this one at the impressionist exhibition of
1877 and almost at once established the vogue of this
subject among advanced artists; Manet’s treatments of it
(R-W 1: 309, 310), for example, date from the following
year. He may also have drawn on an older iconographic
tradition, that of the illustrated book and newspaper,
where the café-concert had been a familiar subject since
its establishment about 1840 (Isaacson 1982, 105). Degas
too seems to have found inspiration in that tradition,
especially in Daumier’s lithographs of the 1850s (e.g.,
fig. 47); his lower-class audience and musicians display a
coarseness reminiscent of the beer-drinking workers in
Daumier’s print, just as his bold division of the surface
into two zones, with a sharply silhouetted hat linking the
two, is similar in design (Reff 1976a, 79).

Both of Degas’ pastels show the popular café-concert
“Les Ambassadeurs” on the Champs-Elysées, a classical
revival structure built in 1841, whose fluted proscenium
columns are visible in the background (Shapiro, 154);
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and both show the traditional stage arrangement, with
the singer surrounded by half a dozen seated women
holding fans or bouquets—the latter a signal of their
acceptance of the men who have offered them. In the
pastel exhibited here, the orchestra leader who follows
the singer closely has been identified as Charles Malo, a
popular conductor at cafés-concerts, and the singer who
leans toward him is probably Victorine Demay, a perfor-
mer noted for her robustness and cordiality who also
figures in several of Degas’ monotypes from about 1880
(Shapiro, 154-155, 160-161).

CROQUIS MUSICAUX

o - —_— -

AUX CHAMPS ELYSEES

que qui fait passer la hitrre gu

47. Honoré Daumier. At the Champs-Elysées, lithograph, 1852.
Bibliotheque Nationale, Paris.
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Henri de Toulouse-Lautrec (1864-1901)
26 At the Bastille, Jeanne Wenz, 1887

Oil on canvas, 28% x 19% in. (72 x 49 cm.)
Signed, upper right: H. T. Lautrec

Mr. and Mrs. Paul Mellon, Upperville, Virginia
Dortu, no. P307

Q& This is one of five pictures of young working-class
women that originally hung in a cabaret owned by the
poéte-chansonnier Aristide Bruant, which was for many
years Lautrec’s favorite haunt. Located on the boulevard
Rochechouart at the foot of Montmartre, Le Mirliton
was only a few blocks away geographically but miles away
socially from the Café de la Nouvelle-Athenes, where the
impressionists and other middle-class artists and writers
gathered. Bruant, who had spent an impoverished youth
in the lowest dives and cheapest eating-houses of the
outer boulevards, was the first of the Montmartre chan-
sonniers to make the poor, the homeless, and the down-
trodden and their peculiar, colorful slang the raw mate-
rial of his art; and although he and the aristocratic Lau-
trec were poles apart in their backgrounds, they shared a
fascination with the poignancy and vivid realism of such
material.

The five pictures that hung in Bruant’s café have the
titles of some of his most popular ballads: A Saint-Lazare,
A Montrouge, A Batignolles, A Grenelle (Dortu, nos. P 275,
305, 306, 308), and the one exhibited here, most of
them alluding to working-class districts of Paris.
Although all but the first are traditionally dated 1888,
they are not exactly contemporary; recent research has
established that A Grenelle dates from 1886 and At the
Bastille from 1887 (Murray, 412-414). And except for A
Saint-Lazare, they do not really illustrate the ballads; for
if the dreary atmosphere of Lautrec’s pictures recalls that
of Bruant's bittersweet tales, they have none of their
desperate irony and melodramatic contrasts (Mack, 97-
100). The subject of At the Bastille, Jeanne Wenz, the
sister of a friend and fellow artist, seems more gentle and
refined than Nini Peau-de-Chien, the splendid and cor-
rupt temptress of Bruant’s song; indeed, more like the
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48. Henri de Toulouse-Lautrec. Woman with a Pink
Bow—]Jeanne Wenz, oil on canvas, 1886. The Art In-
stitute of Chicago, Mr. and Mrs. Lewis Larned
Coburn Memorial Collection.

genteel lady in Lautrec’s portrait of her, painted the year
before (fig. 48). For all his fascination with the lurid,
marginal world Bruant evoked, Lautrec was as an artist
closer at this time to the milder, more lyrical world of
impressionism, that of Renoir’s young girls reading and
of Manet's young women sitting in cafés (e.g., cat. 22);
and both the softly brushed execution and the muted
mixtures of complementary colors in At the Bastille testify
to this impressionist tendency.
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Plate 9.

Edouard Manet.
The Tragic Actor,
1865-1866.

Cat. 27.
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The Theater and the Opera

THE PERIOD OF Manet's maturity, roughly from
1850 to 1880, was one of the golden ages of the
Parisian stage. Not so much in the creation of new operas
and plays—Gounod and Offenbach, Dumas fils and
Halévy were the popular successes; Wagner, Flaubert,
and Zola the spectacular failures—as in the number and
variety of the theaters then active, the extravagance of
their productions, and the brilliance of their performers.
From the rhetorical grandeur of Rachel and Mounet-
Sully at the Comédie Frangaise to the mute pathos of
Deburau’s successors at the Funambules, from the os-
tentation of Garnier’'s new Opera to the naturalism of
Antoine’s Théatre Libre, theaters provided the principal
means of entertainment for almost all classes of society
except the lowest. They could even attend the same
theater; for like the typical apartment house of the time,
it was articulated vertically by class, from orchestra seats
to remote galleries. How important a place the theater
held in that society is evident in the fiction it inspired:
hardly a modern novel set in Paris, from Pére Goriot in
1834 to Bel-Ami in 1885, fails to include a scene in which
the theater itself is the setting. In Balzac’s novel, it is the
fashionable Théatre des Italiens to which Rastignac
takes an aristocratic lady; in Maupassant’s, it is the
Folies-Bergere, a gaudy music hall, in which Duroy
makes the acquaintance of a prostitute. Characteristi-
cally, Manet chose to paint both places: the Italiens, by
then in decline, in a relatively minor work (R-W 2:17), a
pastel sketch his student Eva Gonzaleés developed further
in her Box at the Italiens of 1879; the Folies-Bergere, then
in its heyday, in one of his greatest works, the Bar at the
Folies- Bergére of 1882 (fig. 49).

If Maupassant’s description of the Folies and its
“made-up, slightly soiled” barmaids, enthroned before
“tall mirrors [that] reflected their backs and the faces of
the passers-by” (Maupassant, 19-20), postdates Manet's
and may even depend on it, Huysmans’ in “Les Folies-

fé?

Bergére en 1879" predates it and, though it does not
mention the bar, recreates brilliantly the vulgar atmos-
phere of the place and the kind of entertainment it
offered, including a virtuoso trapeze act that explains the
tiny legs at the upper left in Manet's picture (Huysmans
1880, 14-18). And Forain's gouache of 1878 (fig. 50),
inscribed to Sari, the enterprising director of the Folies,
likewise shows the bar with its bottles and compote of
fruit and the barmaid reflected in a mirror, along with the
theater and its balconies and spectators. In addition to
these examples in high art, there were many in the lower
art of journalistic illustration that may also have influ-
enced Manet; for as the Folies itself became more popu-
lar in the late 1870s, the draftsmen of the illustrated
weeklies who chronicled Parisian social life turned to it
more frequently; one such drawing, published in the
Journal amusant in 1878, shows a barmaid and her cus-
tomer in much the same relationship as in Manet's paint-
ing (Isaacson 1982, 110). But as his picture makes clear,
he too frequented the place; one of those who accompa-
nied him has in fact left a very brief but amusing account
of an evening they spent there with the journalist and
boulevardier Aurélien Scholl (Jollivet, 254).

[t was perhaps not by coincidence that Manet painted
both the Théatre des Italiens and the Folies-Bergere; for
throughout the 1870s he found his subjects at the social
poles of the world of Parisian entertainment: in the
elegant Eva Gonzales in her box at the Opera and the
ragamuffins in their gallery or “paradise” (H 86); in a
fancy-dress ball at the Opera (cat. 39) and a café-concert
at the Brasserie de Reichshoffen (cat. 21). In the pre-
vious decade, he had been drawn more often to the
popular and even the impromptu performance: a troupe
of Spanish dancers and musicians at the Hippodrome
(cat. 32), a bear-trainer and acrobats at another circus
(R-W 2:562, 563), and a children’s puppet theater in the
Tuileries Gardens (cat. 98), which in turn provided the
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49. Edouard Manet. The Bar at the Folies-Bergére, oil on canvas, 1882. Courtesy Home House Trustees, Courtauld Institute

Galleries, London.

theatrical metaphor he employed in a frontispiece in-
tended for an album of his etchings (H 38). And since the
frontispiece also shows a basket of Spanish clothing he
had used in such stagelike costume pieces as the Young
Man in the Costume of a Toreador and Victorine Meurent in
the Costume of an Espada (R-W 1: 56,58), it reveals still
another aspect of Manet's fascination with popular en-
tertainment, even if, as in this case, it is one he had only
imagined.

At least once in each decade, however, Manet also
represented a more conventional theatrical subject in
portraying the actor Rouviére and the singer Faure in
their roles as Hamlet (cat. 27, 28). Although essentially
costume pieces in the tradition of eighteenth-century
portraits of actors in familiar roles, these imposing pic-
tures show how strongly Manet could be affected by the
famous soliloquy and by the ghost scene in Shakespeare’s
tragedy, despite his realist aesthetic; whereas Daumier,
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precisely because of his, could only find the drama slight-
ly ridiculous, as he did in satirizing the highly emotional
scene in which Hamlet forces the queen to acknowledge
her guilt (fig. 51); like the other well-known plays that he
illustrates in the series “Physionomies tragiques” (1851),
Hamlet has little meaning for the second-rate actors he
shows strugg