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Denis's introduction: Art et critique, 23 and 30 August, 1890. I was not yet 20 years of age. I had been a pupil at the École des Beaux-Arts since July, 1888. This article was signed Pierre Louis, a pseudonym which I abandoned at the request of M. Pierre Louys, future author of Aphrodite.

DEFINING 'NATURE'

I

Remember that a picture - before it becomes a battle-horse, a nude woman or any sort of anecdote - is essentially a flat surface covered by colours arranged in a certain order.

II

I am looking for a painter's definition of the simple word "nature" which serves both to indicate and to summarise the theory of art that is most generally accepted in this end of the century.

Probably: the sum total of our optical sensations? But, without speaking of the natural disturbances of the modern eye, who does not know the power that our mental habits exercise over our vision? I have known young persons who have given themselves up to a tiring gymnastic of the optic nerves just in order to observe the various trompe-l’oeil devices used in the Poor Fisherman.
 And they succeeded, I know. M. Signac will prove to you with impeccable science that his chromatic perceptions are entirely necessary. And even if the corrections he makes in the studio are done in all sincerity, M. Bouguereau is intimately persuaded that he copies "nature."

Ill

Go to the Museum and consider each canvas separately, in isolation from the others: each will provide you with a complete illusion, at least with an appearance of nature that has pretensions to being true. You will see in each picture whatever it was you wanted to see.

But if, by an effort of the will, one can see "nature" in paintings, the opposite is also true. It is an irresistible characteristic of painters to refer what is perceived in reality back to what has been seen previously in paintings.

It is impossible to give an idea of all the factors that can affect our modern way of seeing things, but there can be no doubt that the storm of intellectualism through which most young artists pass ends by creating some very real optical anomalies. After looking for a long time to see if they are violet or not, certain greys will appear very clearly to be violet.
 
The eyes of the academic masters have certainly been deformed by their unreflecting admiration for old paintings. They admire them because they have to, but what they have tried to see in them is a careful rendering of "nature". Other disturbances come about through the admiration of modern painting, studied with enthusiasm in the same spirit. Has no-one noticed that this indefinable "nature" is changing all the time, that it is not the same in the salon of 1890 as it was in the salons of thirty years ago, that there is a fashion in "nature" - a fantasy that changes, after the manner of clothing or of hats?

IV

Thus, by a process of choice and of synthesis, there is formed in the modern artist a certain habit of interpreting optical sensations that is both eclectic and exclusive, and this - the individual self-definition of the painter which the literary types would later call the 'temperament' - becomes the criterion of naturalism. It is a sort of hallucination. Aesthetics have no part to play, since reason has surrendered to it and is no longer in control.

When we say that Nature is beautiful, more beautiful than any painting, then, supposing we remain within the realm of aesthetic judgement, what we mean is that our own impressions of nature are better than those of other people. That's something we have to admit. But do we want to compare the imagined, dreamt fulness of the original effect with the way that effect has been recorded by such and such a mind? Then the great question of temperament is posed: "Art is nature seen through a temperament."
 
A definition that is very true because it is very vague, and which leaves uncertain the principal point: how do we judge the quality of the temperament? M. Bouguereau’s painting is nature seen through a temperament.

M. Raffaëlli is an extraordinary observer, but strongly aware of beautiful forms and colours, don’t you think? Where does the "painterly" temperament begin or end?

There is a science  - do we know it? - which covers these things: Aesthetics, which is becoming precise and which, thanks to the practical researches of Charles Henry, is firmly based on the psychology of the Spencers and the Bains.
 
Before manifesting our sensations, such as they are, to the outside world, we ought to determine their worth from the standpoint of beauty.

VI

I don't know why painters have so badly misunderstood the epithet "naturalist ", which has been applied, but uniquely in a philosophical sense, to the Renaissance.

I will admit that Fra Angelico’s Predella at the Louvre,
 Ghirlandaio’s Man in Red and a number of other works by the primitives, recall "nature" much more readily to me than Giorgione, Raphael or Da Vinci. It is another way of looking - those are different ways in which the imagination works.

VII

And then, everything in our sensations, subject and object, is always changing. One must have a very strictly disciplined mind to be able to see the same model upon the table two days in a row. There is life, intensity of the colour, light, mobility, air, a host of things which can't be rendered. Here I arrive at themes that are well known and very true, indeed quite obvious.

VIII

I recognise finally that there are many possibilities that some sort of universal agreement, here as in other intractable problems, might have some value - that photography might, more or less, convey the reality of a form and that a direct moulding is as "close to nature" as we can get.

Of those works and of others like them, I shall say that they are "nature". I shall call "nature " the trompe-l’oeil of the herd, like the ancient painter’s grapes, pecked by the birds, and M. Detaille’s 
 panoramas, where one wonders - oh the aesthetic emotion! -  if such and such an ammunition chest in the foreground is real or on the canvas.

IDEALS OF NINETEENTH CENTURY PAINTING

IX

"Be sincere: it is enough to be sincere to paint well. Be naif. Paint what you see without thinking about it."

What good, infallible devices of a rigorous exactitude have they sought to manufacture in the academies!

X

The best lesson ever received by the students who frequented Bouguereau's studio was on the day when the master pronounced: "Drawing is a matter of sticking things together." [Le Dessin, c'est les emmanchements]

In his poor brain was fixed as an extraordinary and desirable thing, anatomical complexity as mechanical joinery! Drawing is sticking things together. And those fine fellows who think that that resembles Ingres! I would not be surprised if secretly he believed himself to have gone beyond Ingres. As regards naturalism, certainly! He takes photographs.

They're still around, those little painters. They are today’s masters. From the enthusiasm of the romantics, the frequenting of Italian museums, the obligatory admiration of the Masters, they have retained a vague memory, for ever incomprehensible, of some of the Masters' motifs, resulting in a deformed version of their aesthetic. Delacroix used to say that he would gladly pass his time trying to confer some sort of harmony on cheap Stations of the Cross (how plentiful they are in our churches, alas!). Messrs so-and-so of the Institut are busy wrecking the harmony of the paintings of the Renaissance. But enough remains of the splendour they are ruining to arouse the unthinking admiration of the masses, still instinctively drawn to that beauty.

XI

Aspects of the reputation of Meissonier:
 

· The deformation of Dutch genre painting.
· A literary mind, in abundance (symbols of the glory of Napoleon, which seem to our eyes to be grotesque but which, in the eyes of the majority, approach the sublime).
· Very witty, expressive heads: the naif gambler, the clever one, the heedless, the ironic.
· Most of all the skill of the execution, which brings forth unreserved exclamations of "That is great."
Oh this demoralising vulgarisation of art, this facile dilettantism! they love using technical terms, persuading themselves in the end that they are exercising their judgment!

XII

But in the end the pupils of those masters reach pure naturalism: that is the end: there is nothing beyond, one cannot descend any further, and certainly we are now beginning to climb up again.

Dagnan,
 who began with the Wedding at the Photographer’s, with the other Country Wedding and the Vaccination of the Children, arrives at his Virgin and the Pardon, at that study of Breton women that was seen two years ago at the exhibition in the Mirliton,
 and again at the unnoticed pastel at the Salon du Champ-de-Mars. Visibly, Dagnan, who is a painter, is returning to tradition.

XIII

To one of the young neo-traditionalists,
 then a student, one of the modern masters said, in relation to a woman he had painted, very white, on whom the light shimmered like a rainbow - and it was this colour that  interested him, he had been looking for it for a week - that "it is not nature, you would not sleep with a woman like that!"

How many things could be said, from this point of view, about the morality of the work of art! Compare the symbols of the Phoenicians and of the Hindus, with pornographic photography: the nudes of Puvis de Chavannes, of Michelangelo, Rodin’s scenes of passion - with what? With analytical works, their trompe-l’oeil, their titillation that entertains the eyes of candid young persons and old libertines: all the Piscinae, the Temptations, the Andromedas, the Models, the Études of the "young Academy" in these last fifteen salons!

XIV

But have you noticed the first signs of a return to beautiful things among the Impressionists? Manet as we know is on the great path. All of them, and all their imitators are beginning to research corners of nature with ever more special effects of colour - effects of sunlight, lanterns in the night, oriental scenes, the "aurora borealis."

And they spoil the particular flavour of the sensation that first inspired them, composed uniquely of that special colour, by their disdain for composition, and their concern to make it look like nature! Most of all the irritating obsession, burnt into our souls, to give it an appearance of modelling in three dimensions.

XV

"Art, that is when things turn round"
 - another definition by someone who has got it badly wrong.

Wasn't it Paul Gauguin who gave us this ingenious and as yet unpublished history of modelling?

In the beginning a pure arabesque, as little trompe-l’oeil as possible. A wall is empty: fill it with a form made up of symmetrically arranged marks, harmonious in their colour (stained glass windows, Egyptian paintings, Byzantine mosaics, Japanese kakemonos).

Painted bas-relief comes next (metopes of Greek temples, medieval churches).

Then the ornamental trompe-l’oeil as it was attempted in antiquity is taken up by the fifteenth century, replacing the painted bas-relief by painting that imitates bas-relief modelling, but which still preserves the early idea of decoration (the Primitives; let us recall how Michelangelo, a sculptor, decorates the vault of the Sistine Chapel).

The perfection of that modelling - imitating sculpture in the round - which takes us from the first Academies of the Carracci to our own decadence. Art, that is when 'things turn round'.

XVI

We know that French sculpture of the earliest centuries (such as the portal of Vézelay) is derived from Byzantine illuminations, not from reliefs. That explains the way in which the folds of togas and of large areas of clothing are used to create simple arabesques and to fill empty spaces - folds drawn following an imagination of a very high aesthetic order cut into the stone, not corresponding to any possibility of draping the robe round the figure concerned. Paul Sérusier explained these researches with reference to the ancient Athenians, Tanagra figurines, the Victories of the temple of Nike Apteros, all Greek statuary, all the Middle Ages, all the Renaissance. He further added that the desire to fill an empty space, a space which to a normal eye appears insipid, the same desire which had invented in clothing folds that are highly improbable, had, in painting, in relation to flesh, produced modelling. He cited a bambino by Raphael: "curves moving in and out ,
 constituting an empty space rich in possibilities, filled by a gentle modelling that sustains the form."
Oh, the multitudes of great empty skies with a meaningless grey sea! And the line of the horizon, an imperceptible detail in which literary critics have managed to see so much!  - but which amounts to no more than "parallel lines on a neutral field." Imagine the golden white forms on blue done by the painters of the Renaissance (Veronese’s clouds, Angelico’s seraphim). Think of those glorious distant vistas made up of cobalt and emerald!

XVII

Passing in front of a photographer's shop. Eighteenth century things, sketches by Boucher and his imitators -  furniture, tapestries, architecture.

Now to what aesthetic formulas might our own houses and painting be reduced, the rue Pierre-Charon, or that of the Parc Monceau, paintings by J.-P. Laurens,Delort and Friant, the statues we find in all our public spaces and the incredible juxtaposition of exotic styles from every age.

Taraval
 is a great man: it looks good on the wall, with the organisation of the panelling , the colours of the wallpaper, the shapes of the furniture. It does not rise very high, not high at all, but at least it has a certain rhythm to it!

But where could you put the Agrippina of M. Rixens,
 the St. Denis of M. Bonnat?
 And it is the sheer quantity of them that is troubling, the great mass of exhibitors at all the salons. Think on how admirable were even the mediocrities of the eighteenth century, the unremarked portraits of our great-grandfathers, the most obscure painted overmantel in the provincial bourgeois salons of our ancestors!

THE LITERARY FALLACY

XVIII

These times are literary to the marrow: refined in minutia, thirsting for complexity. Do you believe that Botticelli, in his Primavera, wanted the sickly delicacy, the precious sentimentality which we have all seen there? Well then, work with that malevolence, that sort of notion in your head, what formulas you will derive from them!

In all decadent times, the visual arts are stripped of their leaves through literary affectations and the negations of naturalism.

XIX

To ask for calmness of mind in our present age would be asking too much. The people of the Renaissance allowed their work to spring forth, infinitely profound and aesthetic, from the abundance of their nature. A Michelangelo did not work himself up into a frenzy like a Bernini or an Annibale Carracchi, in order to seem great. His sensations, passing through the sure intelligence he had about art, achieved greatness all by themselves. It was the effort they put into their work that was the undoing of the Romantics.

XX

It is from the state of the artist’s soul that, unconsciously, or nearly so, all of the feeling in a work of art is derived: "He who would paint the things of Christ must live with Christ" said Fra Angelico. That is a truism.

Let us engage in a bit of analysis: If the vulgar herd has need of a written explanation to appreciate Puvis de Chavannes’ Hemicycle at the Sorbonne, does that mean that it is literary? Certainly not, because such an explanation is false: baccalaureat examiners may know that a given beautiful figure of an ephebe, languorously bending toward a semblance of water, symbolises studious youth. That is a beautiful form, aesthetes! Is it not? And the depth of our emotion comes from the sufficiency of those lines and colours to explain themselves as being beautiful only, and divine in their beauty.

In the Ménages sans enfants
 only the label attached to the painting is of any interest to me (the starting rate for writing such labels is 23fr 50)
 as I find the absurdity of a minute depiction of dirty heads and grotesque furnishings repulsive, the same unease I feel, I assure you, with M. Detaille's
 little rifles or M. Toulmouche’s
 bracelets.

With Raffaëlli, effort, with Puvis de Chavannes, clear and normal play of his faculties.

But to continue. Does not the frivolity of trompe l’oeil, whether it has been merely attempted or actually achieved, contribute to that disagreeable effect which I designate as "literary?"

I imagine Paul Gauguin's Calvary as M. Friant
 might render it. It would become Fr. Coppée.
 That is because the impression we have of a higher moral order, when confronted by that Calvary or the bas-relief Soyez Amoureuses, does not arise from the subject or from the objects in nature as depicted, but from the depiction itself, its forms and colours.

The emotion - bitter or consoling, "literary," as the painters say - springs forth from the canvas itself, a flat surface covered with colour, without any need to interpose the memory of another, older sensation (such as that provoked by a subject taken from nature).

A Byzantine Christ is a symbol: the modern painters’ Jesus, even if it is wearing the most correctly drawn "kiffeyeh,"
 is but literary. In the one, it is the form which is expressive, the other tries to be expressive through imitating nature.

And just as I have said that any representation can be called 'nature', any beautiful work can arouse the highest, most complete emotions: the Ecstasy of the Alexandrians.
 
Even a simple experiment in lines, such as Anquetin’s
 Femme en rouge (at the Champ-de-Mars), has value in its effect on our feelings.

Even the frieze of the Parthenon - even, and most of all, a great sonata by Beethoven!

XXI

When the plastic arts come to close quarters with the written word, enormities appear in the book itself.

I dream of ancient missals with their rhythmic borders, the sumptuous lettering in books of antiphons, the earliest woodcuts - in sum, of something precious and delicate that could act as a complement to our own literary complexity.

But illustration - that means decoration of the book! Not: 

1. placing black squares of photographic aspect on the blank spaces or in the middle of the writing

2. random naturalist cut-outs in the text

3. other, unsystematic cut-outs, pure exercises in virtuosity, sometimes (oh!) of a Japanese pretext.

To find a decoration that does not slavishly follow the text, that does not correspond exactly to the subject of the writing; but rather provides an embroidery of arabesques on the page, an accompaniment of expressive lines.

In Maurice Denis’ illustrations for Verlaine’s Sagesse one may verify the intensity of expression of the drawings where it is a matter of forms and shading - and, on the contrary, the feebleness of those into which disparate elements have been introduced by considerations of a literary nature.

THE ONLY AND TRUE FORM OF ART

XXII

And here is the only and true form of Art. Once preconceptions that are without any foundation and prejudices that are wholly illogical have been eliminated, the field is clear for the imagination of painters, for the aesthetics of appearances that are beautiful.

Neo-traditionalism cannot waste its time on learned and feverish psychologies, literary sentimentality requiring an explanation of the subject matter, all those things which have nothing to do with its own emotional domain.

It has reached the stage at which definitive syntheses are possible. Everything is contained within the beauty of the work.

XXIII

How unhappy those who wore themselves out with their brains enslaved, seeking originality, new subjects, new visions! Repudiating their own best feelings because they had become used to denying beauty, because they interposed their care for trompe-l’oeil between their emotion and the work!

What is it that differentiates modern painters amongst themselves? It is often (as I explained above) their way of seeing, more often it is procedure, and still more often the subject.

Such identical imaginations! They all follow the same fashion. And if one should undertake to reveal a new fantasy - instead of modifying, oh, by very little, as might be suitable, the lighting or modelling of the previous one - what a scandal! Only just recall the Femme jaune of Besnard.
 
XXIV

Art is the sanctification of nature, of that nature which throughout whole world is content just to live its own life! The great art, called decorative, of the Hindus, the Assyrians, the Egyptians, the Greeks, the art of the Middle Ages and of the Renaissance, and those works of modern art that are decidedly superior, what are they but the transformation of common sensations - natural objects - into sacred icons, hermetic, imposing.

The hieratic simplicity of Buddhas? Monks transformed by the sound aesthetic judgment of a religious race.

Again, compare the lion in nature to those lions of Khorsabad; which of them would compel us to go down on our knees? The Doryphore, the Diadumenos of Achilles, the Venus de Milo, the Nike of Samothrace, those are in truth the redemption of the human form. Is it necessary to mention the Saints - male and female - of the Middle Ages? Do we have to mention Michelangelo’s Prophets and Da Vinci’s women?

I have seen the Italian Pignatelli
 from whom Rodin drew his John the Baptist - the quite ordinary model has become the appearance of the Voice that marches on, the venerable bronze. And the man whom Puvis immortalised as the poor fisherman, eternally downcast, who was he?

The universal triumph of the imagination of aesthetes over the efforts of unthinking imitation, the triumph of the emotion of the beautiful over the naturalist lie.

XXV

Have you noticed what the portrait gains from these experiments with "high tapestry?"
 There is one painter with a beautiful imagination, despite his general timidity, who dreams with one and the same dream both pastels of a musical fantasy, and portraits. Do you not love, amid the tumult of a Salon, to lose yourself yourself in front of a Fantin Latour?

In this age of decadents, who, I hope, are the primitives in this laborious preparation of something, those of us who hold back a little are still the most complete.
 
I see La Gioconda once again; oh, the sensuous delight of that happiest of conventions which dispels life, the false and irritating life of a wax figure that the others are trying to achieve! And the light! And the air! Blue arabesques, in the background, the rich accompaniment of a conquering, caressing, rhythm, to the main, orange-tinted, theme, like the seduction of violins in the overture to Tannhäuser!

Oh Rixens, Oh Bonnat!
� Well-known painting by Puvis de Chavannes.


� Denis is presumably referring to the ability of grey to assume the complementary of colours juxtaposed with it. Thus a grey surrounded by yellow would yield a violet. This was a subject of great excitement among the colour theorists of the time. Although it is an undoubted fact, Denis seems to be expressing skepticism on the subject.


� Apparently a reference to the definition by Zola: 'A work of art is a corner of creation seen through a temperament'. The quotation occurs in two articles reproduced in Emile Zola: Mes Haines - causeries littéraires et artistiques. Mon Salon 1866 and Edouard Manet, étude biographique et critique, Paris, Bibliothèque Charpentier, 1893 (first published in 1866):  "Ma définition d'une oeuvre d'art serait, si je la formulais : Une oeuvre d'art est un coin de la création vu à travers un tempérament. Que m'importe le reste.' Emile Zola: 'Proudhon et Courbet' in Mes Haines p.25 originally in the Lyon based paper Le Salon Public, 26 July and 31 August, 1865 'Ainsi, il est bien convenu que l'artiste se place devant la nature, qu'il la copie en l'interprétant, qu'il est plus ou moins réel selon ses yeux; en un mot, qu'il a pour missiôn de nous rendre les objets tels qu'il les voit, appuyant sur tel détail, créant à nouveau. J'exprimerai toute ma pensée en disant qu'une oeuvre d'art est un coin de la création vu à travers un tempérament.' Emile Zola: 'M.H.Taine, artiste' in Mes Haines p.229, originally in La Revue contemporain, 15 February 1866. It may have been Denis himself who replaced 'coin de la création' with 'la nature'.


�  Charles Henry (1859 - 1926) was a mathematician who argued that aesthetic sensations could be expressed mathematically. He exercised a considerable influence on the painters Seurat and Signac, and the theorist Félix Fénéon in the late nineteenth century and in the 1920s on Gleizes and Severini. Herbert Spencer (1829 - 1903): Denis probably has principally in mind his Principles of Psychology, published in 1855. Alexander Bain (1818 - 1903), Scottish philosopher, friend and associate of John Stuart Mill, wrote extensively on the relation between physiology and psychology.


� The paintings in the frame below Fra Angelico's Coronation of the Virgin.


� See fn (19)


� Jean-Louis Ernest Meissonier (1815 - 1891). As Denis indicates he specialised both in large scale history paintings mainly concerned with the career of Napoleon and small scale domestic scenes influenced by eg the seventeenth century Dutch painter, Gabriel Metsu. He was probably the most commercially successful painter of his age.


� Pascal-Adolphe-Jean Dagnan-Bouveret (1852 - 1929). Denis may have been disappointed in him. His Breton paintings remain as purely 'naturalist' as his earlier work, though he did have a 'mystical' side to him (Lament of Orpheus, 1876, Last Supper, 1895-6 and Christ at Emmaus, 1896-7).


� I assume this refers to the cabaret in Paris founded by Aristide Bruant, much frequented by the artists and still famous through the posters of Toulouse Lautrec.


� Denis himself. He tells the story in his essay 'Le retour au bon sens' Nouvelles Théories, p.96: 'Parce qu'un jour j'avais essayé d'embellir, d'idéaliser de synthétiser une figure nue, mon maître, du fond d'une de ces «nécropoles officielles» que flétrit Mirbeau, m'asséna cette phrase que Mirbeau eût signée : "Vous ne coucheriez pas avec cette femme-là !" Et c'était en 1888!'


� 'L'art, c'est quand ça tourne.' Since the subject here is modelling I think Chipp probably has it right when he gives 'when things appear rounded.' However, Robert Delaunay later used the phrase 'ça tourne' to describe his own art. The meaning was completely different - he was referring to the essentially circular movement of his Suns and Moons done just before the 1914 war but I can't help feeling he had Denis's phrase in mind and since I regard Delaunay's work as the realisation of what was of value in the theories of Maurice Denis I would be anxious to maintain the connection.


�  Scroll paintings or calligraphy designed to be hung on walls.


� 'rondeurs alternes-internes' I can't help feeling this should read 'externes-internes'.


� Hugues Taraval, 1729-1785. Rococo paintings designed for the elaborately furnished interiors of the period.


� Jean-André Rixens (1846 - 1925) specialised, in his earlier days at least, in classical scenes - Death of Messalina, Death of Cleopatra, Caesar's corpse. The Death of Agrippina is in the Musée des Beaux-Arts in Béziers.


� Léon Joseph Florentin Bonnat (1833 - 1922). Portrait painter who also specialised in historical and religious painting. His embarrassingly realistic Martyrdom of St Denis is in the Pantheon in Paris


� Title of a series of paintings by Raffaëlli


� I'm assuming this is what is meant by 'on vous donnera 25 fr. 50 pour commencer'


� Jean-Baptiste Édouard Detaille (1848 - 1912), pupil of Meissonier, specialising, as Denis indicates, in military scenes. His painting Le Rêve shows soldiers asleep in the field with an imaginary battle raging in the clouds above them


� Auguste Toulmouche (1829 - 1890) specialised in elaborately clothed Parisian women.


� Émile Friant (1863 -1932). Specialised in photographic representations of everyday life. His Entrance of the Clowns (1881) is, nonetheless, terrifying.


� François Coppée (1842 -1908), very popular but very sentimental poet, parodied by Rimbaud in his Album Zutique.


� An Arabic head scarf. Denis is writing at a time when it was assumed inhabitants of the Holy Land in Jesus' day would have dressed like nineteenth century Palestinians.


� Presumably a reference to the Neo-Platonists. In the Vie de Paul Sérusier he says Sérusier introduced him to Plotinus. This would have been shortly before he wrote the present essay.


� Louis Anquetin (1861-1932). Friend of Toulouse-Lautrec, Émile Bernard and Van Gogh. With Bernard developed the style known as cloisonnisme, the painting divided into clearly defined patches of bright colour. Specialised in impressions of Parisian women and night scenes, but like Bernard turned to a more archaic style, in Anquetin's case heavily influenced by Rubens


� Paul-Albert Besnard (1849 - 1934). Painter using a vaguely Impressionist-influenced style for misty and sentimental portraits of women. Decorated the ceiling of the Petit Palais in Paris. 


� César Pignatelli, nicknamed Bevilacqua, used by Rodin as the model for his John the Baptist, one of his Burghers of Calais and Count Ugolino. He was later also used as a model by Matisse. (http://leslieparke.com/was-it-rodin-who-influenced-matisse-or-rodins-model/)


� 'In the 1890 manifesto of painting Définition du néo-traditionnisme, Maurice Denis compared those paintings he held in high esteem with "haute tapisserie" ... In 1894, the Nabi Edouard Vuillard noted in his journal how around 1890, Denis and Sérusier had taught their fellow artists that a painting should simply be a blow-up of a tapestry fragment ... the formal aspect of this model function, concerning the juxtaposition of colours and short, interrupted brushstrokes in a two-dimensional field' - Merel van Tilburg (2014) 'The Figure in/on the Carpet: Félix Vallotton and Decorative Narrativity', Konsthistorisk tidskrift/Journal of Art History, 83:3, 211-227 (https://www.tandfonline.com/doi/pdf/10.1080/00233609.2014.933250) The formula 'blow-up of a tapestry fragment' seems to me a little improbable.


� I'm guessing that he still has the 'timid' Fantin-Latour in mind. In referring to 'decadents' he is probably thinking of the poets behind the 'little journals' of 1885-6, La Décadence  and Le Décadent.
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