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ABSTRACT
This dissertation examines the role of visual culture in the creation of a Provencal identity
that resisted national identity, itself contested, in late nineteenth and early twentieth-
century France. Regional groups that resented the nation’s homogenization of diverse
cultures attempted to dislodge the hegemony of the Parisian cultural system using
museums, international expositions, and tourist posters. This discourse had an impact on
Neo-Impressionist Paul Signac, who left Paris to live in Provence, and on Fauvists such
as Henri Matisse.

I examine how Provengcal identity was affirmed in the creation of local,
independent museums, such as Frédéric Mistral's Museon Arlaten, which embodied a
rejection of the national museum system and its attendant version of French history. The
second chapter examines the differing uses of regional stereotypes at the Paris 1900
Exposition Universelle, where the regions were constructed as timeless, pre-modern, and
closer to the primitive, and the 1906 Exposition Color:ale de Marseille, where these same
stereotypes indicated the unique history of the region. The third chapter examines posters
promoting tourism to Provence that fulfilled contradictory aims: they accorded with the
central government'’s goal of encouraging knowledge of the entire nation, while also
promoting a distinct local identity. The final chapter considers how Signac and his
followers adapted images of Provence to their own notions of anarchist decentralization,
influenced by anarchist and regionalist theorist Elisée Reclus. In contrast to historians
who see the modernist retreat to the south of France as aligned with right-wing
nationalism, I demonstrate that Neo-Impressionist and Fauvist interpretations of the

Mediterranean coast had a socially conscious, left-wing dimension informed by the



regionalist debate. My study reveals a new understanding of the impact of the nation’s
cultural geography on modemnism and situates the avant-garde tumn to the south of France

within the larger discourse defining nation/region, center/periphery, and tourist/toured.
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INTRODUCTION

Arriving in Avignon, it seemed to me that I had just left
France. Getting out of the steamboat, I had not been
prepared by a gradual transition for the novelty of the
spectacle before me; language, clothing, the look of the
country, all seemed strange compared to central France. 1
felt as though I were in the middle of a Spanish town.
Prosper Mérimée,
Notes d’un Voyage dans le Midi de la France, 1835.'

French, Italian, Spanish, yes, the Provengal is all of these,
he shares something of the nature of these three peoples
whose contact and domination he has been subjected to.
The Italian and Spanish are disappearing every day, the
French remains. In today’s intellectual climate, the
Provengal is nevertheless called upon to exert a strong
influence; he adds to the mix of national unity that sure
vision, that active intelligence, that quick decisiveness in
significant times that are natural to the children of the Midi.
The importance of the Provencal has been great in all
periods of history, now he can give up his individuality.
His personal existence hangs on nothing but arail. Once a
train is able to transport Paris in a few hours to every corner
of France, Provencals will not tarry at becoming Parisians.
All these traits, of which we’ve attempted to sketch the
principal outlines, will no longer exist; the standard of the
century will have levelled this noble land.

Taxile Delord, Les Frangais peints par eux-mémes, 1841.°

! Prosper Mérimée, Notes d'un Yoyage dans le Mid;i de la France (Brussels: Hauman, 1835), 123: “En
arTivant 2 Avignon, il me sembla que je venais de quitter 1a France. Sortant du bateau a vapeur, je n’avais
pas été préparé par une transition graduée a la nouveauté du spectacle qui s’offrait 2 moi: langage,
costumes, aspect du pays, lout parait étrange a qui vient du centre de la France. Je me croyais au milieu
d’une ville espagnole.” I would like to thank Kathleen McDougall for her help with these translations,
which are mine unless otherwise noted.

? Taxile Delord, “Le Provengal,” in Les Frangais peints par eux-mémes: Encyclopédie morale du dix-
neuviéme siécle, vol. 7 (Paris: L. Curmer, 1841), 88: “Frangais, Italien, Espagnol, le Provengal est tout cela
en effet, il participe de ces trois peuples dont il a subi le contact et la domination. L'Ttalien et I'Espagnol
s’en vont tous les jours, le Frangais reste. Dans le mouvement actuel des esprits, le Provencal est
néanmoins appelé & excercer une grande influence; il ajoutera au faisceau de I’unité nationale cette sireté
de coup d’ceil, cette activité d'intelligence, cette promptitude de décision dans les grandes circonstances qui
sont naturelles aux enfants du Midi. L’importance du Provengal a été grande a toutes les époques de
I"histoire, maintenant il peut abdiquer son individualité. Son existence personnelle ne tient plus qu’'a un

1



These two pictures of the south of France--one by a government official surveying the
nation’s architecture in 1834, the other from the popular series Les Frangais peints par
eux-mémes in 1842--map cultural identity in nineteenth-century France. The
disappearance of cultures seen as distinct, even foreign, in the far reaches of the nation
was believed to be unavoidable. The entire country would inevitably, it was assumed,
become Parisian with the arrival of the railroad, in a construct that equated modemn
France with Paris. The popular account purports to sketch the diversity of France and its
various peoples; however, it actually supports the ideology of national unity promoted by
central governments throughout the nineteenth century by portraying the absorption of
France’s diverse regions as unavoidable.

In my dissertation, I study the role of visual cuiture in the creation of a Provengal
identity that resisted national identity, which was itself contested and in the process of
development. Until very recently, historians studying the centralizing myth of national
unity largely ignored cases in which the dominant discourse emanating from the Parisian
capital met with resistance. In the fields of history and post-colonial studies, historians
are currently re-evaluating nationalist discourse in light of regional patterns of resistance,
and my own work examines the role of art and the exhibitionary complex in that debate.
I show that there were significant attempts to dislodge the hegemony of the Parisian
cultural system from within the French nation by groups that resented the nation’s

homogenization of diverse cultures; museums, international expositions, and tourism

rail. Lorsqu'une locomotive pourra transporter Paris en quelques heures dans toutes les extrémités de [a
France, les Provengaux ne tarderont pas a devenir Parisiens. Toutes ces physionomies dont nous avons
essayé de résumer les principales surfaces n’existeront plus; le niveau du siécle aura passé sur cette noble
terre.”



were all significant arenas for the negotiation of these competing identities. At the
national level, the regions were constructed as timeless, pre-modern, and closer to the
primitive, in contrast to Paris, which was portrayed as the exemplar of modernity. In
Provence, however, many sought to reclaim what was perceived as the region’s distinct
heritage through the creation of folk museums and exhibitions of Provencal art
emphasizing the unique history of the region.

This local discourse had an impact on such key modemnists as the Neo-
Impressionist Paul Signac, who left Paris to live in Provence, and on Fauvists such as
Henri Matisse, who visited Signac during periodic sojourns to the south of France. Under
the influence of the anarchist and regionalist theorist Elisée Reclus, Signac and his
followers adapted the regional image of Provence to their own notions of anarchist
decentralization and related primitivist myths. Thus, in contradistinction to historians
who would see the modernist retreat to the south as part of an embrace of Paris-based,
right-wing nationalist organizations, such as L' Action frangaise, [ demonstrate that Neo-
Impressionist and Fauvist interpretations of the Mediterranean coast had a socially
conscious, left-wing dimension that refuted such essentializing dichotomies as

centre/periphery, Paris/province, modern/timeless.

Picturing the Nation in the Nineteenth Century
Emest Renan was in a distinct minority when he answered his famous question, what is a
nation? His was a voluntarist conception of a group not defined by race, language or

religion, but rather by consensus.” In contrast, most histories, especially those of the

? Emest Renan, Qu ‘est-ce qu ‘une nation? et autres essais politiques, ed. Jo&l Roman (Paris: Presses Pocket,
1992).



nineteenth century, posit a nation stretching back into the distant past.* Indeed, histories
of the nation invariably applied the term ‘France’ to the geographic area long before the
state was constituted, an ideological act that generally goes unrecognized as such.’ The
ideology supporting this faith in the nation, one and indivisible, had to be invented, and
for a national consciousness to take hold, an idea of the shape of the nation had to be
available.®

The idea of national patrimony-a heritage all citizens of the nation share as a
birthright--was a product of the Revolution, and it shaped French museum policy 7 As
early as 1793, a museum dedicated to monuments frangais was created, and attempts
were made to survey and classify the nation’s architectural heritage, thought to be falling
into disrepair in the far reaches of the nation.® However, it was not until the July
Monarchy that a systematic study of the regions was undertaken. In 1834, the position of
inspector of historic monuments was created, and, in 1837, a more expansive
Commission of Historic Monuments was created to survey historically or artistically

important sites, collect data on their state of preservation, and begin the process of

* Eric Hobsbawm, “Introduction: Inventing Traditions,” in The Invention of Tradition, ed. Eric Hobsbawm
and Terence Ranger (Cambridge and New York: Cambridge University Press, 1983), i-14; and idem,
*Mass-Producing Traditions: Europe, 1870-1914,” 263-307, especially 267-271.

5 See Suzanne Citron, Le Mythe Nationai: L 'Histoire de France en question, 2™ ed. (Paris: Editions
ouvriéres, and Etudes et Documentation interationales, 1991) for an interrogation of how the nineteenth-
century conception of the mythic national history continues to inform French thought.

§ For an interesting discussion ot the much vaguer understanding of the contours and limits of'the nation in
earlier times, see Eugen Weber, “L'Hexagone,” in Les Lieux de Mémoire, vol. 2, La Nation, book 2, ed.
Pierre Nora (Paris: Gallimard, 1986), 100-104, which states that not until 1804 did a precise map of the
nation get made.

7 See Chapter One for a discussion of this concept vis-a-vis the founding of the national museums, in which
works consecrated by Parisian taste were shipped to the provinces, in an inversion of the idea of national
monuments, in which images of the provinces were sent to Paris.

$ Jean-Pierre Bady, Les Monuments Historiques en France, Que Sais-je? 2205 (Paris: Presses
Universitaires de France, 1985), 7-13 gives an overview; for more analysis see Dominique Poulot,
“Alexandre Lenoir et les musées des monuments frangais,” in Nora, ed., vol. 2, book 2, 497-531.



preservation.” Prosper Mérimée’s account of his voyages as inspector general, from
which the epigraph is taken, indicates much about the Parisian perspective on the
provinces.'” Mérimée’s likening of Avignon to a Spanish village indicates that he
defined Paris as normative, and he registered difference from the traditions of central
France as foreign.

In 1851, the Commission hired artists to record the historic monuments of France
systematically through photographs.'' Due to the aims of the restoration project, the
photographs typically record general and detailed views of famous architectural sites,
such as the Roman Arena at Arles, photographed by Edouard-Denis Baldus on the
Commission’s first journey around France in 1851, or the Ramparts at Carcassonne,
photographed by Gustave Le Gray and O. Mestral (Figure 1).'* The photographs reveal
much about what was considered significant: the official Commission’s interests ran
toward Celtic or Gaulish prehistoric ruins, Roman ruins, and especially structures dating
from the Middle Ages."”” The Commission’s photographic inventory did not indicate any
interest in characteristic vernacular architecture of the provinces, for example, but

focused on the unifying elements of the nation’s history. Moreover, the photographs tend

® The position of Inspector General was created in 1830, and Ludovic Vitet was the first inspector. In
1834, however, Mérimée was named to the position; in 1837 he became the head of the newly formed
Commission des Monuments Historiques. This Commission was preceded by at least 2 earlier efforts: the
Comité des Lettres, Philosophie, Sciences et Arts in 1835 with Vitet, Mérimée, Hugo and others involved;
and the 1837 Comité Spécial des Arts et Monuments in 1837; see André Jammes and Eugenia Parry Janis,
The Art of French Calotype (Princeton: Princeton University Press, 1983), 52.

1 See André Fermigier, “Mérimée et I’Inspection des Monuments Historiques,” in Nora, ed., vol. 2, book
2, 593-611.

' See Joel A. Herschman and William W. Clark, Un voyage héliographique a faire: The Mission of 1851:
The First Photographic Survey of Historical Monuments in France (Flushing, NY: Queen’s College, 1981);
see also Jammes and Janis, 52-6. An 1853 report by the journalist Francis Wey says Bayard used glass
negatives, Baldus, the calotype, and Le Gray, waxed-paper negatives. It is assumed that Le Gray’s students
Le Secq and Mestral also used waxed-paper negatives, Herschman and Clark, 9, 19. The modern images
are generally reproduced from prints dating from the 1880s.

12 Herschman and Clark, 15.

¥ Fermigier, 604-05.



to include neither taxonomic images of inhabitants, as was often the case in earlier
representations of the south, nor picturesque views, as would be the focus of later
representations of the region.

Charles Négre was a genre painter and student of Paul Delaroche from Provence
who took up photography. He was spurred to create a photographic album of the south of
France when he was not hired for the government mission, and as a popular, unofficial
portrait, his Le Midi de la France provides a useful contrast.'* Like other popular
volumes, such as Les Francais peints par eux-mémes and Baron Isidore-Séverin-Justin
Taylor’s lithographic project Voyages pittoresques et romantiques dans l’ancienne
France begun in 1820,"* Négre focused more on the picturesque.'® Although Neégre’s
unpublished introduction to the album detailed his concern for architectural accuracy, he
admitted: “wherever I could dispense with architectural precision, I have indulged in the
picturesque.”’ Indeed, James Borcoman points out that the attempt to show the fabric of
the countryside was the “first such venture of its kind."'® Like the officially
commissioned photographers, Négre concentrated on places with recognized historical

monuments, in contrast to later generations of painters, such as the Impressionists, who

14 James Borcoman, Charles Négre,1820-1880 (Ottawa: National Gallery of Canada, 1976) gives a good

overview of Négre's work, and of the Midi de la France, 32-4. He states that as a publishing venture, the

project was only moderately successful; Négre only published two installments of five prints; see also

Herschman and Clark, 8.

' Baron Isidore-Séverin-Justin Taylor, ed., Voyages pittoresques et romantiques dans | 'ancienne France

20 vols. (Paris: Firmin fréres, 1820-1878). Published in 20 volumes from 1820, this series of lithographs

pictured important moments in French history, with heroes in appropriate architectural settings; on this

project, see Michael Twyman, Lithography 1800-1850 (London: Oxford University Press, 1970), 226-253;

for an overview of related issues, Bonnie L. Grad and Timothy A. Riggs, Visions of City and Country:

Prints and Photographs of Nineteenth-Century France (Worcester, MA: Worcester Art Museum, 1982).

1 See Jammes and Janis, 224. A first volume was published in 1854, but projected later volumes were not
ublished.

g Neégre, “Midi de Ia France Photographed,” manuscript c. 1852, Archives Nationales, Paris; quoted in

Borcoman, 7.

'* Borcoman, 32.



largely avoided historical subject matter.”” As Négre said, the sites “provided me with
archeological riches that are little known: the precious remains of Christian art of the
eleventh, twelfth, and thirteenth centuries. It is to the reproduction of these works of
national art that I have paid special heed.™*® His reference to the nation’s art tradition
alerts us to many of the issues at stake in defining the nation; unlike the Commission,
which surveyed the whole of France, Négre only focused on his native south, yet he saw
it as contributing to the national tradition.**

In works focusing on architectural ruins, such as Arles: Roman Ramparts (Figure
2), Négre’s work is very similar to the official Commission’s works, such as Le Gray and
Mestral’s Ramparts of Carcassonne (Figure 1). The overall effect, however, includes
much more local colour. Négre exhibited genre paintings annually in the salon, and his
photographic works prominently include fypes, that is, figures thought to capture the
essence of the region or their occupation. Négre's Oil Presses at Grasse and Grasse: A
Miller at Work (figures 3 and 4) both include figures, who are identifiably regional, at
work in traditional land-based employment.

Négre’s subject matter was complemented by his choice of technique. He used
the calotype, an early photographic process using paper saturated in light sensitive salts
for both the negative and the positive, called a salted paper print. This embedding of the
salts in the paper fibres produced results that lacked the detail of the daguerreotype,

instead generalizing form and softening contrasts of light and dark. The calotype was

' Richard Brettell, “The Impressionist Landscape and the Image of France,” in A Day in the Country:
Impressionism and the French Landscape (Los Angeles: Los Angeles County Museum of Art, 1984), 34
discusses the Impressionists avoidance of historical subject matter.

* Neégre; quoted in Borcoman, 7.

*! Indeed, Négre's interest in national recognition is signaled by his donation of a series of prints from the
south to the Commission in 1852, despite having been overlooked; Herschman and Clark, 9.



thus seen as more painterly and suited to atmospheric renderings. The Commission
photographers also used calotypes for the most part; however, Le Gray’s development of
the dry waxed-paper negative technique, which suppressed some of the textural qualities
of the paper, indicates his desire to reduce the atmospheric and generalizing effects paper
negatives conveyed. In contrast, in Grasse: A Miller at Work (Figure 4) the
characteristics of the medium are used to expressive ends: the blurred periphery focuses
attention on the central figure. These images convey more than just architectural
heritage; they emphasize the living traditions of the photographer’s native region.

In addition to the photographic records of the nation’s monuments and
picturesque folk, there were also more painterly precedents to the representations of the
Mediterranean coast in the 1890s.”> Local painters generally focused on the landscape
rather than its historic sites and monuments, consonant with broad trends in landscape
painting in the nineteenth century.” Moreover, the trend toward natural landscapes often
excluded the native resident and focused instead on the beauty of place, as was
increasingly the case with Monet in the 1880s, for example.”* The role of landscape

painting in naturalizing constructions of nationhood has been the subject of much recent

= The painterly conventions for representing the south and recent historical interpretations of them are
discussed at greater length in Chapter Four, as are the dominant art historical treatments of the issue with
respect to Fauvism.

= John House, “Framing the Landscape,” in Impressions of France: Monet, Renoir, Pissarro, and their
Rivals, ed. John House (Boston: Museum ot Fine Arts, 1995), 14-15. Recent important analyses of late
nineteenth-century French landscape painting include A4 Day in the Country: Impressionism and the French
Landscape (Los Angeles: Los Angeles County Museum of Art, 1984); Richard Thomson, Monet to
Matisse: Landscape Painting in France, 1874-1914 (Edinburgh: National Gallery of Scotland, 1994); and
the attendant volume of collected essays, Framing France: The Represemation of Landscape in France,
1870-1914, ed. Richard Thomson (Manchester: Manchester University Press, 1998); and, focusing on the
mid-century development of an ideology of the countryside, Nicholas Green, The Spectacle of Nature:
Landscape and Bourgeois Culture in Nineteenth-Century France (Manchester: Manchester University
Press, 1990).

* See, for example, Robert L. Herbert’s analysis of Monet's work, which increasingly excluded both
tourist and toured from depictions of Normandy, in Monet on the Normandy Coast: Tourism and Painting,
1867-1886 (New Haven and London: Yale University Press, 1994).



investigation, although its role in the development of regional identity has remained less
considered.”

The dominance of naturalism, associated with northern painterly traditions,
throughout the latter half of the century may have contributed to the slow development of
artistic tourism to France’s Mediterranean coast.”® Moreover, the conceptual division
associating the north with naturalism and the south with the idealized, classical tradition
certainly impacted the way the south was imagined in Salon and independent painting by
both natives and northerners.”” Out of vogue for most of the century (although not
completely absent, of course), classicizing themes and forms would powerfully re-emerge
in vanguard painting in the 1890s.”* How this paradigm related to the burgeoning
regionalism that was also constructing local identity is one of the subjects this

dissertation will take up.

Constructs of Difference
Government missions and popular publications, such as these, mapped the distance

between Paris and the so-called provinces in terms of a temporal regression from a

* On nationalism in landscape in addition to the above citations, see especially Richard Brettell, “The
Impressionist Landscape and the Image of France,” in Day in the Country, 27-49.

* On artists on the southern coast see James Herbert, Fauve Painting: The Making of Cultural Politics
(New Haven: Yale University Press, 1992); Joachim Pissarro, Monet and the Mediterranean (New York
and Fort Worth: Rizzoli and Kimbell Art Museum, 1997) which tends to isolate Monet’s work as a
“constant search for shatteringly new pictorial motifs,” 15; a useful corrective is found in Kenneth Wayne,
with essays by John House and Kenneth Silver, Impressions of the Riviera (Portland: Portiand Museum of’
Art, 1998). On the rise of rural imagery in general see Robert L. Herbert's pioneering work, “City vs.
Country: The Rural Image in French Painting from Millet to Gauguin,” Artforum 8 (1970): 44-55. On
other regions, studies are largely limited to Brittany, Normandy, and the Seine valley; see Fred Orton and
Griselda Pollock, “Les Données Bretonnantes: La Prairie de Répresentation,” Arz History 3, no. 3
(September, 1980): 314-244; Michael Orwicz, “Criticisin and Representations of Brittany in the Early
Third Republic,” Art Journal 64, no.4 (Winter 1987): 291-8; and Vojtéch Jirat-Wasiutyriski, “Vincent van
Gogh’s Paintings of Olive Trees and Cypresses from St.-Rémy,” Art Bulletin 75, no.4 (Dec. 1993): 647-70.
and on the Seine, 4 Day in the Country.

7 R. Herbent, Monet on Normandy Coast, 9-13.

* The re-emergence of classical elements in vanguard painting prior to the emergence of cubism are
discussed in J. Herbert, 82-145, and especially Thomson, 22-5.
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modern present to a timeless past.> For the government, ancient ruins and medieval
architecture were to be preserved as evidence of the history of the nation. In more
popular accounts, the provinces were inhabited by either peasants or historical figures,
and exemplified the more ‘authentic’ life of times past.’® This nostalgic desire for the
supposedly authentic experiences of the pre-modemn world resulted in a dichotomous way
of categorizing the nation. These constructs of self and other inevitably essentialize the
minority and, in so doing, exert the power of definition and categorization.**

The Paris-provinces construct was supported by a series of other dichotomies,
now being deconstructed by historians.”> Academic disagreements over the peasant-
French dichotomy--with its narrative of a regional consciousness being replaced by a
national consciousness--have not yet been settled, although most historians recognize the
potency of the construct in the nineteenth century.” Indeed, Susan Carol Rogers

suggests the term ‘peasant’ continues to have meaning since it is a highly manipulable

* See Johannes Fabian, Time and the Other: How Anthropology Makes Its Object (New York: Columbia
University Press, 1983) on the use of temporal constructs.

% For nineteenth-century accounts of the south that particularly influenced Paul Signac, see Chapter Four.
3! On essentializing dichotomies see James Clifford, The Predicament of Culture: Twentieth-Century
Ethnography, Literature. and Art (Cambridge: Harvard University Press, 1988), 268 and passim.

32 On Province as not-Paris see Alain Corbin, “Paris-Province,” in Nora, ed., vol. 3, book 1, 776-823; also
the articles in a special issue devoted to *“Paris-Province 1900” in Le Mouvement Social 160 (July-Sept.
1992).

3 See Weber, Peasants into Frenchmen: The Modernization of Rural France, 1870-1914 (Stanford:
Stantord University Press, 1976) who argues that in the Third Republic previously isolated peasants came
1o see themselves as part of the nation. The timing has been critiqued by Maurice Agulhon who situates the
shift in the Second Republic in “Conscience nationale et conscience régionale en France de 1815 anos
jours,” Histoire vagabonde, vol. Il, ldéologies et politique dans la France du XIXe Siécle (Paris: Gallimard,
1988), 144-174; see also Weber’s replies in chapters 7 and 8 of My France: Politics, Culture, Mvth
(Cambridge: Belknap, 1991). The literature on the issue is extensive, but see also Christophe Charie,
“Région et conscience régionale en France: questions a propos d'un colloque,” Acfes de la recherche en
sciences sociales 35 (Nov. 1980): 37-43; Brett C. Bowles, “La République régionale: stade occulté de la
*synthése républicaine.” French Review 69, no.1 (Oct. 1995): 103-117 argues that local identity and
national identity co-existed until the First World War. More recent approaches that insist the categories are
mutually constitutive can be found in Caroline Ford, Creating the Nation in Provincial France (Princeton:
Princeton University Press, 1993; James R. Lehning, Peasant and French: Cultural Contact in Rural
France During the Nineteenth Century (Cambridge: Cambridge University Press, 1995); and focusing on
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symbol that can resolve tension between unity and diversity.** This construct closely
parallels folk-modern, which has been less critically interrogated in France than in North
America.*® In the nineteenth century, when the evident diversity of the nation confronted
the myth of unity, the discord could be resolved by a temporally based conclusion:
“Provengals will not tarry at becoming Parisian."*

Difference was also marked in France in terms of a contrast between north and
south, and this construct affected every field from ethnography to the fine arts.’’ The
nineteenth-century historian Jules Michelet emphasized the importance of the division
when he wrote of “la vraie France, la France du Nord.™*® Although the historian
Emmanuel Le Roy Ladurie may not accept the term la vraie France, he argues that the
north-south distinction still holds, concluding: *Whatever the imprecision or variability
of the geographic borders, the South is other, and France is dual.”™*® An imaginary line

running from Geneva to Saint-Malo was charted by nineteenth-century geographers and

the twentieth century, Herman Lebovics, True France: The Wars Over Cultural Identity 1900-1945 (Ithaca:
Comell University Press, 1992).

* Susan Carol Rogers, “Good to Think: The *Peasant’ in Contemporary France,” Anthropological
Quarrerl_v 60, no. 2 (April 1987): 56-63.

% Robin D. G. Kelley, “Notes on Deconstructing *The Folk," American Historical Review 97, no. 5
(December 1992): 1400-1408; Regina Bendix, In Search of Authenticity: The Formation of Folklore
Studies (Madison: University of Wisconsin Press, 1997); Giuseppe Cocchiara, The Historv of Folklore in
Europe, trans. John N. McDaniel (Turin: Editore Boringhiere, 1952; reprint, Philadelphia: Institute for the
Study of Human Issues, 1981); Daniel Fabre, La Tradition orale du conte occitan (Paris: Presses
Universitaires de France, 1974), a study of Occitan tolklore, has been critiqued for maintaining the ideal of
an authentic Folk culture by Vera Mark, “In Search of the Occitan Village: Regionalist Ideologies and the
Ethnography of Southern France,” Anthropological Quarterly 60, no. 2 (April 1987): 64-9.

’ Delord, 88: “les Provengaux ne tarderont pas  devenir Parisiens.”

37 The most important contributions to the debate over north-south in France are: Christian Amalvi, “France
du Nord et France du Midi: les bases d’une opposition historique,” Sources: Travaux Historiques 12
(1987): 67-71; Roger Chartier, “The Two Frances: the History of a Geographical Idea,” in Cultural
History: Between Practices and Representation, trans. Lydia G. Cochrane (Cambridge: Polity Press, 1988),
172-200; Mona Ozouf, “La Révolution frangaise et la perception de I’espace national: fédérations,
tédéralismes et stéréotypes régionaux,” L 'Ecole de la France: Essais sur la Révolution, | 'utopie et
I'enseignement (Paris: Gallimard, 1984), 27-54; Emmanuel Le Roy Ladurie, “Nord-Sud,” in Nora, ed., vol.
2,book 2, 117-140.

38 Jules Michelet, Tableau de France, 1831; quoted in Agulhon, 156.
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statisticians who noted the unequal development of north and south; indeed, Roger
Chartier argues that, due to these statistics, north-south replaced Paris-province as the
dominant paradigm for conceptualizing difference within the nation.*’ In the nineteenth
century, however, interpretations of the disparity differed according to one’s attitude
toward modernity: those who favoured industrialization and ‘progress’ called for the
same kinds of progress to be made in the south, whereas traditionalists used the statistics
to decry the loss of a supposedly time-honoured way of life.*'

The difference was often ascribed to supposedly scientific causes. The effect of
climate was a common explanation early in the century.** Later, however, the difference
was often attributed to race. Weber suggests that “less well known than antisemitism but
more revealing of fin-de-siécle problems was the way in which the historical conflict of
races was shifted to the regional ievel and made to reflect the rising tensions and
antagonism between northern and southern France.”” He argues that Mistral linked the
long-standing myth of racial conflict between France’s founding races, the Franks of the
north and the Gauls of the south, to the regional tension between north and south; Weber
concludes, however, that “arguments of race were turned against meridionals who were
denounced as alien and unFrench, less the Latins they liked to pretend than mixed
breeds.”* All these dichotomies differentiate Paris from Provence: temporally,

geographically, and racially. Although their power may seem entirely on the side of

¥ Ladurie, 139: “Quelle que soit I'imprécision ou la variabilité des limites géographiques, le Sud est autre,
et la France est duelle.”

“0 Chartier, “Two Frances,” 175-86; idem “La Ligne Saint-Malo-Genéve,” in Norg, ed., vol. 3, book 1, 740-
52.

*! Chartier, “Two Frances,” 182-5.

*2 On climate see Pierre Bourdieu, “Le Nord et le Midi: Contribution 4 une analyse de 1'effet
Montesquieu,” Actes de la Recherche en Sciences Sociales 35 (November 1980): 21-5.

*> Weber, “Nos ancétres les gaulois,” in My France, 35.

“ Weber, “Nos ancétres,” 35.
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Paris, the same dichotomies were reclaimed by regional figures to support the
continuation of their unique identities.

Regional History

In Provence, local elites sought to refute the homogenizing effects of the modern nation
by reclaiming the region’s distinct cultural history as well as its political autonomy in
earlier periods. Using the same nation-building strategies as the central government,
provincial leaders used the legitimating power of ‘tradition’--especially indigenous art
traditions, which are often taken as the strongest evidence of ‘civilization' in modern
Western culture*’--to support their position. Thus, the power of history and ‘tradition’ to
legitimate positions was embraced by local elites and popularized in exhibitions defining
amythic Provence as the cradle of the best of French culture.

Local history often looked to the founding of Greek trading posts along the
Mediterranean, especially in Massalia (now Marseilles) in 600 B.C.E., as the origin of
Provence. The term “Provincia,” which may be used to define the beginning of a
recognizable entity corresponding to latter-day Provence, was not put into use until much
later, when the Romans unified the region in 51 B.C.E. This Greek and Roman heritage
was important to local writers, partly because of its artistic legacy, but more because of
the ideal of local autonomy that was often ascribed to it. Under Roman control
indigenous groups retained some independence, so long as it did not interfere with
Roman administration.* Moreover, under Augustus, Roman rule allowed cities the

rights of independent colonies; self-ruled cities, such as Arles, administered their own

*S See Sally Price, Primitive Art in Civilized Places (Chicago: University of Chicago Press, 1989); Tony
Bennett, The Birth of the Museum: history, theory, politics (London: Routledge, 1995), 95-8 and passim.
46 Maurice Agulhon and No# Coulet, Histoire de la Provence, Que sais-je, 149, 2™ ed. (Paris: Presses
Universitaires de France, 1993), 10.
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affairs.”’ As I will show in my discussion of the Museon Arlaten in Chapter One, many
regionalists found the synchronicity of political autonomy and the flowering of classical
art highly significant.

Between the decline of the Roman Empire and the founding of the Kingdom of
Provence in 855, there were numerous invasions by Arabs from the south and Franks
from the north.* The kingdom, comprising the area around the Rhone basin, was
eventually ruled by the counts of Burgundy. In 1125, Provence passed to the counts of
Barcelona and Toulouse, who divided up the region. The Catalan Count Raymond
Béranger V instituted a capital at Aix, giving strength to the area, and there were
consulates with limited powers at Avignon, Arles, and Marseilles. Provence was united
in 1246 by the marriage of Charles of Anjou to Beatrice of Provence, the Count of
Barcelona’s daughter, although its borders still changed regularly, for example, when the
Comtat Venaissin was ceded to the papacy in 1274. This period was lauded for its
independence, which cradled the birth of troubadour poetry. The Félibre Paul Mariéton,
for example, wrote that this civilization

gave a poetic spirit to democratized chivalry, giving voice to the enthusiasm, the

‘joy’ of a race that through its municipal franchises, its literature, its customs,

ragted against all the oppressions to which the Barbarians sugjected the world,

against the very harshness of the feudal customs of the north.
It was this interpretation of the Provengal literary tradition that Mistral promoted.

The most notorious event in Provengal mythology was the union of Provence and

France in 1487. Parisian and Provencal histories of this event differed greatly. For

“* Agulhon and Coulet, 12.

** See Citron, 48-50, on how the triumph of the Franks over the Arabs is portrayed as a defence of French
culture.

* Paul Mariéton, La Terre Provencale (Paris: OllendortY, 1903), 427: “donnait une dme poétique a la
chevalerie démocratisée, exprimant I'enthousiasme, la ‘joie’ d’une race qui par ses franchises municipales,
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Mistral and other regionalists, Provence joined France as a confederation of equals. As
Mistral put it: “Our country freely joined France, not as an accessory to a principal, but as
a principal to another principal.”*® Moreover, he emphasized to the people of Provence
that “our ancestors freely but with dignity joined themselves to generous France: with
dignity, that is to say, reserving all rights to their language, their customs, and their

national name.™!

In contrast to this emphasis on the joining of equals, the history written
by Emest Lavisse and taught to generations of French students showed a historical map
of the regions of France “non encore réunies” and concluded: “It is in uniting in this way
the lands that belonged to their great vassals that the kings created France. They were
like landlords who buy a field then another, then another again, and so round out their
property.”™* Here, there is no mention of a union of equals; instead, the kings of France
acquire property like landlords. The land thus becomes what it was always destined to
be: French. Regardless of the original terms of the agreement, provincial powers were
progressively decreased by laws such as the Edict of Villers-Cotteréts of 1539, which
stated that all law had to be in French. During the Third Republic, reforms such as that of

education (discussed in Chapter One) made the union of equals but a memory.

sa littérature, ses coutumes, réagissait contre toutes les oppressions que les Barbares avaient tait peser sur le
monde, contre la dureté méme des meeurs féodales du Nord.”

%0 Mistral in letter; quoted in Claude Mesliand, “Le Félibrige, la République et I'Idée de Décentralisation
(1870-1892)," La Décentralisation 6 colloque d’histoire organisé, (Aix-en-Provence: Publications des
Annales de la Faculté de Lettres, editions Ophrys, 1964), 122: “notre patrie s’annexa librement 4 1a France,
non COMME un accessoire a un principal, mais comme un principal 3 un autre principal.”

5! Mistral, 1868; quoted in Mesliand, 124: “nos ancétres se sont annexés librement mais dignement a la
généreuse France: dignement, c’est-3-dire en réservant tous les droits de leur langue, de leurs coutumes, de
leurs usages, de leur nom national.™

52 Ernest Lavisse, Histoire de France, cours moyen (Paris: A. Colin, 1924), 54-5; quoted in Citron, 34:
“C’est en réunissant ainsi les pays qui appartenaient 2 leurs grands vassaux que les rois ont créé la France.
IIs ont fait comme les propriétaires qui achétent un champ puis un autre, puis un autre encore, et
arrondissent ainsi leur propriéé.”
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Provencal Regionalism and Political Theory
The theory of regionalism developed in France around 1875, but it did not become a
widespread movement until the turn of the century.” As Davidson and Davidson have
shown, regionalism generally “does not emerge as a theory of culture and government
until the modern nation-state, using economics as a tool of power, achieves the capability
to enforce upon all its citizens, regardless of their inclinations, whatever degree of
cultural uniformity is deemed necessary to the national welfare.”** Their analysis also
shows that regionalism is essentially a response to conflict between ideals of unity and
diversity, rather than merely an administrative issue. As a political theory of culture, it
should be contrasted with federalism and decentralization, which have more exclusively
political goals. Federalism implies the equal union of administrative units that may agree
to grant certain areas of authority to an overarching body.” In contrast, decentralization
implies a central power grants authority to a smaller unit. That is, the flow of power
moves in opposite directions in the two systems. Regionalism is generally more
associated with decentralization, and is less radical and threatening to the French system
than federalism. All these terms implied an opposition to the Jacobin state instituted after
1793, although motivations and goals varied greatly.

Regionalism’s complexity as a theory of state and cultural relations is

complicated by its particular history in France, where the issue of creating a uniform

* Philippe Vigier, “Régions et régionalisme en France au XIXé siécle,” in Régions et régionalisme en
France du XVIIIé siécle a nos jours, ed. Christian Gras and Georges Livet (Paris: Presses Universitaires de
France, 1977), 162,

* Donald Davidson and Theresa Sherrer Davidson, “Regionalism,” Modern Age 37, no. 2 (Winter 1995):
104.

%5 On federalism in France see the essays in Frangois Furet and Mona Ozouf, ed., 4 Critical Dictionary of
the French Revolution, trans. Arthur Goldhammer (Cambridge: Belknap Press, 1989) which details the
impontance of concepts such as federalism and unification to various factions within the revolution; also
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culture has swung back and forth between left and right of the political spectrum
numerous times.’® During the French Revolution, revolutionaries saw uniformity of
language and culture as a necessary feature of republicanism that would ensure all
citizens had access to the language of power; moreover, the persistence of other
languages and cultures was sometimes seen as a threat to the Republic.®’ Under the
Second Empire, support for regionalism was associated with opposition of both stripes;
the 1865 Programme of Nancy, which called for decentralization, was endorsed by
legitimists as well as such republicans as Jules Ferry.”®* While these may have supported
the theory largely to guard against the threat of a radical revolution in Paris, the far left
also supported the Programme, which was allied with republican or even Proudhonian
values.” By the end of the Second Empire, some sort of decentralizing reform seemed
imminent, and a parliamentary inquest into the issue noted that in the south, *led by
republicans in Marseilles and Lyons, it {the regionalist movement] took a resolutely
federalist character, and worried the Défense nationale government.”™™® The Paris

Commune supported an anarchist version of federalism in which there would be no

Bernard Voyenne, Histoire de |'idée fédéraliste, 3 vols. (Paris: Presses d’Europe, 1973-81), especially the
third volume devoted to the lineage of Proudhon.

% Robert Gildea, “Regionalism,” chap. 4 in The Past in French History (New Haven: Yale University
Press, 1994), 166-213 provides a very useful overview of regionalism in nineteenth-century France; the
more political account of Pierre Deyon in Paris et Ses Provinces: le Défi de la décentralisation (Paris:
Armand Colin, 1992) is invaluable for correcting the common misperception that decentralization was
exclusively associated with the political right, see especially 72-86 on liberal tradition favouring
decentralization in nineteenth century; Thiébaut Flory, Le mouvement régionaliste francais: sources et
développemenis (Paris: Presses Universitaires de France, 1966) remains extremely useful; see also William
Brustein, The Social Origins of Political Regionalism: France, 1849-198! (Berkeley: University of
California Press, 1988) which is more concerned with regional voting patterns; Agulhon, “Conscience
nationale,” is also usetul for showing how naticnalism also shitted positions.

*7 Gildea, 166-173.

5 Gildea, 175.

%% See Voyenne on the Proudhonian line.

“ Deyon, 88: “Mené par des républicains a Marseille et a Lyon, il [the regionalist movement] a pris un
aspect résolument fédéraliste et inquiété le gouvernement de Défense nationale.”
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centrally imposed national unity, but a voluntary union.®* This revolution, supported in
Marseilles, was seen as evidence that decentralization or regionalism was a threat to the
nation, and the Assembly passed laws decreasing departmental powers.

In the Third Republic, support for regionalism and decentralization shifted ground
far more quickly. In the first decade of the Third Republic, when republicanism was not
yet solidly entrenched, many liberals believed it necessary to restrict provincial powers to
solidify the government’s position. In 1881, as the Republic strengthened, the
government repealed laws that had restricted the election of mayors for all cities except
Paris, but it did not carry decentralization any further.** In the 1890s republicans like
Ferry, who had called for decentralization under earlier regimes, supported rigorous
centralization to consolidate the Republic.®® Thus, when parties ascended to power, they
often avoided instituting any significant decentralization of power, however much they
may have previously called for it.

In the 1890s several different factions represented the regionalist movement at the
national level. Probably the best known was Maurice Barrés, deputy from Lorraine until
1893, who argued that the French Revolution began as a federalist revolution but was
taken over by the Jacobins in 1793. In the mid-1890s Barrés promoted a republican
federalism that he saw as the opposite of separatism; indeed, he believed republican
federalism would revive the nation.® However, he subsequently moved toward the

nationalist right with an increasing emphasis on ‘blood and soil.’ Charles Maurras,

5! Gildea, 176.

52 Deyon, 91. Broglie’s law of 1871 had abolished the election of mayors, who were henceforth appointed
by the state. In 1876, this law had been lifted for towns smaller than 20,000, which were not perceived as
threatening, and in 1881 the ban was finally lifted for all cities but Paris.

> Deyon, 92; on Ferry supporting decentralization in 1866, see Deyon, 77.

 Gildea, 179.
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Félibre and later leader of the Action frangaise, similarly supported a republican version
of departmental political autonomy in 1892, and also became monarchist, albeit still
regionalist, by 1900. The Parisian Félibres manifesto of 1892, which Maurras co-
authored, was strongly decentralist and federalist. It stated:
We are fed up with keeping quiet about our federalist intentions. We can no
longer confine ourselves to demanding the rights and duties of freedom for our
language and writers; that freedom will not achieve political autonomy, but will
flow from it. . . . We demand liberty from our communes. . . . We want to release
from their departmental cages the souls of the provinces whose names are still
used everywhere by everyone: Gascons, Auvergnats, Limousins, Béamais,
Dauphinois, Roussillonnais, Proven¢aux, and Languedociens. We are
autonomists, we are federalists, and if somewhere in northern France a people
wants to march with us, our hand is outstretched. . . . We want sovereign
assemblies in Bordeaux, in Toulouse, in Montpellier, in either Marseille or Aix.
These assemblies will run our administration, our courts, our schools, our
universities, our public works.5
Maurras came to see centralization as an effect of the French Revolution and the
institution of a republic; consequently, he rejected this tradition in support of the ancien
régime provincial system, which he believed required a monarch.
Regionalism was embraced by Jean Charles-Brun, who organized the Fédération
régionaliste francaise (FRF) in 1900, and chose the term because it was non-sectarian *
The association's goal was the revival of regional life through more ‘natural’ or ‘organic’

forms of administration.®’” Indicative of its appeal across a wide political spectrum, the

FRF included in its committee of honour the left-wing Paul Boncour, the right-wing

% Charles Maurras, L ‘Etang de Berre (Paris: Champion, 1915), 196; quoted in Gildea, 180.

% Jean Charles-Brun, Le Régionalisme (Paris: Bloud et Cie, 1911), 2-3 is explicit about the reason for the
term; see also Gildea, 179, who says the word was chosen to avoid any association with the terminology of
the ancien régime and the départements.

7 Charles-Brun, S, on organic forms of administrations. On the broader context of the term see Davidson
and Davidson; on the French context see Gildea, 166-213; Vigier, passim; and Guy Rossi-Landi, “La
Région,” in Histoire des droits en France, ed. Jean-Frangois Sirinelli, vol. 3, Sensibilités (Paris: Gallimard,
1992), 71-100.
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Maurice Barrés, and among its founding members the socialist Charles Longuet.®
Nevertheless, Charles-Brun was a long-time secretary of the Société Proudhon, and he
repeatedly called Proudhon the most lucid exponent of regionalism (although in fact
Charles-Brun seemed to accept a somewhat reduced scale of regionalism than the
federalism Proudhon envisaged.)®® As Gildea concludes:

As during the French Revolution, the champions of the centralised, unitary

Republic were keen to discredit any projects of decentralisation as counter-

revolutionary and separatist. For their part decentralisers strove to throw off these

accusations by placing themselves in the republican and federal tradition, which
was legitimate for some of them, but more questionable for others.”

The political and cultural effects of the regionalist movement have consequences
for its study. As Vera Mark has shown, the concept of a unified culture of southern
France continues to exert strong ideological pressure on those who, often coming from
the region, study it.”' She notes that, in the 1960s and 1970s, Annales school historian
Emmanuel Le Roy Ladurie rejected the idea of a unified Occitan consciousness existing
through the centuries, yet in his later work he perpetuates the myth and minimizes
diversity within the region itself.”” Pierre Bourdieu's analysis acts as a corrective; he
emphasizes that naming or categorizing a region is ideological since there are no

naturally defined regions, only socially constructed ones, and the categorizing necessarily

8 This complex history has often been oversimplified, especially by art historians. See, for example, Romy
Golan, Modernity and Nostalgia: art and politics in France berween the wars (New Haven: Yale
University Press, 1995), 24, who says that by the first decade of the 20 century it was “almost exclusively
in the ultraconservative Right.”
* Flory, 21.
™ Gildea, 178.
: Mark, passim. _ . _

= Mark, 66; and 64-5 on the term Occitan, which is derived from /angue d°Oc; Mark describes how it
implies a unitied consciousness in Southern France, including Provence, Languedoc and Gascony, tha
derives from Ianguage; the term was revived and supported by the political left atter 1968 in a wave of
support for decentralization.
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affects the object of study.” In light of the recognition that such categories are sociaily
constructed, we can conclude that Provence exists and existed in 1900 although no
administrative unit went by that name. We must recognize, however, that it exists in a
discourse rooted in larger issues of power and authority. As an imagined community,
replete with invented traditions, Provence played an important counterpoint to the

definition of France.

Chapters

Images of Provence were used to reconfigure the discourse defined by the constellation
of centre, periphery, and colony in which ‘national’ heritage subsumed regional
identities. In the first half of my dissertation, I examine the explosion of regionalist
sentiment in the Third Republic and the ways in which visual culture was used to support
Provengcal iderntity, focusing on institutional sites where the negotiation between nation
and region was particularly contested. I begin with an analysis of the discourse
concerning the national museum system. At the national level, there was desire for
increased contro!l over departmental museums, and I examine various ways this was
resisted. Focusing on Provence, I explore the ways in which the departmental Musée des
Beaux-Arts attempted to tell both national and regional narratives. This negotiation of
identities was unsatisfactory to regionalists who developed, in significant numbers, their
own independent museums. I then analyze the most prominent of these, the Museon
Arlaten, paying particular attention to the creation of the Arlésienne, the definitive
woman of Arles, who became a symbol of Provencal tradition serving the regionalist

community’s goals. The essentializing tendencies of such ethnographic displays are now

™ Bourdieu, “L'Identité et la représentation,” 66.
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clear. As Barbara Kirshenblatt-Gimblett has pointed out, in folk festivals accompanying
ethnographic displays, such as the Fésto Vierginenco that I examine, people are presented
as “living signs of themselves.””* There is an attendant danger of “depoliticizing what

we present by valorizing an aesthetics of marginalization."”

This late-twentieth century
warning would likely have gone unheeded in Arles since a wide range of people from the
region actively promoted this essentializing identity; my work suggests they used this
tactic to assert a unique cultural identity within the French nation.

Another key site where national and regional identities played mutually
constructing roles was the Exposition Universelle. My second chapter examines the Paris
1900 exposition and shows that here the image of the Parisienne--defined as
quintessentially modemn--came to stand for the nation. This construct relied on difference
from other parts of France: the provinces were represented as timeless and unchanging,
closer to the colonies than to the modern capital. The retrospective art exhibition was
also used to support a narrative of national unity, and it reinforced the association
between Paris and modernity. The exposition stimulated a response, the Exposition
Coloniale de Marseille, which attempted to reconfigure the cultural geography of the
nation. In Marseilles, the symbol of the Arlésienne was also put to use, but here she
signified the Provengal literary tradition that stretched back to the troubadours, and so
refused the national identity conferred upon the region. At the same time, this reference
to a distinguished literary tradition signaled difference from the colonies on display, as

did the Provengal art exhibits.

 Barbara Kirshenblatt-Gimblett, “Objects of Ethnography,” in Exhibiting Cultures: the Poetics and
Politics of Museum Display, ed. Ivan Karp and Steven D. Lavine (Washington: Smithsonian Institution
Press, 1991), 388; the phrase eerily echoes Frédéric Mistral’s tribute to the women of Arles discussed a the
end of chapter one.
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In the third chapter, my study moves outside official sites to examine the role of
posters promoting tourism in Provence and the Céte d’Azur. These posters significantly
affected the ways in which the region was imagined. Posters advertising traditional spa
towns initially appealed to older paradigms of aristocratic long stays but, by the 1890s,
they usually depicted a bourgeois tourist, surveying a ‘natural’ landscape. I link these
tourist views to the government’s promotion of French landscape as evidence of the
nation’s glory. As the regionalist movement gathered force, locally produced
advertisements began focusing on the object of the tourist gaze--the landscape and its
‘folk’ inhabitants--rather than the tourist. Indeed, local citizens, and enthusiastic
members of the regionalist movement, promoted this seemingly stereotypical cultural
identity. Despite the power imbalance between centre and periphery, the ‘toured’ were
not silent; they played an active part in the imaginings of Provence. I show that their
embrace of this stereotype fulfills two contradictory aims: it accords with the central
government’s goal of encouraging knowledge of the entire nation, while also promoting
local identity, which resisted national uniformity.

In the finai chapter, I move from the wider exhibitionary compiex to examine the
visual arts more closely, looking at how avant-garde artists, mainly from outside
Provence, reacted to the mythology of Provence being created in the region, and consider
how they negotiated the different constructs being put forward. Here I argue against the
traditional art historical picture of a right-wing tradition of the south, revealing the long-
standing, left-wing association the region also had, and show how this manifested itself

as visions of arcadia in Neo-Impressionist and Fauvist work.

5 Kirshenblant-Gimblett, 432.
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My study situates avant-garde depictions of the south of France within the larger
discourse that was defining nation and region, centre and periphery, tourist and toured. It
contributes a new appreciation of the role regional culture played in the formation of
national culture, and shows their mutually reliant natures. Despite the dominant cultural
geography that situated Provence and Provengals as peripheral, the local population did,
in fact, negotiate a space for itself within the national identity. My examination of this
discourse reveals a new understanding of the impact that the nation’s cultural geography

had on modernism and the role visual culture played in shaping it.



CHAPTER ONE
DEFINING PROVENCE: MUSEUMS AND IDENTITY

Les Provinciaux sont des Frangais comme les Parisiens.
Edouard Aynard, 1908.!

INTRODUCTION
At the Roman Theatre in Arles in the spring of 1904 three hundred and twenty young
women took part in the second annual Fésto Vierginenco by pledging to wear the
‘traditional’ costume of Arles and to uphold Provengal ‘tradition’ throughout the next
year.” Likened to classical antiquity by Frédéric Mistral, a famous Provengal poet and
the event’s organizer, the Fésto Vierginenco stands as an excellent example of what Eric
Hobsbawm and Terence Ranger have called the “invention of tradition.” Thirty
thousand people were reported to have attended the event, and a postcard (Figure 5)
records its enormous popularity; the theatre overflows its capacity, and spectators perch
on the walls of the ruin to catch a glimpse of the spectacle. Why was this event so hugely
popular? What did the ‘traditional’ costume of Arles signify and, moreover, what did
they mean by Provengal ‘tradition’? To answer these questions, it is necessary to
examine the museum Mistral created for the purpose of defining this tradition. However,

an examination of the museum alone is not enough: the private creation of this museum

' Edouard Aynard quoted in Henry Lapauze, Les Musées de Province. Rapport — Enquéte — Législation
(Paris: Plon, Nourrit et Cie, 1908), 247.

* Jean Pélissier, Frédéric Mistral: Au jour le jour (Aix-en-Provence: Editions Ophrys, 1967), 136.

* Eric Hobsbawm and Terence Ranger, eds., The Invention of Tradition (Cambridge and New York:
Cambridge University Press, 1983); see especially Hobshawm, "Introduction: Inventing Traditions," I-13.
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took place within the context of a national debate on the role of the museum in the nation,
and the right of the nation-state to control its patrimoine.* It also occurred at a time when
there was a growing sense of nostalgia for times past and an interest in the ‘Folk’ and
‘Tradition’ as sources of ‘authentic’ experience, which the people of Arles seem to have
embraced.’

This chapter examines the role of the regional museum in the formation of local
identity, and the role these museums played in the national discourse on museums and
their function from 1890 to 1914. While it is generally recognized that museums played
an important role in the dissemination of national French culture in the nineteenth
century, their role in understanding the development of local, regional identities remains
less recognized. Indeed, while the creation of a national identity has been much
examined, the creation of regional identity remains less so. It is often left unexamined
and unproblematized, implying that it arises naturally out of the soil rather than being
itself a product of culture.’ Departmental museums, which were overseen by the central
government and had been founded as a result of the French Revolution, were struggling

to retain local autonomy in a system designed to reinforce national, not provincial,

* On the idea of patrimony see André Chastel, “La notion de patrimoine,” in Les Lieux de Mémoire, vol. II,
La Nation, book 2, ed. Pierre Nora (Paris: Gallimard, 1986), 425-450; and Edouard Pommier, “Naissance
des Musées de Province,” in Nora, ed., vol. 2, book 2, 451-95.

3 T.J. Jackson Lears, No Place of Grace: Antimodernism and the Transformation of American Culture
1880-1920 (New York: Pantheon, 1981), 5; on the idea of ‘folk’ see Robin D.G. Kelley, “Notes on
Deconstructing ‘The Folk',” American Historical Review 97, no. 5 (December 1992): 1400-1408; Charles
Keil, *“Who Needs ‘the Folk'?" Journal of the Folklore Institute 15 (September-December 1985): 263-5;
and on creation of ‘the Folk’ in Canada see Ian McKay, The Quest of the Folk: Antimodernism and
Cultural Selection in Twentieth-Century Nova Scotia (Montreal and Kingston: McGill-Queen’s University
Press, 1994).

¢ On contemporary acceptance on the unique identity of southern France, see Vera Mark, “In Search of the
Occitan Village: Regionalist Ideologies and the Ethnography of Southem France,” Anthropological
Quarterly 60, no. 2 (April 1987): 64-69. As an example of a critical historian who nevertheless
occasionally promotes the nostalgic view of the folk as having natural identity, see Maurice Agulhon, “Le
centre et a périphérie,” in Nora, ed., vol. 3, book 1, 827 which states that during the ancien régime, “Tout
le monde éait particulariste et régionaliste mais de fagon naturelle, a peine réfléchie. ”
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affiliation. At the end of the nineteenth century, however, they became increasingly
interested in representing local culture. At the same time, numerous small museums
focusing on the petite patrie were privately founded, and these can be seen as a response
to the perceived inadequacies of the national museum representations. These privately
funded museums were often extremely influential in crystallizing regional identities. A
central problem is whether the local museums indicate resistance to centralization by the
peripheries, or whether they ultimately contain that resistance by diffusing and refocusing
political energy.’

To answer these questions, this chapter begins with an analysis of the national
debate over the government’s wish to increase its control over provincial museums. [
then examine Provencal museums created in several different contexts: the Musée des
Beaux-Arts de Marseille, which had been created in 1804 by government decree; the
ethnographic Museon Arlaten created by the Provengal poet Frédéric Mistral, which
became a focal point for the imagining of Provengal culture; and the profusion of smaller
museums that were initiated, if not completed. Most significant in this project of creating
a regional identity was the fashioning of the definitive Arlésienne, who came to stand as a

symbol of the entire region.

Provencal Regional Movements

In the 1850s, Mistral began to rekindle interest in the regional culture of Provence by
writing poetry in the local dialect, Provengal, which celebrated the simple life of the
peasant and the Provengal ‘race.” He and others formed the Félibrige, a group of poets

who looked back to the Middle Ages to recreate Provencal literary tradition. As Thomas

” Tony Bennett, The Birth of the Museum: history, theory, politics (London: Routledge, 1995), 148-9,
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Hart has argued, the Félibrige did not seek to revive the troubadour tradition, but rather to
justify an epic, heroic poetry written in contemporary patois.’ Mistral’s most famous
poem, Mireio, was in fact modelled on Virgil, and as Mistral looked to Provence’s
Roman heritage in his poetry, so he would in his museum.

The Félibrige has often been broadly painted as a reactionary movement of
conservative traditionalists, but this categorization is too simple. Officially, the
movement did not engage in politics; however, its members displayed a wide range of
political allegiances. Of the three founders in the 1850s, Joseph Roumanille was a
legitimist, Théodore Aubanel was a fervent Catholic, and Mistral was a quarante-huitard,
who would for a time embrace Proudhonian federalism.

The Félibrige quickly moved beyond the merely literary, however, and became
concerned with preserving, even reinvigorating the traditional life of Provence: its
language, poetry, art, folk customs, and dress. Philip Martel argues that for Mistral and
the Félibrige “‘la valeur phare qui apparait, lancinante, dans tous les discours, celle qui
conditionne tout, c’est la langue. C’est elle qui définit le territoire du ‘Midi.” C’est elle
qui exprime son ame. Sa mort serait celle du Midi.”® Yet, as I will show. an exclusive
emphasis on Mistral’s interest in language can result in overlooking his most enduring
creations, the Museon Arlaten and the definitive Arlésienne.

The Félibrige had a political counterpart in the regionalist movement, which has
similarly been characterized as right wing and nationalist, but this grossly oversimplifies
the complexity of the situation.'® Like the Félibrige, the Fédération Régionaliste

Frangaise attracted members of both the left and the right, and many members of the two

¥ Thomas R. Hart, “La Reneissénco felibrenco,” Journal of European Studies 25, no. 4 (1995): 399-411.
? Philippe Martel, “Le Félibrige,” in Nora, ed., vol. 3, book 2, 594.



29

groups overlapped. The movements shared the goal of the reinvigoration of regional life.
Moreover, Mistral stated, on numerous occasions over a long period, that the logical
corollary to his aim of a revival of the Provencal spirit was a federalist political system."!
Many advocates of regionalism, and many followers of Mistral, were calling for more
political power at the local level, that is, for a decentralized state, modelled on either
Swiss or American federalism. Regionalists fervently believed more local power would
halt what they saw as the tyranny of Paris, the ‘uniformization’ of the French nation they
feared would obliterate a local, distinct society. Thus, the cultural and political
movements blurred; indeed, culture was used as a weapon in this battle over the ideology
of a uniform France.

It is in this context of a widespread Provengal regionalist movement opposing the
centralized state, and the concomitant loss of local custom, costume, language, and
identity that we can best understand Mistral’s creation of a museum of Provengcal life in
the Museon Arlaten in 1896. Around the turn of the century, debate over local customs
and rights to culture crystallized around the issue of museum reform, which was taking

place on a national scale.

Museum Literature Review
In recent years, there has been an explosion of scholarly interest in the study of museums

and how they function within a larger cultural discourse. Much of this interest has been

1% See the introduction for an overview of regionalism.

!! See Bernard Voyenne, Histoire de l'idée fédéraliste, vol.3 Les Lignées Proudhoniennes (Paris: Presses
d’Europe, 1981), 83-91 which discusses Mistral’s early enthusiasm for Proudhon’s version of federalism,
as well as his later respect for tradition; Alphonse V. Roche, Provencal Regionalism: A Study of the
Movement in the Revue félibréenne, Le Feu and other Reviews of Southern France (Evanston, [llinois:
Northwestern Univeristy Press, 1954) for a general analysis of the movement; and Claude Mesliand, “Le
Félibrige, La République et I'Idée de Décentralisation (1870-1892),” in La Décentralisation: Vle colloque
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stimulated by the work of Michel Foucault on the importance of classification systems
and institutions, and also by sociologist Pierre Bourdieu on the role art museums play in
upholding class distinctions.'> The collection of essays in Exhibiting Cultures: The
Poetics and Politics of Museum Display edited by Ivan Karp and Steven D. Lavine was
seminal in moving the debate from the realm of anthropology into art history.” Since the
publication of that collection, the idea that museum displays can be neutral has been
rejected. Eilean Hooper-Greenhill's excellent historical analysis of the changing role of
museum-type collections illustrates that changes in classification systems accompanied
changes in museum display. Conversely, the function of these museum collections also
changed with the changing classifications.'* More recently, Tony Bennett has argued for
a new approach to museum study that situates the museum in relation to other kinds of
cultural display, such as fairs and temporary exhibitions. His approach has greatly
influenced my project. He convincingly argues that there is an ‘exhibitionary complex,’
that is, a field of cultural display in relation to which museum display makes its
meaning. "’

The role of museums in sustaining national discourse has been the focus of a
number of studies. Annie E. Coombes has linked ethnographic museums and the colonial

exhibitions to the formation of British national identity, arguing that although exhibitions

d’histoire organisé par la faculté des Lettres et des Sciences humaines d’Aix-en-Provence, 1-2 décembre,
1961 (Aix-en-Provence: Editions Ophrys, 1964), 119-164.

12 Michel Foucault, The Order of Things: An Archaeology of the Human Sciences (New York: Vintage,
1994); Pierre Bourdieu and Alain Darbel with Dominique Schnapper, The Love of Art: European Museums
and their Public, trans. Caroline Beattie and Nick Merriman (Stanford: Stanford University Press, 1990);
Bourdieu, Distinction: A Social Critique of the Judgement of Taste, trans. Richard Nice (Cambridge:
Harvard University Press, 1984).

'3 [van Karp and Steven D. Lavine, eds., Exhibiting Cultures: The Poetics and Politics of Museum Display
(Washington and London: Smithsonian Institution Press, 1991).

** Eilean Hooper-Greenhill, Museums and the Shaping of Knowledge (London: Routledge, 1992),
especially relevant is Chapter 7, “The Disciplinary Museum.”
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appear to be objective, they are part of a larger politicized discourse supporting
imperialism and helping to create a unified British identity in the face of the colonial

6 The role of museums in France, since their founding in the Revolution, has long

other.
been recognized as essential to the mythology of the nation.'”

As Dominique Poulot’s recent bibliographic study makes clear, however, the
historiography of French museums has lagged somewhat behind the studies in Britain,
the United States, and Canada.'® Chantal Georgel makes this same observation in the
first pages of her seminal exhibition catalogue on French museums in the nineteenth
century.'® Much of the work has focused on national museums in the Revolutionary
period, such as Carol Duncan and Alan Wallach’s influential study of the Musée du
Louvre as a ‘universal survey museum’ with an iconographic program promoting the

120

ideological position that “France is the true heir of classical civilization.”™ More
recently, Andrew McClellan considered the eighteenth-century roots of the Louvre and

its flourishing under Napoléon.! Edouard Pommier detailed the ideological position

'* Bennett, Chapter 2, “The Exhibitionary Complex.”

'¢ Annie E. Coombes, “Ethnography and the formation of national and cultural identities,” in The Myth of
Primitivism: Perspectives on Art, ed. Susan Hiller (London and New York: Routledge, 1991), 189-214.

' The revolutionary leaders were well aware of the role museums could play in nation building, see
Pommier, 470.

'® Dominique Poulot, Bibliographie de I'Histoire des Musées de France (Paris: Editions du Comité des
Travaux Historiques et Scientifiques Mémoires de la Section d'Histoire Moderne et Contemporaine, No.9,
1994), 19.

** Chantal Georgel, “Le musée et les musées, un projet pour le XIXe siécle,” in La Jeunesse des Musées:
Les musées de France au XIXe siécle, ed. Chantal Georgel (Paris: Editions de la réunion des musées
nationaux, [994), 15.

* Carol Duncan and Alan Wallach, “The Universal Survey Museum,” Art History 3, no. 4 (Dec. 1980):
459,

*! Andrew McClellan, Inventing the Louvre: Am, Politics and the Origins of the Modern Museum in
Eighteenth-Century Paris (New York: Cambridge University Press, 1994).
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that art played in the Revolution and uses this to illuminate his history of the birth of
provincial museums.”

The provincial museum system has recently begun to receive serious study.
Pommier’s excellent analysis of its founding alerts one to the ideology of the nation-state
that continues to play such an important part in the French cultural field ™ He suggests
that the assertion of a local identity through the creation of a regional museum dates back
to the seventeenth century as there are numerous examples of towns creating their own
museums before the Revolution. He further argues that, during the Revolution,
departments asserted their rights to create their own museum in contrast to the law of the
central government. Daniel J. Sherman’s study of the politics of provincial art museums
throughout the nineteenth century first outlined the important role these neglected
institutions continued to play within the national culture, in particular, how the Third
Republic ideology of education reform was extended to museum discourse. He argues,
however, that the reforms had little actual impact.”* For Sherman, regional museums rely
on the same set of values as national museums; he argues that, in both the national and
regional spheres, culture is used by bourgeois elites to maintain hierarchies that support
class distinctions.”® My consideration of the founding of museums outside that system
indicates that national and local goals were not identical, although local museums

appropriated time-tested strategies for identity formation.

= Pommier, 451-95, and Pommier, L ‘Art de la Liberté: Doctrines et débats de la Révolution francaise
(Paris: Gallimard, 1991).

> Pommier, “Naissance,” 471-8.

* Daniel J. Sherman, Worthy Monuments: Art Museums and the Politics of Culture in Nineteenth-Century
France (Cambridge: Harvard University Press, 1989).

* Sherman, 4-5.
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Georgel focused more exclusively on the government’s bid to increase its control
over museums in the Third Republic.”® A number of essays in Georgel’s 1994 exhibition
catalogue, La Jeunesse des Musées: Les Musées de France au XIXe Siécle, point to the
importance of the struggle for power between the central state and the departmental
authorities, but none make this issue their focus. Indeed, in “Le Musée, Lieu d’Identité”
Georgel states that there are many reasons for the growth of regional museums, such as
the rural exodus emptying the villages, the industrialization that menaced the rural world,
the development of tourism bringing more tourists to these same places, as well as the
development of anthropology and ethnography as academic disciplines. She states,
however, that “la premiére d’entre elles reste partout et toujours le refus du centralisme
parisien, qui suppose a la fois obéissance aux normes de la culture républicaine et
uniformisation nationale.™’ Georgel's recognition of the importance of the decentralist
movement begins to redress the balance of Sherman’s position, which overstates the
similarities between provincial and national museums and does not consider the
multitude of smaller museums created in the period. This central feature of museum
development in the nineteenth century has not previously received much scholarly
attention and its importance will be shown here.

The rise of French ethnographic museums has mainly been considered with
respect to Parisian institutions. Nélia Dias’s study of the Musée d’Ethnographie du

Trocadéro gives an excellent overview of the main intellectual currents of the day.®

* Georgel, “L’Etar et *ses” musées de province ou comment ‘concilier la liberté d'inititiative des villes et
les devoirs de I'Etat,™ Le Mouvement Social 160 (July-Sept. 1992): 65-78.

77 Georgel, “Le Musée, Lieu d'Identité,” in Georgel, ed., I11.

* Nélia Dias, Le Musée d’Ethnographie du Trocadéro (1878-1908): Anthropologie et Muséologie en
France (Paris: CNRS, 1991); see also Elizabeth A. Williams, “Art and Artifact at the Trocadero: Ars
Americana and the Primitivist Revolution,” in Objects and Others: Essays on Museums and Material



34

Isabelle Collet was the first to study regional manifestations. She notes the importance of
the Museon Arlaten as an early example of the folkloric regional museum and comments
that it was typical in its focus, for instance, on costume.” She also underlines that French
peasant culture in late nineteenth-century France was regarded by the urban bourgeoisie
as a form of exoticism.*® She does not consider, however, the impact of these regional
ethnographic museums within the communities they purport to represent.

Provencal museums have not yet received much scholarly attention. Pierre
Angrand has written a history of the provincial beaux-arts museums, focusing on the
building of their collections; however, he has not yet produced a volume on Provence.*'
Sherman discusses the building of the Musée des Beaux-Arts in Marseilles during the
Second Empire, focusing on its architecture.”> While some general considerations of
individual Provengal museums have been made, their situation within the national
political climate has generally not been considered.

There are numerous early accounts of the founding of the Museon Arlaten but,
until recently, there has been little serious study of the institution. An account was
written by a member of the Félibrige and then curator of the museum, Charles Galtier; the

catalogue, however, is more of a tribute than a scholarly examination of the museum.”

Culture, ed. George W. Stocking, Jr. (Madison: University of Wisconsin Press, 1985); Williams,
“Anthropological Institutions in Nineteenth-Century France,” Isis 76 (1985): 331-348.

* Isabelle Collet, “Les Premiers Musées d’Ethnographie Régionale en France," Muséologie et Ethnologie:
Notes et Documents des Musées de France, no. 16 ( Paris: Editions de la Réunion des Musées Nationaux,
1987), 81-3.

% Collet, 78.

*! Pierre Angrand, Histoire des Musées de Province au XIXe Siécle, 5 vols. ( Les Sable d’Olonne: Le
Cercle d’Or, 1988).

32 Sherman, 161-5.

 Charles Galtier and Jean-Maurice Rouquette, Lz Provence et Frédéric Mistral: Mistral au Museon
Arlaten (Arles: Cuénot, n.d.).
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Maryse Mane outlined the museum'’s early history in a brief article,’* but she did not
analyze its place within the larger historical context of regionalism or consider its use of
visual imagery in creating an image of Provence, which will be the focus of this chapter.
Collet has noted its importance as an early example of ethnographic museums.’ * Inhis
brief study of the Félibrige, Pierre Pasquini provides the best analysis of the museum to
date and does an excellent job of situating the museum within the overall aims of the
Félibrige.® He gives a survey of the increasingly broad aims of the Félibrige, as they
move from concentrating on defining the Provengal language to defining Arlésienne
costume, to reinvigorating Provengal folk customs, although his primary interest is
literary. Recent exhibitions at the museum have begun to analyze its significance,

focusing on the still-powerful myth of the Arlésienne.’ 7

MUSEUM DISCOURSE IN THE THIRD REPUBLIC
In the Third Republic, the issue of provincial museum reform became both important and
controversial. In an 1887 essay on the state of provincial museums, Jules Comte, a career
administrator of the fine arts in the Third Republic, lamented that the fine arts were
precariously administered. He points out that at times the Beaux-Arts had been an
independent ministry, and other times it was overseen by the Ministry of Public
Instruction. In fact, the directorship changed heads seven times in fifteen years.’® More

than just an administrative problem, these changes indicate the profound anxiety the

3 Maryse Mane, “Le Museon Arlaten,” Muséologie et Ethnologie: Notes et Documents des Musées de
France, no. 16 (Paris: Editions de la Réunion des Musées Nationaux, 1987), 218-221.
35

Collet, 81-3.
¥ See Pasquini, 257-266. i
37 See the discussion of the Fésto Vierginenco by Dominique Séréna-Allier, in Léo Lelée (1872-1947): A
'image provengale (Arles: Museon Arlaten, 1997), as well as Arlésienne: le mythe? (Arles: Museon
Arlaten, 1999).
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central government had about the French art system in this period. This anxiety is further
indicated by the number of decrees and circulars passed by the government regarding
provincial museums. As Georgel points out, these numerous decrees represent “an
avalanche” in comparison to the interest of previous governments in the nineteenth
century.*® The government intended to reform the provincial museum system. Yet this
was no simple endeavour; the museum system had been held up as a paragon of the
virtues of republicanism since its founding in the French Revolution. Yet it had also been
seen as an example of over-centralization. Consequently, any suggested changes to the
system invoked deeper concerns over control of the nation’s patrimony and the division

of power between centre and periphery.

The Founding of the French Museum System and the Creation of National Unity
Pommier’s close examination of the issues at stake in the founding of the provincial
museum system shows that the centralization of artistic goods had long been considered a
political issue involving access to culture and the right to provincial equality.’ In 1790,
a commission was established to decide what to do with the seized biens nationaux;
Pommier argues it unwittingly created the idea of patrimoine, that is, an artistic heritage
belonging to all the people of France.* The initial temptation to destroy artworks as
symbols of the ancien régime was rejected, as was, for the most part, the temptation to
sell goods to raise money for the state.** Since these goods belonged to the nation as a

whole, the representatives of the people in the National Assembly had the right to decide

3% Jules Comte, preface to L 'Art en France: Musées et Ecoles des Beaux-Arts des Départements by Joseph
Comyns Car, trans. Jules Comte (Paris: Librairie de I’ Art, 1887), xxxiii.

% Georgel, “L'Etat,” 65.

0 pommier, “Naissance,” 482.

*! Pommier, “Naissance,” 465-6.

*2 Pommier, “Naissance,” 465-7.
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their fate. This central right was asserted by Jean-Marie Roland, the Minister of the
Interior in a circular of November 3, 1792, which also asserted that everything should be
conserved that could
entretenir parmi nous 1’amour des arts et des talens et devenir, dans des temps
plus paisibles, un motif d’émulation pour les citoyens qui s'adonneroient a leur
culture, un appat pour la curiosité et 1'admiration des étrangers, et un monument
glorieux qui puisse attester a la postérité que le Peuple frangais a respecté, méme
au milieu des agitations d'une Révolution sans exemple, tout ce qui doit étuer
I'honneur des arts et des lettres et la gloire d’une nation sensible et éclairée.”
Roland’s text also set out the main divisions of artistic goods, concluding that the best
would go to the national museum, some would go to departmental museums, and the rest
would be sold. That the departments had no rights to decide what to do with artistic
goods was frequently reasserted in the period, although there were some calls for
geographic equality, that is, for the citizens of the provinces to have access to these
national goods. A 1790 report suggested that the goods should be put in museums
closest to their point of seizure (which was not necessarily their point of origin), but this
was eventually dismissed because of the strong desire to create a showcase museum with
the best of the national goods in Paris.** Indeed, a strong central museum was seen as a
natural parallel to the strong and united nation. A 1794 report argued:
1l est indispensable de tout confondre dans un méme rassemblement. . . .On ne
peut se dissimuler que tous les arts ne doivent étre concentrés dans un seul

théitre, afin que leur unité concoure a faire triompher 1’unité de principe politique
que nous avons fondé.*

Despite vigorous protest from provincial figures who argued that Paris did not

need to strip the provinces of their art, from 1801 the law supported a centralized

*> Quoted in Pommier, “Naissance,” 470.
*4 Pommier, “Naissance,” 471-4.
* Quoted in Pommier, “Naissance,” 477.
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hierarchy of museums.* Following the suggestions of the Minister of the Interior, Jean-
Antoine Chaptal, the law determined that fifteen towns would receive works from the
national collection, although Paris would receive the best.’ Chaptal’s guiding principle
was that:
sans doute. . . Paris doit se réserver les chefs-d’ceuvre dans tous les genres; Paris
doit posséder dans sa collection les ceuvres qui tiennent le plus essentiellement a
I"histoire de I’art; mais I’habitant des départements a droit aussi a une part sacrée
dans le partage du fruit de nos conquétes et dans I’héritage des ceuvres des artistes
frangais.*
Thus, the initial founding of the provincial museums was based on somewhat
contradictory positions: the national artistic heritage belonged to all citizens of France,
and so should be preserved for all. That heritage, however, was to be divided
hierarchically, with Parisian museums receiving the best works.*’ France remained an
extremely centralized state throughout the turbulent nineteenth century, and it was not

until the Third Republic that the issue of museum reform and the response of provincial

rights really came to the forefront.*

Museum Reform in the Third Republic

The Creation of National Ethnography
The concept of national heritage extended beyond the fine arts and, concomitant with the
rise in folklore studies in France and with the Third Republic museum reform, regional
folk traditions came to be seen as worthy of national museum representation. Prior to the

founding of the Musée d’Ethnographie du Trocadéro in 1878, material culture had been

“ The law of September 1, 1801 (14 fructidor an IX) also made provisions for the distribution of works to
the provincial museums.

“7 Sherman, 26 says that in the final report the number eight was crossed out and fifteen written over it.

“8 Quoted in Fernand Engerand, “Les Musées de Province,” Revue Hebdomadaire (16 mars 1901): 358.
** Bennett, 148-9 discusses the concept of national heritage, and argues that it is a unifying feature; even
when it appears to highlight past conflict or difference, it usually casts them as overcome.
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scattered throughout the collections of the Louvre, the Bibliothéque Nationale, and
natural history museums.*' The Trocadéro was originally created as a temporary exhibit
at the 1878 Exposition Universelle; its popularity convinced the government to make it a
permanent ethnographic museum. The collection focused primarily on colonial subjects,
but from 1884 included a European exhibit of which the largest section was French.”
The French component concentrated on Brittany, as it was “le terrain d’élection des
études folkloriques et philologiques, en raison de la prétendue immutabilité de ses mceurs
et de la persistance de la tradition.” Clearly interested in what is now referred to as
‘salvage ethnography’'--saving the vestiges of ‘authentic’ traditions before they disappear
but, paradoxically, participating in the destruction of that supposedly pure tradition by the
very presence of the outsider’*--the museum preferred France’s most ‘primitive’ folk.
Consequently, Brittany was best represented, followed by Auvergne, Provence, and other
regions. Mannequins modelled folk costume, and objects that indicated the traditional
occupations of rural life, such as farm tools, were displayed in vitrines. The Salle de
France was saluted in the press as patriotic and as a means by which the citizens could
come to know the nation as a whole.”*

The French section was, however, just a small part of the overall collection, and
there were calls for a museum devoted entirely to the material culture of all the regions of
France. In 1889, Armand Landrin, a curator at the Trocadéro, proposed the formation of

a Musée des provinces de France, which would collect and scientifically display all the

50 Sherman details changes in the administration of this policy throughout the nineteenth century.

5! Williams, “Art and Artifact,” 156 describes the various sources from which the American collection was
assembled.

52 Dias, 187-191 on the European collection.

* Dias, 188.

5 James Clifford, “Of Other People: Beyond the *Salvage Paradigm,” in Dia Art Foundation Discussions
in Contemporary Culture, no. 1, ed. Hal Foster (Seattle: Bay Press, 1987), 121-30.
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folkloric objects of the nation. It would, Landrin suggested, be an effective teaching tool,
instilling pride in the entire nation. Dias shows that Landrin hoped the museum would
synthesize the diverse regional traditions into one national tradition; she states that,
“Apres I’examen des différences, les diverses provinces francaises, on passerait a la
combinaison de ces divers éléments dans une totalité: la Nation.”* Landrin’s proposal
was not developed;’” however, the Salle de France within the Trocadéro indicates the
national interest in defining the ‘Folk’ as part of the national heritage.

The Beaux-Arts
Increasingly, there were calls for reform of the museum system. Essential to the state’s
exercise of power over provincial museums was the ideological linkage of this power
with the founding of the museum system in the Revolution and the consequent link
between the state’s power and democracy. Almost all accounts during the period start
from the premise that provincial museums are evidence of the benefits of democracy and
the Revolution.*® One of the best examples of the continuing importance of this myth
comes from Jules Comte, who wrote a long preface to a French edition of a British book
on French provincial museums, Comyns Carr’s L 'Art en France: Musées et Ecoles des
Beaux-Arts des Départements.” In the British account, the Revolutionary origin of the
museum is omitted and the founding donations are (correctly) attributed to Napoléon’s

rule.®® In contrast, Comte’s French account opens with the emphatic statement: “C’est de

55 Dias, 190.
% Dias, 194.
57 Dias, 194 suggests prohibitive costs, Landrin’s relative lack of status in the scientific community, as well
as the greater status of the Trocadéro’s head curator, E.T. Hamy.
5% Both Pommier and McClellan suggest that the roots of the museum system can be traced well back into
the eighteenth century.
%9 Comte was then Inspector General of the Ecole des Beaux-Arts et Dessin in the Ministry of Public
6I‘x)mtrw:lion, so he was hardly a neutral player in this game.

Carr, §.
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la Révolution que datent nos musées, ceux de province comme ceux de Paris.”™' Comte
shows some anxiety about the distribution of works that created the provincial museum
collections actually falling under the empire of Napoléon, and he stresses that the
Emperor was only fulfilling the democratic suggestions made under the Revolution. As
Pommier has shown, this is technically correct, but the fact that they could arguably be
dated to the ancien régime is completely ignored.*> The actual origin of the provincial
museums is less important than the intentions of the inspector general of fine arts, who
went to some pains to correct the text of an Englishman as to their revolutionary origins.
Comte argues forcibly that the same motives guided the founding of provincial and
Parisian museums. This text indicates that revolutionary and democratic heritage was
important to the Inspector General’s interpretation of France’s museum history, not
surprising in a time when the state was trying to determine how it could increase its
control over the display and meaning of the nation’s patrimony.

A second important argument--that there should be a central location that tells the
history of French art--continued to sustain Parisian dominance of the museum system
while relying on Revolutionary authority. Chaptal’s 1800 report argued that Paris must
have the best art works and especially “ceux qui tiennent le plus essentiellement a
1'Histoire de I’ Art, qui marquent ses progrés, caractérisent les genres et permettent a
I’artiste de lire sur les tableaux toutes les révolutions et les périodes de la peinture.”
Fernand Engerand, a deputy who encouraged the Chamber of Deputies to form an extra-
parliamentary commission on museum reform in 1905, drew on Chaptal’s authority to

support his position. Engerand called for an overhaul of the Louvre, where “devraient

¢! Comte, xv.
52 pommier, “Naissance,” 451.
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étre centralisées les meilleures ceuvres de nos artistes frangais, et des indications
générales sur I"histoire de notre art national.”** Departmental museums should collect
works by their native sons, argued Engerand, making collections interesting and related
to the regions. Furthermore, since the Louvre had chosen from “I'ceuvre de chaque
peintre les piéces les plus importantes, le surplus, composé d’aeuvres trés honorabies et
méme de morceaux de choix, irait en province.”* Similarly, Charles Couyba, a socialist
deputy, championed Paris’s right to the best works since, he argued, the retrospective of
1900 (where the state borrowed significantly from provincial museums, as discussed in
Chapter Two), “‘a prouvé au monde que la démocratie frangaise, comme jadis la
démocratie athénienne, demeure le foyer de beauté.”™® Although Engerand and Couyba
called themselves decentralists, displaying the glory of France took precedence. In their
museum world, the history of French art should be written at the Louvre.

In 1879, Fine Arts Director Eugéne Guillaume proposed comprehensive
inspections of the provincial museums. As Sherman points out: “Both Guillaume’s
report and the introduction of legislation in 1878 by the minister, Agénor Bardoux, made
it clear that the state intended inspections to tighten its supervision of, and expand its
influence over, provincial museums.”’ While Sherman shows that the changes decreed
between 1880 and 1910 had little actual impact (museums continued to function much as
they had previously), the changes were hotly debated. An 1881 circular sent to the
prefects by Under-Secretary of Fine Arts, Edouard Turquet, reminded them that “si c’est

al’école que I’enfant et I’ ouvrier regoivent |’enseignement, c’est surtout au musée qu’ils

¢ Chaptal; quoted in Georgel, “L’Etat,” 68.

® Engerand, 372.

& Engerand, 374.

5 Charles-Maurice Couyba, L 'Art et la Démocratie (Paris: Flammarion, 1902), 2; see also 298.
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trouvent ’exemple.” Furthermore, “la réorganisation du musée est donc le corollaire

1968

obligatoire de celle de I'école.”™ This comparison to school reform would have seemed
ominous to those in favour of decentralization since the state was then instigating
unprecedented control over the education system. Minister of Education Jules Ferry was
in the process of making school free, secular, compulsory for those between 6 and 13
(including girls), uniform across the nation and, in 1887, exclusively taught in French.
Not surprisingly, these changes were much feared by regionalists for their destruction of
local uniqueness.*

An 1880 article by the deputy Henry Houssaye publicized the issue from a
centralist position. It indicates the extent of the anxiety over the government’s lack of
control over provincial museums. Houssaye describes how these museums were founded
by the state, how they are enriched each year by state donations, yet “selon la iégislation
actuelle, 1’état qui, en vertu de la loi de 1839, a toute autorité sur les bibliothéques, n’a
pas méme un droit de contrdle sur les musées.”’® Municipal councils could, he continues
in near terror, even sell the national treasures. Houssaye enumerates the problems with
the current state of museums: most are not catalogued; if catalogued, many have gross
errors; the works are often falling into disrepair; they are overseen by curators who often

have no training. He hopes that better state controls could solve these problems.

7 Sherman, 55.

¢® Edouard Turquet, Circular to pretects, 26 April 1881; quoted in Georgel, “L'Eta,” 70.

% See Joseph Moody, French Education Since Napoléon (Syracuse: Syracuse University Press, 1978), 96
for a roughly chronological list of the changes. In 1887 a law was passed stating that this education could
only take place in French, which caused much consternation to regionalists, as well as rural teachers; on the
importance of teaching French as well as for the wider context of these changes see Eugen Weber,
“Civilizing in Eamnest: Schools and Schooling,” and “A Wealth of Tongues,” chaps. in Peasants Into
Frenchmen (Stanford: Stantord University Press, 1975), 303-338, and 67-94. For an example ot continued
outrage on loss of patois due to these changes, see Michel Baris, Langue d'od contre langue d’oc (Lyon:
Fédérop, 1978), 45.

™ Henry Houssaye, “Les Musées de Province,” Revue des Deux Mondes 38, no.2 (1 April 1880): 557.



Government must, he argues, pass a law like that governing libraries, which would
subject museums “‘a la surveillance permanente de 1’autorité supérieure,” since both

sont d’utilité publique. Ils ne sont pas faits seulement pour 1’étude des artistes et

pour le plaisir des connaisseurs. IIs servent a tout le monde. IIs appartiennent a

I’enseignement primaire comme a |’ enseignement supérieur. [Is frappent les yeux

de I’enfant et ils achévent I'éducation de I’homme.”*

Houssaye thus calls on the precedent of the national library system to support a law that
would put museums under total control of the central government, and he relies further
on the educative aspect of museums to support his position.”

Indeed, many changes were instituted in these years. An inspection service was
created (although it was frequently reorganized), museums were classified into two tiers,
national and departmental (or city museums), and a program was created to qualify
curators. Finally in 1910, a comprehensive law governing national power over museums
was passed, but, by this time much of the controversy had passed.” Nevertheless, the
extra-parliamentary commission created in 1905 to determine the changes was hotly
contested.

The 1905 commission was charged with establishing the present state of museums

and their collections, as well as determining “les moyens de mettre en valeur ces

collections avec le concours de 1'Etat et les municipalités intéressées.””* The commission

’' Houssaye, 565.

™ For a critique of the ideal of the civilizing mission of museums, see Sherman, 238 who concludes that
“the museum in the bourgeois image was, after all, an ‘instrument of civilization,” with all that those words
imply in terms of power, ideoclogy, and domination.”

7 The clearest enumeration of these changes is found in Gérard Monnier, L ‘art et ses institutions en France
de la Révolution a nos jours (Paris: Gallimard, collections Folio/histoire, 1995), 239-243; see Georgel,
“L’Etat,” 75 on the 1910 law; Michael Orwicz, “Anti-Academicism and State Power in the Early Third
Republic,” Art History 14, no. 4 (December 1991): 574 and passim discusses the state’s desire for ‘national
art’ supported by the private sector, and he concludes, “encouraging the growth of art in the private sector
could only reinforce the notion that Paris remained the ‘capitale de I'art.”™ Thus, seemingly contradictory
strategies, such as state control and the development of a commercial art market could equally promote the
desired goal of the Republican system.

™ Quoted in Georgel, “L'Etat,” 65.
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was made up of a broad group of politicians, art critics, and museum officials, but
included no representatives from provincial museums.” Even with this stacked deck, the
issue of the state’s right to recall envois was still controversial. Works were originally
sent to the provinces as dépats, and were not dons, although that term had occasionally
been used in the nineteenth century. While no one at the commission disputed that the
state owned the works, there was considerable disagreement over the circumstances in
which the state should be allowed to recall them. The initial suggestion was that the state
be able to borrow works for eighteen months. Mr. Aynard, a deputy from Lyon and
strong supporter of the local arts, was the most vocal critic of this clause. He suggested
that the government ask !ocal authorities for permission to borrow works. Indicating the
committee’s distrust of the provinces, an anonymous commission member said they
could not be asked, because “elles refuseraient toujours.”® Aynard disagreed, citing the
recent retrospective of 1900 and the 1904 exhibition, Les Primitifs Francais, as examples
when the provinces had donated generously. Aynard even confronted one of the main
myths—that the provinces did not adequately care for the works--when he pointed out that
his museum had lent works, and the state had returned them damaged. In Aynard’s view,
provincial museums should have the same rights as national ones, and since the national
museums would not be expected to loan works for eighteen months, this should not be
asked of the provincial museums.

The opposing side of the issue, and that of the central government, was voiced by

Roger Marx, the chief inspector of provincial museums. Reminding Aynard that the

7 Georgel, “L'Etat,” 74 lists all the members as does the cover of Lapauze. Notable were politicians such
as Couyba, Poincaré, Léon Bourgeois; art critics such as Frantz Jourdain and Gustave Geffroy; and

museum officials Roger Marx, Henry Lapauze, and Dayot.
'8 Quoted in Lapauze, 245.
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envois are dépots, not dons, Marx argued that the state would, on occasion, have higher
aims requiring provincial works.”” He too cites the 1904 Les Primitifs Francais
exhibition and the Universal Exposition retrospectives where the goal had been to show
the development of the French school, which was presumably the higher goal that he had
in mind. His belief in the importance of this display of the history of French national art
leads Marx to conclude: “il me parait impossible. . . que I’Etat renonce au bénéfice de ces
grandes legons quand il ne fait qu’exercer strictement le droit que la loi lui confére.””®
Furthermore, says Marx, it is not a question of Paris keeping the works, rather of
borrowing them for “‘un intérét supérieur. . . [and] pour une raison d’ordre scientifique.”
Thus calling on the legitimacy of science, national history, and the by now well
established right of the state to tell that national art history, Marx asserts the right of the
state to the nation’s patrimony. Aynard responds by arguing that the law does not put
enough limits on the powers of the state and reminds the committee that “les Provinciaux

"% While the commission eventually

sont des Frangais comme les Parisiens.
compromised to the effect that loans should be limited to one year, they refused to submit
to Aynard’s other request that it be only after municipal consultation.®' The rights of the

provincial museums to guard envois from the state were not very strong.

Regional Responses to National Museum Discourse
From the regionalist point of view, the concerns of the commission were largely beside

the point, and did not reach the heart of the issue: how provincial museums could

" In chapter 2, in my discussion of the Exposition Universelle of 1900, I discuss the ideology of this
“higher good” when the suggestion for a display of Provengal art, as distinct from French art, is refused.
"% Quoted in Lapauze, 246.

7 Quoted in Lapauze, 247.

% Quoted in Lapauze, 247.

*! This becomes law in 1910.
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stimulate provincial life. André Mellerio, a member of the 1905 commission and ardent
decentralist, reported regularly in L ‘Action Régionaliste on the debate over provincial
museums. In his eyes, although departmental museums were a crucial site for the spread
of the regionalist spirit, real transformation would come when the regionalist movement
caused wider societal changes. As he wrote of regionalism: “Il existe déja un mouvement

de forces libres qui ne cesse de croitre en France et aménera certainement un renouveau

w82 .
%2 He continues:

de notre pays.
Nous ferons remarquer cependant, d’'une maniére générale, qu’il [le décret] tend a
établir un accord entre le pouvoir central et les autorités locales. Le principe qui
doit dominer en pareille matiére, nous semble-t-il, est de laisser, autant que
possible, I’initiative a ces derniéres, réservant au premier le droit de contrdle.
C’est dans la juste balance de ces deux fonctions qu’on a chance de réaliser - en
la présence matiére comme en d’autres — un ethbre, évitant la compression et
I"absorption venues d’en haut, comme aussi I'ignorance et la tyrannie d’en bas.*

Other writers in the primary regionalist journal, L 'Action Régionaliste, even went
so far as to question the most sacred of the myths about the museums, namely that they
were evidence of a democratic state. The most vehement statement refuting this link so
important to Third Republic ideology came from Alexandre Schurr. Schurr links the
government'’s will to reform museums with education reform, and both with absolutism.

Tant que I'Etat se chargera d’organiser I’exercice de 1a culture; qu’il imposera ses
programmes d’éducation, ses théories scientifiques et philosophiques; qu’il nous
choisira les ceuvres d’art a admirer, il étouffera I'initiative des citoyens et les
Frangais finiront par devenir des Orientaux s’en remettant en tout a I’ Allah-Etat. .

. L’extension de 1’autorité de 1’Etat sur ces domaines, étransgers a ses fonctions
propres, est un héritage des gouvernements absolus d’antan.

$2 Mellerio, “Musées de province,” 566.

 Mellerio, “Musées de province,” 567.

 Alexandre Schurr, “Les Ants et 'Eta,” L 'Action Régionaliste S (July 1905): 82. Note with subsequent
references to this periodical that it was inconsistently numbered.
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Linking state intervention in the domain of culture to absolutist states, Schurr argues that
Napoléon created the university so he would be “le maitre de la pensée des Francais,™’
and all subsequent regimes have realized the utility of his actions. For Schurr, the same
situation exists in the arts, except it started earlier under the kings. *“Tous ces souverains
ne voyaient dans 1’art qu'un moyen de rehausser 1'éclat de la royauté, et par reflet, de la
nation entiére.”®® It was Louis XIV, Schurr points out, who created the royal academies
and the French Academy in Rome, and these were upheld by subsequent regimes.
“L’Etat garda la direction de I’ Art jusqu’a nos jours. Autrement dit, la moitié des
Frangais plus un peut imposer son goiit a 1’autre moitié. Que I’on soit roi, grand
empereur, ou petits politiciens arrivistes, il est si doux d’étre mécéne quand c’est la
France qui paie!™®’ For Schurr, the centralized patronage system now represented the
tyranny of the majority, which could destroy minority culture.

Dr. V. Leblond, a municipal councillor in Beauvais and member of the
departmental academic society, also refuted the republican history of provincial museums
as stressed by authors such as Comte. In Leblond’s version of events, works continued to
be sent to the provinces not primarily to aid the worthy cause of decentralization, but
mainly because there were too many works in the Louvre.

Ces idées de décentralisation artistique ne sont point nouvelles. . . . Sous le

Consulat et I'Empire, les envois de 1'Etat se multipliérent et certains musées de

province regurent des ceuvres d’art parce qu’elles encombraient le musée du

Louvre.™

Thus, it was not primarily an egalitarian move in Leblond’s account, but one of

practicality.

% Schurr, 82.
% Schurr, 82.
57 Schurr, 83.
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Despite his belief in the necessity of wider change, Mellerio had many
suggestions for how regional museums could stimulate provincial life. He believed it
would be through museums that the people of the provinces would leam about
themselves. “En prenant une conscience plus compléte de leur personnalité, les provinces
ont chance de la mettre davantage en valeur et de la mieux défendre.”®® He argued that
the provincial museums should focus on éducation populaire, which would be best
accomplished by displaying “tout ce qui peut expliquer une ville, un pays, une région.”
Thus, provincial museums should include not just fine arts, but should also display the
region’s natural sciences, geology and flora, archaeology, history, arts, and local customs
as well as industry and commerce.”' He underlined his point by stating that the
overarching principle of regional museums should be “donner a une collectivité habitant
un lieu déterminé le maximum de conscience de soi-méme dans le passé et le présent —
pour préparer I’avenir.”®*

Other regionalists also supported a museum system less dependent on the central
government, less focused on the fine arts, and more broadly focused on regional history.
Leblond argued that in recent years regionalists had begun to understand “le rdle social
que peuvent jouer les musées régionaux dans I'enseignement de la jeunesse, I’influence

moralisatrice qu’ils doivent exercer sur la masse du peuple comme sur |’élite

* V. Leblond. “Un Musée départemental,” L ‘Action Régionaliste (June 1907): 180.

% André Mellerio, “Les Musées de province et le Décret du 30 septembre 1906,” L ‘Action Régionaliste S,
no. 11 (Nov. 1906): 563.

* Mellerio, “Les Musées municipaux et I'Education populaire,” L ‘Action Régionaliste 4, no. 4 (June 1905):
41.

*! This expanded role for the regional museum was widely supported among regionalists, and almost non-
existent among Parisians, who tended to more clearly separate fine art from other kinds of museums. This
was the role of the museum envisaged by Mistral in the Museon Arlaten, discussed later in this chapter.

72 Mellerio, “Musées municipaux,”42.
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intellectuelle.”” He stresses that for a regional museum to fulfill its role, it cannot rely
on the state envois, which are sent without reason or logic. Therefore, it should
methodically classify the region’s history, using photographs of monuments, engravings,
statues and copies, as well as objects of natural history. It should also include the
industrial and decorative arts, as well as fine art of either esthetic or documentary value.>*
These criteria were likewise applauded by Jean Lahor, who was an outspoken
supporter of the provincial museums as a means of creating a viable art ‘for the people.’
Citing the value of the Museon Arlaten as an example of an excellent museum that resists
the trend towards centralization and uniformity, he argued that every former provincial
capital should have its own regional museum.’® Lahor, in fact, makes the distinction that
regional museums such as the Museon Arlaten have collected / ‘art populaire while the
fine arts have generally been collected by the national or large municipal museums. The
national museums, says Lahor,
se sont toujours montrés fort peu démocratiques en leurs sélections et leur goft,
bien que la France soit une démocratie, ces musées ayant négligé le plus souvent
ce qul n’était pas une des manifestations luxueuses, aristocratiques de 1’art
ancien.
Lahor thus makes a connection between the decorative arts, the people and democracy.
On the other side of the equation are the aristocracy, the ancien régime, and the national
museums. Citing the necessity of decentralization for the health of the nation, Lahor
states that the Revolution and the railways both aggravated the tendency toward

centralization. “Chacune de nos provinces avait autrefois ses costumes, S€s mceurs, ses

coutumes, ses traditions, sa poésie, ses formes d’art qui lui étaient bien personnelles

3 Leblond, 180.
% Leblond, 181.
%5 Jean Lahor, “La Création de Musées Provinciaux,” L ‘Action Régionaliste 3 (March 1903): 70.
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commes les formes mémes, les aspects de la nature au sein desquels se développaient ses
races et od se faisait leur mélange.””’ Although Lahor does not believe the regional
dialects, the costumes, or the abandoned local customs can be resuscitated (in contrast to
Mistral), he would like to prevent further development of national uniformity. His
version of France rests on the idea of *“la pluralité dans I'unité, et I'unité dans la
pluralité.”*

Thus, there are a number of commonalities expressed by a broad range of
regionalists on what a truly regional museum should collect. Indeed, many suggest
reforms quite close to Mistral’s ethnographic museum, which is examined in the final
part of this chapter. However, I will briefly contrast this ideal regional museum with the

local departmental museum to indicate the limitations of its mandate.

Marseilles’s Nationally Funded Fine Art Museum and Regional History

As one of the initial museums founded in the French Republic, the Musée des Beaux-Arts
de Marseille was caught between the national agenda and local calls for a museum more
representative of the region.” The 1904 reception for the hundredth anniversary of its
founding indicated the tension between the museum, its supporters, and the
representatives of the central government. The socialist mayor, Amable Chanot, stated
that, despite the city’s support for the arts, artists who wanted success had to leave for

Paris due to the centralization of the artistic system. Those who remained “ont

% Lahor, 70.

57 Lahor, 71.

% Lahor, 71.

* For a brief overview of the development of Marseilles’s museums in the nineteenth and twentieth
century, see Marie-Paule Vial, *“Naissances et Mutations des Musées Municipaux,” Marseilles 165
(November 1992), 23-47; for a broader view of the development of the arts in general in Marseilles, see the
section, “Les Données de la Création Artistique,” in Marseille au XIXéme: Réves et Triomphes (Marseilles:
Réunion des Musées Nationaux, 1992), 116-305.
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volontairement sacrifié la gloire et les profits 4 I’attachement au sol, a I’amour du soleil et

»l00

de I'air si doux de la petite patrie.™" Chanot pictures a wide gulf separating Paris and
Provence, with success and profits only to be found in the capital. His complaints went
so far as to compare Marseilles’s situation with the colonies. As he said to the delegate
from the Minister of Fine Arts: “Marseille est loin de Paris et il semble qu’'on1'y

considére comme une colonie d’outre-mer.”'"!

The mayor called for more attention to be
paid to Marseilles, so it would be able to assume its rightful place. He called for help
from the government “au réveil et a I'expansion du sentiment artistique.”'** Chanot thus
recognized that improvements could be made but, unlike more ardent regionalists, did not
fundamentally object to government control.

The curator of the museum, Philippe Auquier, also critiqued the capital. The
provincial origins of French art have long been left out of the history, said Auquier, but
they had always been known in Marseilles.'” He described the denigration of the
decorative arts as part of the national bias, which further excluded the genius of the

104

provinces from the national history. *~ Thus, even at a celebration of the anniversary of
the founding of this provincial museum, when one might expect the provinces to respect
the founding donations of the state, there was much dissatisfaction expressed with the
central government museum policy.

By the turn of the century, departmental museums that had been founded by

revolutionary decree, such as the Musée des Beaux-Arts de Marseille, were interested in

1% Amable Chanot, “Discours,” in Centenaire du Musée de Marseille (Marseilles: Moullot Fils Ainé,
1904), 11.

1% Chanot, 11.

192 Chanot, 11.

193 Philippe Augquier, “Discours,” in Centenaire du Musée ~ Marseille (Marseille: Moullot Fils Ainé,
1904), 25.

104 Auquier, 28-9.
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promoting local culture, albeit within the cultural hierarchy endorsed by the state.'”® The
primary means was to collect works by local artists, especially those who had attained
national recognition.'” Auquier, for example, sought to create a comprehensive

107

collection of copies of Marseillais artist Pierre Puget’s sculpture.”  Due to the vagaries

of the envoi system, however, Marseilles had no works by such an established local son

108

as Honoré Daumier. "~ While it was mostly interested in nationally sanctioned artists, the

museum also saw fit to collect lesser known, regional artists, even if their work was
judged to have only “une valeur d’art relative.”'*

The museum emphasized local artists. In 1898, Auquier re-hung the galleries,
and showcased Provengal art in two rooms separate from the rest of the collection. He
created a Salle Provengale in the large gallery on the first floor that exhibited numerous
sculptures and paintings by Puget, such as Le Sauveur du monde (c.1655, oil on canvas,
250 x 190 cm. Musée des Beaux-Arts, Marseilles), as well as a series of fourteen scenes
of the Life of Tobie by Pierre Parrocel (Figure 20).!"° In addition to this collection of
historical Provengal art by established masters, the museum also had a room devoted to
the modem école provengale. The modemn Provengal exhibit included paintings by well-

known nineteenth century painters such as Gustave Ricard; his portraits of local painters,

such as Emile Loubon (1856, oil on canvas, 46 x 38 cm, Musée des Beaux-Arts,

195 Sherman, 240-241 suggests that the central government might have preferred provincial museums to
have more focus on local culture but that local elites had too thoroughly absorbed the cultural hierarchy of
the Grand Tradition. While Sherman points out that local history associations were “replacing art
associations as the focal point of elite interest in local culture,” he does not conceptualize this shift in terms
of local elites perceiving limitations of the centralized art system, which my research suggests.

1% Sherman, 203.

17 Auquier, “Projet d’une salle Pierre Puget,” Correspondance 1900, Auquier-Boy, Archives, Musée des
Beaux-Arts de Marseille.

1% On the envois system see Sherman, 16-54.

199 “Procés-Verbaux,” Comité d’Inspection et de Surveillance du Musée des Beaux-Arts, réunion de 12
sept. 1901, Archives, Musée des Beaux-Arts de Marseille.
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Marseilles), paid tribute to the local tradition.''! It also included works that celebrated
Provengal popular mythology such as Barthalot’s Mort de Mireille, a reference to
Mistral’s mythic heroine.''? The stable of naturalist artists from the 1860s Ecole de
Provence was well represented. Emile Loubon’s Marseille vue des Aygalades (Figure 57,
discussed in Chapter Four), and Auguste Aiguier’s Effet de soleil couchant (Figure 58,
discussed in Chapter Four) were shown, as were works by Paul Guigou (such as Les
Collines d’Allauch, n.d., oil on canvas, Musée des Beaux-Arts, Marseille).'” The room
thus showed both traditional, academic painting as well as more contemporary styles,
albeit ones still primarily depicting the picturesque aspects of the region. While this
room focused on local artists, it also isolated them from the mainstream of the French
tradition, shown in the central gallery.

The bulk of the collection in the Grand galerie centrale d’honneur held the
historic collection of French and foreign art, organized into national schools. Most noted
in the collection were Peter Paul Rubens, Chasse aux sanglier (oil on canvas, 250 x 320
cm, Musée des Beaux-Arts, Marseilles), and Perugino’s La Famille de la Vierge (Pietro
Vannucci, tempera on wood, 203 x 178 cm, Musée des Beaux-Arts, Marseilles).!"* The
Italian section included many well-known artists, and showed, among others, Annibale
Carracci’s La noce de village (oil on canvas, 145 x 255 cm, Musée des Beaux-Arts,

Marseilles), Ludovico Carracci’s L 'Assomption de la Vierge (attributed, oil on canvas,

19 Afarseille et Ses Environs, Collection des Guides-Joanne (Paris: Librairie Hachette, 1906), 36.

''! Orher artist’s portraits on exhibit by Ricard included Dominique Papety and Paul Chenavard.

' 1 have not been able to determine any other information about this artist or painter.

'3 The list of Provengal painters is very long; see Marseille et Ses Environs, 40; it includes Alphonse
Moutte, Marius Engaliére, Rapha&! Ponson, Raymond Allégre, all of whom are discussed in Marseille au
XIX.

!4 Stendhal, Voyage dans le Midi de Bordeaux ¢ Marseille (Paris: Encre, 1979), 179-191 describes the
collection, albeit before its move to the Palais Longchamp in 1869; Prosper Mérimée, Notes de Voyages,
ed. Pierre-Marie Auzas (Paris: Hachette, 1971), 145-7 writing in 1835 notes the same works as significant.
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412 x 315 cm, Musée des Beaux-Arts, Marseilles), and a work then attributed to
Caravaggio (Anonymous Italian school, seventeenth century, Le Christ mort soutenu par
des anges, oil on canvas, 99 x 78 cm, Musée des Beaux-Arts, Marseilles). All of these
paintings supported the narrative of the Grand Tradition. The importance of France in
this narrative, however, was indicated on the side of the room devoted to the modern
French school. A copy after Poussin’s Eliézer et Rebecca by Ingres (oil on canvas, 46 x
38 cm., Musée des Beaux-Arts, Marseilles) confirmed that the classical tradition
exemplified by Poussin was indeed continued in more recent examples of the modern
French school.

This attempt to create a museum expressing something of the unique spirit of the
region was aided by the other museum in the same complex.''* A museum of natural
history occupied the other half of the Palais Longchamp, as the museum ensemble is
called, and it also focused on the region. This ensembie of fine art and natural history
does not seem to have served the need for regional museums in the period, however,
since innumerable other museums focusing exclusively on local traditions were instituted

or planned.

Private Museums

The vast number of museums devoted to local culture that sprang up around the turn of
the century is indicative of the importance of the representation of native traditions.''® In
Marseilles, at least three privately funded museums devoted to native culture were begun.

The academic journal Revue Historique de Provence initiated a project to establish a

'3 [ would like to thank Vojtéch Jirat-Wasiutysiski for this observation.
'8 Collet, 69 points out that even though many local culture museums were ephemeral, they are historically
significant.
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Provengal analogue to Paris’ Musée des Photographies Documentaires.''” A number of
articles in the review explained the need to capture the history of Provence before it was
lost by photographing monuments in the process of decay. The editors argued that a
comprehensive photographic archive of the monuments of Provence would aid the
journal’s goal: “la reconstitution de la civilisation provengale 4 ses divers ages.”''* To
reach this goal they aimed to “fixer par la photographie I'image de tous les monuments
figurés: édifices, colonnes, balcons, cariatides, portes, mobiliers, falences, verreries,
tableaux, tapisseries,” which would

marquer en un relief réel, exact et puissant, I’originalité de notre pays au milieu

des diverses physionomies provinciales; rectifier par cette reconstitution les

erreurs des historiens provengaux, ignorants de la science critique, et des
historiens francais fascinés par I’influence prédominante de I'ile de France dans

['histoire nationale.'"’

Thus recognizing the twin problems that the national history favours the Paris
region and that local historians are not always exact, the journal editor, Mr. Valran,
believed in the capability of photography to rectify this situation. He quickly expanded
the subject to include féres populaires, costumes, and exemplary Provengal types; that is,
the collection became more ethnographic because, he wrote, these elements of traditional
culture “encore vivantes dans quelques régions disparaissent si rapidement devant les
progrés de la civilisation, de la centralisation et de la mode.”"*® Valran believed this new
Provengal history would, more importantly, “raviver I’Esprit provinciale dans nos jeunes
générations et de les ‘enraciner’ plus profondement dans ce sol d’ou, prétend-on (assez

légérement d’ailleurs, n’en déplaise 4 M. Maurice Barrés,) les methodes actuelles

'7 Gaston Fontanille, “Recherches sur I Art Provengal,” Revue Historique de Provence (1900-01): 367.
112 G. Valran, “Recherches sur I’ Art Provencal,” Revue Historique de Provence (1900-01): 111.

"9 valran, 110-111.

120 Fontanille, 366.
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d’enseignement tendent i les ‘déraciner. ™'*' They hoped the magazine would be able to
raise enough funds through subscriptions to expand beyond a photographic museum into
a Musée documentaire d’histoire et d’art Provengaux. Unfortunately, this museum was
never constructed although photographs were deposited in the Bibliothéque Municipale
de Marseille.'”

Another short-lived regional museum was founded in Marseilles, also displaying
things predominantly not found in the official art museum. Lou Cremascle, a cultural
group of writers, musicians and artists, decorated its meeting place with things collected
from Provencal farmhouses, recreating an interior of a Provencal mas.'” Unlike
traditional museums, even the Museon Arlaten, at Lou Cremascle the objects could be
used. A photograph of the Salon and some of the group members was published in the
Revue de Provence along with the suggestion that more of these museums should be
founded.'** Photographs of the group show them dressed in old-fashioned costume, and
in one picture they are eating the characteristic regional soup, bouillabaise.'* This group
of cultured urban dwellers, with enough disposable income to furnish a meeting hall,
suggests that bourgeois nostalgia for the supposedly simpler life of times past was not
confined to Paris.

Other examples of the urge to create museums can be seen in the numerous
references to committees planning museums in the ephemeral reviews that sprang up all

over Provence. A complete list of the planned museums would be virtually impossible to

! Vairan, 116-7.

'* Dominique Jacobi and Michéle Terras, “Le musée des photographies documentaires de Provence, 1860-
1914,” in Images de la Provence: Les représentations iconographiques de la fin du Moyen Age au milieu
du XXéme siécle, ed. Bemard Cousin (Aix-En-Provence: Université de Provence, 1992), 127- 142,

*® Tules Charles-Roux, Souvenirs du Passé: Le Cercle Artistique de Marseille (Marseilles: Ruat, 1906),
143-4. Charles-Roux transiates the group name as La Crémaillére, roughly a house-warming.

'** “Lou Cremascle - Musée Provengal Marseillais,” Revue de Provence 12 (Dec. 1899): 229-233.
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recreate; however, they do stand as an important historical reference. It was reported, for
example, in the Annales de la Société d’Etudes Provencales that the city of Aix-en-
Provence had agreed to pay 3,000 francs toward a museum of Provengal ethnography.'*
Earlier in the same year, it was noted that the mayor of Aix wanted to create a museum of
Provengal archeology."’ Girodie called for a Provengal sculpture museum in Avignon’s
Palais des P::\p&s,lm and as Catherine Chevillot has shown, there were numerous fine art
museums also constructed in the period.'”

In the last decade of the nineteenth century, there was widespread dissatisfaction
with the museum system, which was widely recognized to have fallen into disrepair.
While the state wanted to assert some kind of national governance over the disparate
provincial museums, the museums themselves seemed to want more local representation.
Regionalists, in general, saw departmental museums as important sites for the
reinvigoration of provincial life. Accordingly, they sought museums that were more
ethnographic in nature, focusing not only on fine art, but also on the decorative arts,
history, and material culture. Moreover, while they often accepted the dominant
definition of quality, they did not think aesthetic quality was particularly relevant, and
were happy to have works of lesser aesthetic value if they had significant historical or
ethnographic interest. Finally, given the numerous examples of attempts to start private
museums, it seems that the departmental fine art museums were not changing rapidly

enough to accommodate local desires for regional history.

'* Pictured in Charles-Roux, Souvenirs, 143.

126 dnnales de la Société d’Etudes Provencales, (1907): 196.

'*’ Annales de la Société d’Etudes Provengales, (1907): 130.

' Girodie, “Sculpture,” 227.

'3 Caherine Chevillot, “Annexe 1: Liste des musées de France construits au XIXe siécle,” in Georgel, ed.,
136-7. Note that this list is not complete.
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THE MUSEON ARLATEN
Frédéric Mistral had long been combating the homogenizing effects of modern, French
culture on the purportedly timeless traditions of Provence. In the 1890s, however, he
created his most effective and enduring work: the Museon Arlaten. In this ethnographic
museum, Mistral defined the ‘traditional life of Provence,’ focusing on the woman of
Arles and her costume as the incarnation of the region. Through his museum and its
attendant Fésto Vierginenco, Mistral encouraged the women of Arles to reject modern
clothing, which he saw as an example of the hegemony of Parisian culture. Moreover,
the museum created a Provence that was timeless, free from class conflict, and rooted in
the traditions of its classical heritage.

Mistral explicitly stated that the museum’s purpose was to reinvigorate Provencal
life in the face of nationalization. In 1896, he announced his plan to build a *“Panthéon de
la Provence” bringing together “tous les souvenirs de la race que nous sommes.” " It
would, Mistral believed,

sauver les vestiges de notre ancienne originalité nationale, car le monde se rue

avec une rapidité vertigineuse vers 1’horrible uniformité, la laideur et I’ennui.

Nos collections des Museon seront peut-étre les bouées ou s’attacheront les

racines des futures renaissances. "'

The choice of the term pantheon, which would hold the history of the ‘Provengal race,’
implies a distinction from the ‘French race’ and indicates that Mistral conceived this
museum as a tribute to the Provengal nation. Moreover, he uses the language of

decentralization when he rejects the “horrible uniformity’ that the world is rushing

towards, a uniformity exemplified by the museum policy of the Third Republic.

1% Galtier and Rouquette, 8.
13! Letter from Mistral to Emile Espérandieu, 17 June 1898, quoted in Claude Mauron, Frédéric Mistral
(Paris: Fayard, 1993): 313.
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The original museum, announced in 1896 and opened in 1899, was only six
rooms in a larger municipal building. The collection repeatedly made connections
between Provence of the present day and the Provence of the past; it encouraged the
museum visitor to slip between the present and the Roman age, and the present and the
golden age of Provence in the Middle Ages. To this end, it avoided a strictly temporal
narrative. Instead, rooms combined pieces from throughout the ages. For example, one
reviewer stated that the walls of the entrance hallway

sont tapissés de tableaux, photographies, portraits d’ Ariésiennes avec costumes

anciens ou actuels, de dessins, de vues de monuments, piéces archéologiques de la

ville ou de celles de la région comme Saint-Rémy, Nimes, Valence, Digne, etc.,

de représentations de scénes de la vie actuelle, telles que les courses de taureaux

provengales...'"
The hall also exhibited photographs of Arles, Nimes, Tarascon, and Saint-Rémy, and
photographs of the seven founding members of the museum. There were examples of
Provengal furniture, such as two panetieres--open wooden bread holders that were
suspended from the ceiling in the traditional Provencal house--which were considered
exemplary of the unique Provencal fumniture tradition. This seemingly random collection
actually does have its own logic, mixing the present and the past, and linking them
through the Félibrige and the revival of the Arlésienne costume. This goal was
exemplified in works by the nineteenth-century artist and Félibre, Jean-Joseph-
Bonaventure Laurens, whose paintings were exhibited in this hallway. His Ar/ésienne au
thédtre antique (Figure 18) entered the museum in 1900. The lithograph depicts an
Arlésienne in traditional dress leaning wistfully over the overgrown ruins of the antique
theatre. Set within the frame of the columns, and seemingly as much a natural part of the

scenery as the local flora, the Arlésienne indicates a continuity between the past and the
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present.”’ The image of the Arlésienne, which comes to symbolize the entirety of
Provengal life, is mixed with other images--of Roman monuments, and the Provengal
landscape--and also with archaeological pieces of the ancient villages. Throughout the
museum, the present (indicated by photographs as well as modern costume) and the past
(indicated by archaeological ruins) merge, under the watchful eyes of the portraits of the
Félibrige.

Other rooms contained a wide variety of regional culture: the tools of the gardien,
the cowboy of the Camargue; musical instruments of the farandoles, the Proveneal folk
dance; old boats from the Camargue; and santons, small locally crafted figurines that
were a recently invented Christmas tradition in Provence. There were also examples of
ancient money, Arlésien costume, and jewelry. Two rooms had life-sized representations
of typical Provengal family scenes, one of the birth of a child, and the other of a
Provengal mas, or farmstead, on Christmas eve. Another example of the mixing of time
scales occurs in the so-called Salle Prehistorique. It had a small-scale model of the
Grotte des fées, a natural phenomenon in the mountains of Cordes, which dates from the
end of the Neolithic period. This room also had tools of ‘primitive man.” But jumping
into the present, there were children’s toys and models of the different kinds of breads
and cakes currently made by bakers in Provence.

The original museum also displayed posters of the Paris-Lyon-Méditerranée
(P.L.M.) railway line. As one guide tells us:

Enfin. Les murs de la piéce sont tapissés de ces affiches qui ne sont pas

dépourvues d'un certain effet artistique, que le P.-L.-M., les Compagnies de
navigation font apposer dans les gares. Elles représentent, le plus souvent,

B2 AR, “Le ‘Museon Arlaten, ™ Revue de Provence 92 (August 1906): 119.
133 See also the catalogue entry for this work in Arfésienne, figure 93, p. 290-2. Laurens was bom in
Carpentras.
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quelque coin remarquable de Provence, comme les Maures, Monaco, Menton, la

rade de Marseille, etc., ou le bleu indigo de 1a mer se méle au rouge des roches de

I’Estérel, dont les sommets, le soir, se ‘teintent d’un bleu de lavande’, . . . ou

encore 2 la végétation des régions tropicales sous les tons crus de I’astre d’or de la

cote d’azur, ou enfin aux prairies émaillées de mille fleurs et comme couvertes

d’un tapis polychrome, des régions alpestres.”**
This is all the available information on posters exhibited in the museum,"’ but it gives
substantial insight into another aspect of the museum: how it meshed with the tourist
industry to create an image of Provence. This is discussed at greater length in Chapter
Three. In terms of the museum and its guiding ideology, the exhibition of the posters
implies a certain wish to stereotype the landscape and to display a list of the sites of
Provence. This was also done with photographs and etchings, but the immediacy of
colour posters would have heightened the local visitor’s sense of allegiance to the larger
region. Many poorer people would have had little chance to travel outside their own
district, and these representations would have encouraged them to identify, not merely
with their villages, but with Provence as a whole. Undoubtedly, it would have been as
foreign to some as the concept of France itself.

The Museon Arlaten, in its efforts to be “le musée d’une région, la representation
totale d’un pays,”*® is, in many ways, part of the European-wide interest in folk culture,
which Peter Burke and Giuseppe Cocchiara have defined as an essential part of early
nineteenth-century European cultural life."*” Mistral stated that the Société

d’Ethnographie, which had solicited his membership, had similar aims to those the

BYAR, 120,

35 The posters are mentioned in this description of the museum, but at present the archives of the museum
are unavailable to scholars because they have not been stored properly, and must be organized and
Preserved before they can be accessed.

¢ Charles-Roux, Arles: Son histoire, ses monuments, ses musées (Paris: Bloud et Cie, 1914), 216,
emphasis original.
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Félibrige had held for forty years: “conservation, résurrection (dans le mesure du
possibie) de tout ce qui fait ou fit la personnalité des provinces de France, par le parler,

les traditions, les coutumes, les costumes, I’art local, les monuments.™*®

The popularity
of Alphonse Daudet’s play, L 'Ariésienne, is a good example of the popularity of
spectacles purporting to represent folk life; it played to enthusiastic audiences in Paris in
1885, despite a poor reception twenty years earlier.'”® Yet neither Daudet’s work, nor the
many folk manuals, nor the ethnographic society were concerned with reaching the
people of the region. Instead, they were written for the nation, especially its urban
dwellers. Thus, the wider folk movement, culminating in the national ethnographic
society, had fundamentally different aims, even if Mistral did not recognize them as
such.'*® While the national society of ethnographers was interested in studying the way
of life of the folk, and was primarily concerned with its display for urban audiences,
Mistral had a different audience in mind: the folk themselves, who had to imagine
themselves in the role.

The importance of the local audience is indicated by accounts of the founding of
the collection, which emphasize its ‘authenticity.’ As Joseph Aurouze, an early chronicler
of the museum, relates, the museum was quickly filled with items from all comers of
Provence; everything imaginable representing all aspects of Provengal life was sent “par
les paysans et les bergers, comme par les bourgeois et les nobles.”**! This frequent

refrain--that the museum was supported by, and representative of, every class and all

37 peter Burke, Popular Culture in Early Modern Europe (New York: New York University Press, 1978),
3. Giuseppe Cocchiara, The History of Folkiore in Europe, trans. John N. McDaniel (Turin: Editore
Boringhiere, 1952; reprint , Philadelphia: Institute for the Study of Human Issues, 1981), 6.

13% Mistral, letter to the Société d’Ethnographie, Paris, 18 January 1895; printed in L ‘aidli, v. 147; quoted in
Pélissier, 136.

1% G.V. Dobie, Alphonse Daudet (London: Thomas Nelson and Sons, 1975): 165.

1% Pasquini, 266 has argued the same thing from a different position.
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parts of Provence--reflects the desire for authenticity and comprehensiveness on the part
of the bourgeois founders. Paradoxically the ‘authenticity’ of these objects had to be
validated by principles of ethnographic collection as described in Dr. Marignan's
Instructions pour la récolte des Objets d’ethnographie du pays ariésien, which guided

the formation of the collection.'*

As was the case in other ethnographic collections of
the period, authenticity was located especially in objects that had little indication of
ongoing contact with other cultures.

The paradoxes inherent in a collection defining Provengal life for the Provencal
people were also indicated by the labelling of the ethnographic collection. As Charles-
Roux wrote, Mistral dreamed of being able to reach all the people of Provence;
consequently, the museum labels were written in Provencal.'® Yet, as one anonymous
reviewer explained, the labels give “les explications nécessaires, noms, onigines, emploi,
usages, destination.”* So these objects--which we have been told were brought from far
and wide by peasants and nobility—were classified according to a scientific system, put
behind glass, and explained to the people who formerly owned them, albeit in (what was
formerly) their native tongue. Thus, the objects are meant to give a picture of the life of
Provence, but they need to be explained to the very people they purport to represent.

The ideological significance of the use of Provencal can hardly be overestimated.
Charles-Roux argued that because the Provengal language is populaire, its use in the

museum “‘porte la marque d’une race profondément républicaine ou la dignité de chaque

4! Aurouze, 8.

42 Emile Marignan, “Instructions pour la récolte des objets d’ethnographie du pays arlésien” (Arles: ed.
Jouve, 1896).

143 Charles-Roux, Arles, 198.

AR, 118.
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citoyen ignore et méprise les préjugés et Iorgueil de classe.”'** His ode to the glories of
the language continued with a tribute to Mistral in which the language, the attributes of
the race, and the genius of the museum are all intimately connected.
Le provengal est la langue d’un peuple libre. Et c’est cet amour des humbles, ce
sens profond de 1'égalité, ce respect de I’ame populaire, cette compréhension
magnifique de sa grandeur qui ont dicté a Mistral le dessein d’élever un musée a
tous les modestes objets de la vie quotidienne, . . . A tout ce qui fait I’ originalité, la
saveur de la vie provengale.'*
Thus, the museum was promoted as creating a united sense of Provengal identity, and it
differed significantly in its intended audience from other characterizations of Provence
and its Folk.
In 1904, Mistral won the Nobel Prize for literature, and he used the funds to

147 The discussion of

expand the museum in a new space, the Palais de Laval-Castellane.
the new museum'’s architecture is indicative of what Daniel Sherman calls a virtual
obsession in the period: finding a museum worthy of the city, town, or collection.'*® On
winning, Mistral stated that he would use “I’argent qui m’échoit, a I’agrandissement et a
I'installation définitive du Museon Arlaten dans un palais digne de le recevoir.”'® The
new museum was an excellent example of Provencal Renaissance architecture, dating
from the end of the fifteenth century, and the mayor of Arles noted that it would be
“digne de passer a la postérité.”"** It was much grander and larger with eighteen rooms

compared to only six at the previous site, and this expanded space would be used to

develop the museum’s themes more explicitly.

143 Charles-Roux, Arles, 198.

46 Charles-Roux, 4rfes, 198.

'47 On Mistral and Nobel Prize, see “Mistral et le Prix Nobel” Revue de Provence T3 (Jan. 1905): 1-6.
148 Sherman, 156.

49 “Mistral et le Prix Nobel,” 2.

150 «“Mistral et le Prix Nobel,” 3.



66

The first four rooms of the ground floor were sumptuously decorated by local
artists; the room entitled La Provence hors la Provence, was funded by three prominent
regionalists: Jules Charles-Roux, Jeanne de Flandreysy, and Etienne Mellier.'*' Charles-
Roux’s guidebook, Arles: Son histoire, ses monuments, ses musées, made the political
aspect of the program explicit. He envisioned this section as a tribute to Provengal art,
which he said was often unknown inside the region itself, since it was now held in
national museums. Three rooms concentrated on ancient Provence, while the fourth
showed the continuation of the grandeur by focusing on the paintings of Gustave Ricard.
Charles-Roux hoped that “cette exposition peut donner au visiteur une idée de la place

magnifique occupée par la Provence dans I'histoire de 1art.”'*?

Lamenting that Provence
no longer had the onginals, Charles-Roux rhetorically asked: “La Vénus d’Arles ne serait
elle pas plus belle si on la voyait au Théitre Antique?"'** Charles-Roux even went so far
as to hope that the knowledge “des ceuvres d’art découvertes dans le sol méridional ou
créées par des artistes provengaux et ayant émigré hors de chez nous™'** would lead his
compatriots to one day understand “les inconvénients de notre excessive centralisation
artistique.™**

The most interesting décor occurs in the room entitled La Provence hors la
Provence (see figures 6 to 9). The artists, Ollier and Patrizio Rogolini, frescoed six views

of monuments of Provence, such as the Roman arena at Arles and the Maison Carrée at

Nimes, in the lunettes around the room (Figure 8). Below the lunettes both trompe [ ‘@il

15! The names of the donors are displayed on a marble tablet in the room, and listed in the Guide sommaire,
1 which states that the first four rooms of the groundfloor were funded by Charles-Roux. These included 2
decorated with coats of arms etc, one of which contained information on the “exiled” Provengal an, as well
as a final room devoted to the paintings of Gustave Ricard.

52 Charles-Roux, Arles, 215.

153 Charles-Roux, Arles, 216.

134 Charles-Roux, Arles, 215.
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and three-dimensional copies of famous Roman statues found in the region were shown,
such as the Venus of Fréjus, the Venus of Vienne, and of course the Venus of Arles
(figures 9 and 10)."*® The Guide draws the reader’s attention to the faux pilasters
crowned with the letters SPQA."*’ Although it does not explain the meaning, the letters
likely stand for Senatus populusque Arelatensis, referring to the flowering of Arles in the
eleventh and twelfth centuries when it was an independent city-state, with its own senate
representing the people.'*® As Paul Mariéton described, it was “de ses premiéres libertés
municipales, que date la renaissance d’Arles. Sa république aussi dura deux siécles
(1080-1251), participant a |’admirable civilisation romane.”* The room thus draws
together artistic and political heritage.'®’

This tribute to the art of Provence created by Charles-Roux within the Museon
Arlaten is an important statement of artistic regionalism and is even more important as a
vision of how the history of Provence and its relationship to France should be written.
Emphasizing that artistic glory and self-governance were both characteristic of Provence
in Roman times, Charles-Roux creates a virtual temple to the classical past of Provence
while explicitly critiquing France’s long-standing policy of artistic centralization.

Mistral focused his attention on the less overtly political creation of a definitive
Arlésienne. He had long created images of the women of Arles in his poetry, yet it was
in the Museon Arlaten that he most closely defined ‘traditional’ Arlésienne costume. As

many recent analyses of museums have recognized, the display of objects removed from

155 Charles-Roux, Arles, 216.
i;: Jules Flamme, Le Palais de Félibrige ou Museon Arlaten (Aries: A. Sabatier, n.d.), 6.
Guide, 1.
158 Arelate was the Roman name for Arles.
1% paul Mariéton, La Terre Provengale (Paris: Ollendorff, 1903), 410.
10 Thanks to Vojtéch Jirat-Wasiutyriski for his help; also Cassell’'s New Latin-English English Latin
Dictionary ed. D.A. Simpson (London: Cassell, 1959), 546.
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their original environment fundamentally changes the way in which they are perceived.
In the museum, what had been a living and expressive mode of dress became an
unchanging and unchangeable tradition. Inscribing sartorial boundaries on the women of
Arles, Mistral reasserted spatial, social and even temporal boundaries that helped to
maintain the cultural hierarchies of that society.'®"

The original museum had one of its five rooms entirely devoted to a historical
display of the costume of Arlésienne women, as did the second museum. Although more
astute commentators at the time recognized that the costume had changed throughout
history, the museum valorized a version of the dress from the period of Mistral’s youth,
that of the 1840s and '50s. There were few references to the dress before or after this
period, which was presented as the height of the costume’s grace. Charles-Roux
explained that the other historical versions of the costume did not have “cette originalité
sobre, recueillie, un peu triste, mais si divinement élégante que nous lui connaissons
aujourd’hui.”'%* Subsequent events orchestrated by Mistral would encourage the revival
of this particular, sober version of the costume.

While several variations in costume were displayed in the museum, and there
were more and less elegant versions, no explanations were given as to the original
significance of these differences. Consequently, the class-based origins of the differences
were conveniently sidestepped. The textual evidence supports this interpretation even
more explicitly. For Charles-Roux, the Provengal language, and by extension the

museum, “porte la marque d’une race profondément républicaine ot la dignité de chaque

18! Kelley, 1400-1403 discusses how these kinds of categorizations are both socially constructed and
constructing.
' Charles-Roux, Arles, 203
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"8 Thus, the museum itself

citoyen ignore et méprise les préjugés et I’orgueil de classe.
minimized class difference. In his elevation of the dress of certain women of Aries to
museum object, Mistral encouraged all women of Arles to wear the same version of the
costume, and so reinforced this purportedly classless society. More important, however,
the costume display also fixed the limits of what qualified as traditional Arlésienne dress.
From this point forward, not just anything worn by an Arlésienne woman is Arlésienne
dress.

In addition to the costume display, the museum exhibited numerous portraits of
Arlésienne women wearing their traditional dress. Portraits by Antoine Raspal of
Arlésienne women from the late 1700s show early versions of the costume (see figure
11), and sketches and portraits by Frangois Huard (figures 12 and 13) dating from the
1830s were also displayed. After 1904, there were colour prints by Léo Lelée and by
Theo Mayan, which displayed more stylized versions of the Provencal costume (see
Figure 14). Augustin Dumas’ portrait of an unidentified sitter, from around 1860 (Figure
15), is representative of the conventional portrait style favoured in Mistral’s collections.
This portrait, which was painted well before there was a need to define the costume
categorically, gives evidence of more individual elements than the versions from around
the turn of the century. Here, the skirt is patterned, and the modeste--the piece of blue
fabric wrapping over the dress--is brilliant blue. Similarly, in numerous sketches by
Huard, the fabric tends to be brightly coloured and pattemmed. In the format favoured by
Mistral at the end of the century, however, the bright clothing gives way to the more

sober version Charles-Roux described.

'S Charles-Roux, Arles, 198.
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Mistral further contributed to the narrow definition of Arlésienne women by
commissioning the prolific portrait photographer Jules-Félix Nadar, who had relocated
from Paris to Marseilles for the gentler climate in 1897, to provide photos for the
museum.'®* I have not been able to determine which images were commissioned by
Mistral, but numerous photographs and postcards from the period survive and many were
displayed in the museum. In the 1890s, photography replaced graphics as the dominant
postcard medium,'®® and most of the large postcard manufacturers produced photographic
series of the types of France. The Type Arlésienne (Figure 16) was a general category of
the image defining what it meant to be an Arlésienne woman. Indeed, Mistral even chose
one woman as the best example of the type (Figure 19).' So, while numerous examples
of the Type Arlésienne existed, he did solicit this kind of representation for his
ethnographic museum and, consequently, reinforced an implicit definition of race.

While there are some variants on the costume in the postcards and photographs,
the images tend to have a very traditional portrait format: a bust length portrait, with a
three-quarter pose (Figure 17). The women’s hair is always parted in the centre, and put
up into a bun under an elaborate headpiece. The Ariésienne from the turn of the century
always has dark hair and eyes, often somewhat in shadow. She has a full, round face.
The mouth, which is dark, is slightly parted, or perhaps smiling. She wears a cross on a
necklace, often a velvet choker. She frequently wears a brooch, which serves to anchor

the parts of the dress. Her modeste is white and edged with lace. The rest of the outfit is

'$* Mane, 220. Nadar set up a studio in Marseilles in 1897, and Mistral was reportedly one of his first
clients, André Barret, Nadar (Paris: Trésors de la photographie, 1975), 37.

'S Gérard Neudin, La Photographie dans la Carte Postale (Paris: Neudin, 1992), 6.

' Dominique Séréna-Allier, “Avant-Propos,” in Ariésienne, p. 13, and Figure 35, plate 16. The supposed
racial characteristics of the Arlésienne were based on the mixture of her Roman, Greek and Saracen, or
Arab, characteristics. Pierre Semna, “Emile Fassin et les femmes de son moulin,” in Ariésienne, 36 suggests
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of unpatterned, dark fabric which contrasts notably with the diversity of pattern shown in
the sketches from mid-century (seen in figures 11 to 15). This is the most common
version of the dress by 1900, and is often referred to as that of Mireille, Mistral’s most
famous heroine.

The setting in these photos and postcards is essential to their meaning. Like the
museum itself, it invariably conveys a sense of timelessness to the picture and the
woman. The backgrounds are normally indistinct, and the edges of the postcard tend to
be vignetted or blurred in a photographic style that is deliberately old-fashioned.'*’
Consequently, although the image is presented in a quintessentially modern medium, it
excludes all references to modemity in its setting. Occasional examples give more
detailed settings, but these too, tend to blur the exact time frame. In Figure 16, for
example, a duly costumed and labelled Arlésienne leans against a pillar of the
Romanesque Cathedral of St. Trophime, which was built in the twelfth century and
consequently evoked the Golden Age of Republicanism.'® St. Trophime, to whom the
church was dedicated, lived in the third century and was reportedly the first Bishop of
Arles in the time of Roman rule. Thus, the setting has multiple significations, all of
which evoke tradition and the history of Provence. The image evokes at once the Roman
era with the dedication to St. Trophime, as well as the flowering of Provence in the
twelfth century when the church was built and, of course, the Christian heritage that was

so essential to Mistral’s version of the essence of Provence.

that this mixture allows her to symbolize all of Mediterranean culture, and moreover that this mixture
intedly excludes French, so that she is an anti-Marianne symbol.
¢7 I thank Paricia Leighten for this observation.
168 See for example, Mariéton, 415, who described the cloister of Saint-Trophime as the best place to
“songer aux grandeurs déchues de la cité.”
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While the assertion of female gender roles was particularly evident in sections
explicitly devoted to the Arlésienne, they were also reinforced throughout the collection,
and male gender roles were much less overdetermined. For example, the Venus of Arles
(marble, 1.94 m, Musée du Louvre, Paris) carried much symbolic weight, and was even
seen as the progenitor of the Arlésienne, although statues such as the Torso of Augustus,
also held in the Louvre, received little attention in the museum and, seemingly, had little
symbolic importance. The collection did include some depictions of male Provengal
y)pes, especially the gardien, or cowboy of the Camargue; however, the male figure was
not subject to the same kind of definition and consequent control. It was femininity that

was made to carry the symbol of tradition rooted in the soil of Provence.'®

THE FESTO VIERGINENCO
The valorization of the traditionally dressed (as defined by Mistral) and timeless
Arlésienne beauty moved beyond the confines of the museum when Mistral organized the

Fésto Vierginenco.'™

The first pageant was held in 1903 in Mistral’s museum itself--
underlining once again the role the museum played in the creation of the image of the
Arlésienne--and 28 young women of Arles pledged to wear the, by then, traditional
costume. While 28 participants may not have signalled a united community, in the
second year the large numbers necessitated that the event be moved from the museum to

a larger venue. What could be more appropriate for this tradition-creating event than the

lineage implied by Arles’s Roman Theatre, where the Venus had originally been found?

'? Serna, 46-8 briefly considers the absence of a male equivalent in Provencal iconography; Pierre
Pasquini, “*La vraie’ Miretlle,” in Ariésienne, 74-80 discusses how the construction of the Arlésienne as
visible symbol parallels a restriction in the visibility of real Arlésiennes, whose role within the home was
concomitantly reasserted.

1™ See Séréna-Allier, 51-53.



73

A postcard of one of the Fésto Vierginencos from before 1910 (Figure 5) shows its
tremendous popularity.

Mistral’s address to the Arlésiennes explicitly connected the pageant and the so-
called traditional dress to the origins of the founding of Provence in classical antiquity,
while also pointing to the politics of regionalism. He began by addressing the women.

Mesdemoiselles, nous sommes réunis en un lieu qui est encore sacré et tout empli

de souvenirs. Ici méme, il y a prés de deux mille ans, aux pieds de la statue de la

Vénus d’ Arles, par les bouches des poétes, d’Eschyle, de Sophocle, d’Euripide,

un hommage solennel, un culte national a été rendu i la Beauté.'”

Drawing on the classical heritage, Mistral goes on to lament the fact that the Roman
Theatre has fallen into ruins, and its most famous goddess, the Venus of Arles has been
exiled to Paris. He continues that, despite these problems,

la beauté de nos jeunes filles, 6 Arlésiens, est immortelle. Et aujourd’hui, aprés

tant d’années et de bouleversements, le sang de Provence toujours rejaillit pur et

vigoureux. . . . Chaque année, dans notre terroir, nous voyons une floraison de
fraiches et belles filles qui sont |’ornement du pays, qui sont I’amour et la joie!

Car c’est vous, 0 jeunes filles, qui étes I’orgueil de notre race, et vous, &

Provengales, qui étes, on peut bien le dire, notre Provence en fleur!'™
Mistral then emphasizes that it is not just the natural beauty of the women, but their
wearing of the traditional dress that makes them the pride of their race. He states: “Grace
au costume que vous portez fiérement, patriotiquement, costume qui est aujourd’hui le
plus élégant de tous, vous étes la gloire d’un peuple, vous étes le signe vivant de la

Provence lumineuse.”'”

""" Mistral, speech in Charles-Roux, Le costume en Provence, 236; quoted in translation trom Provengal in
Pélissier, 166.
'"2 Mistral, speech in Charles-Roux, Le costume en Provence, 236; quoted in translation from Provengal in
Pélissier, 167.
' Mistral, speech in Charles-Roux, Le costume en Provence, 236; quoted in translation from Provengal in
Pélissier, 167.
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In this truly remarkable statement Mistral has linked his newly invented pageant
of ‘traditional’ costume to a cult of Beauty which purportedly dates back to classical
times in Provence. However, the beauty of the women is not enough to link the present
to the classical past; it is their patriotic wearing of the traditional dress that makes them
the sign of Provence’s radiance. The so-called traditional costume, however, only dates
back to the middle of the nineteenth century, hardly classical antiquity, and the diversity
of even this tradition had been severely curtailed. Furthermore, Mistral has elided the
difference between an Arlésienne tradition and the tradition of Provence, making Arles
stand for all of Provence.'” The Arlésienne has become a sign for Mistral's version of
Provengal tradition, patriotism, and renewal.'”*

The connection to political regionalism and the refusal of Parisian centralization
signified by the dress is indicated more subtly. The Venus of Aries, which Mistral
mentioned more than once in his short speech was, at this time, the subject of a
controversy. Many Provengals were calling for its return from the Louvre, and Charles-
Roux had stated that the statue’s exile was a clear sign of the overreaching of Paris and

the nation’s excessive centralization.'’®

However, the Louvre had shown in recent years
that it would not return significant works. In 1903 the town of Arles had officially

requested the return of the Torso of Augustus, basing their request on the fact that

17 pasquini, “Félibrige,” 261; also Victor Nguyen, *Apergus sur la Conscience d’Oc Autour des Années
1900, in Régions et Régionalisme en France du XVIlle Siécle a Nos Jours, ed. Christian Gras and
Georges Livet (Paris: Presses Universitaires de France, 1974), 244-6 on the issue of unity and diversity
within Mistral’s conception of Provence.

' There are less successtul stereotypes of the region, for example the fishmonger of Marseilles is
discussed by Patrick Boulanger, “Des Marseillaises a [’ affiche (1860-1920),” in Marseillaises: Les femmes
et la ville ed. Yvonne Knibiehler et al, (Marseilles: Cité-femmes, 1993), 301-309, and earlier examples
such as Les Frangais peints par eux-mémes, 10 vols. (Paris: L. Curmer, 1840-2) discussed in the
introduction, inciuded a variety of “fypes” of Provence, such as “Le Paysan Marseillais,” “Le Joueur de
Boules,” “Le Griset du Midi;” interestingly all these refer to male figures, and indeed, Balzac's entry “La



75

archaeologists had recently excavated the missing head of the statue. The Louvre only
allowed them a cast of the Torso.'”” Since they had no reason other than regional pride to
justify the return of the Venus, there was no reason to believe the Louvre would have
returned this important symbol. Within the wider context of the museum debates,
however, Mistral’s repeated references to the statue underline the connection between
cultural and political decentralization.

We can surmise that the traditional dress of the Fésto Vierginenco was seen
locally as a refusal of Paris’ questionable mores thanks to the statement of an anonymous
reviewer. This reviewer wrote in a local regionalist journal, Revue de Provence, that
many of the local young women had taken the pledge to uphold tradition, and he
contrasted them with those who prefer “le chapeau et la robe des ‘demoiselles’ mises a la

»wl7

mode parisienne.”"”® The quotation marks around demoiselles suggest the reviewer’s
ironic implication of ‘so-called ladies.’ As Tamar Garb has shown, the hallmark of the
Parisienne was artifice, whereas in Arles, the archetypal woman was to arise naturally
from the land and its traditions.'™

Mistral’s folk museum, and the images and pageants which grew out of it, had far

more complex motives than merely documenting the regional culture of Provence. The

Femme de Province,” vol. 6, 1-8, states that in Paris there are many kinds of women, “Mais en province il
n’by a qu'une femme, et cette pauvre femme est ia femme de province; je vous le jure, il n'y en a pas deux.”
¢ Charles-Roux, Arles, 216.

' Georgel, “L'Etat,” 75 discusses this issue and other similar controversies.

' AR, 119

' Tamar Garb, Bodies of Modernity: Figure and Flesh in Fin-de-Siécle France (London: Thames and
Hudson, 1998), 115; see especially chapter 3, “James Tissot’s ‘Parisienne’ and the Making of the Modern
Woman,” and chapter 4, “Powder and Paint; Framing the Feminine in Georges Seurat’s Young Woman
Powdering Herself"; | thank Mark Amtliff for this reference. See also my second chapter for further
contrast of Parisienne and Arlésienne, as well as my “L’ Arlésienne exposée a Paris et 3 Marseille,” in
Arlésienne: le mythe?, ed. Pascale Picard-Cajan (Arles: Museon Arlaten, 1999), 199-210. The implications
of this term could have been meant even more judgementally, as ‘mademoiselle’ can have the slang
meaning of prostitute; see Dicfionnaire de [’Argot, ed. Jean-Paul Colin et al. (Paris: Larousse, 1996), 379;
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museum created a definition of Arlésienne beauty in which modernity was excluded,
class conflict was denied, and Provence was situated as an eternal and unchanging truth.
Mistral exhibited Arlésienne beauty as a means of creating a sense of regional identity
and of staving off the national identity that was itself in formation. As the nation relied
on a particular version of the history of France, so too did the region, however different
that history may have been. In the end, both constructs--region and nation--are formed in
relation to each other, and rely on each other to make their meaning.

The significance of Mistral's museum takes place within an exhibitionary
complex, and must be seen in the context of other museums and modes of display. In
contrast to the departmental museum, the privately initiated museum was more
responsive to local needs. Interestingly, these were not met by departmental museum
collections of works by native artists. Instead, to be seen as true expressions of the local
identity, museums such as that of Mistral needed to draw on the peasant heritage, folk
traditions such as the costume or regional furniture, or the ancient past. It is in these
regional museums that the idea of rural Provence with deep connections to the land and
the classical past was exhibited and embraced by the people of the region as they found

their place in the nation.

for an informative study on the representation of prostitution in modem art see Hollis Clayson, Painted
Love: Prostitution in French Art of the Impressionist Era (New Haven: Yale University Press, 1991).



CHAPTER TWO

EXHIBITING PROVENCE IN PARIS AND MARSEILLES

INTRODUCTION

Visitors to Paris’ Exposition Universelle of 1900 entered the fairgrounds through a
monumental gateway capped by a fifteen foot statue commonly called La Parisienne or
Paris Welcoming her Guests (see figures 21 and 22).' This allegorical figure was
quintessentially modem: the city of Paris embodied in a gigantic and brightly coloured
statue of a woman dressed in the latest fashions designed by the contemporary haute
couturier, Paquin. In contrast to this c/ou, or showstopper, of the 1900 exposition, at
France’s first Exposition Universelle in 1855 the entrance portal to the main building, the
Palais de I'Industrie, had been capped with an allegorical statue of France Offering
Crowns to Art and Industry (Figure 23).* This building was demolished for the 1900
exposition. With it went the allegorical image of the nation, which was supplanted by an
allegorical representation that intimately linked Paris, and not the rest of the nation, with

modemity.

! Officially called The City of Paris, the sculpture was by Moreau-Vauthier, and René Binet designed the
gateway. The best discussion of the gateway is Debora L. Silverman, Art Nouveau in Fin-de-Siécle
France: Politics, Psychology and Style (Berkeley and Los Angeles: University of California Press, 1989), 5
and 289-93.

? Patricia Mainardi, Art and Politics of the Second Empire: The Universal Expositions of 1855 and 1867
(New Haven and London: Yale University Press, 1987), 7. Mainardi notes the importance of the
symbolism of this sculpture in 1855 at the outset of her seminal work.

77
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The difference between the allegorical representation of the nation and its capital,
between France and Paris, seems to have gone unremarked, as if it were natural or
inevitable, something accepted and unquestioned. Furthermore, the image of Paris where
one might have expected to find France, especially given the nation-building strategies of
the Third Republic, recurred in other places in the exposition. The main entrance portal
to the Petit Palais, one of the few permanent structures built for this exposition, showed
“a luscious City of Paris experiencing ecstasy at seeing herself surrounded by the
Muses,™ more often described as Paris protégeant les arts (Figure 24). The theme of
this work closely paralleled the Palais de I'Industrie’s France Offering Crowns to Art and
Industry, except for the marked change in hostess from France to Paris. The historical
moment that made the difference in these symbols not only possible, but seemingly
inevitable, is the background to this chapter, which explores representations of Paris and
the provinces in the Exposition Universelle of 1900 and contrasts this version of the
nation with that represented in the Marseilles Exposition Coloniale of 1906. While
previous expositions had been content to use a symbol of France, why in the 1900
exposition was a symbol of Paris seen as appropriate? And what rift between Paris and /a
province® does this change in symbolism both reflect and create?

I will argue in this chapter that the Exposition Universelle of 1900 represents a
seminal moment in the Paris-province relationship that has remained largely

unconsidered.” While Le Mouvement Social has examined the 1889 exposition and

3 Richard Mandell, Paris 1900: The Great World's Fair (Toronto: University of Toronto Press, 1967), 73.
* Alain Corbin, “Paris-Province,” in Les Lieux de Mémoire, vol. 3, Les France, book 1, ed. Pierre (Paris:
Gallimard, 1992): 776-823 discusses “Ia province” as a sense of lack or of not being in the capital, as
opposed to a merely geographic description.

5 Much of the relevant literature on the dichotomies which differentiated Paris and Marseille is discussed at
length in the introduction.
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devoted an issue to the topic of Paris-Province 1900, the importance of the 1900
exposition in this relationship has not been fully recognized.® The exposition was
significant in this domain in a number of ways. First, at its inception it engendered some
critical debate about the role of the provinces in the modern nation, and complaints that
only f’aris benefited from the exposition turned a critical eye toward this relationship.
Second, the exposition makes clear the dominant paradigm of Paris as modern, dynamic,
and forward-looking but with a long historical tradition, in contrast to the provinces
which are seen as quaint, static and undifferentiated from times past.” Third, the
exposition stimulated a provincial response in the form of the Marseilles Exposition
Coloniale, which attempted to reconfigure the cultural geography of the nation. Both of
these constructions of the nation rely on structures of difference such as the denial of
coevalness to make their meaning, which have usually been analyzed with respect to
foreign, especially colonial, relations. Their more subtle application within the nation

reveals much about conceptions of the nation, its culture, and modernity itself.

Literature Review

Much recent work on the politics of representation in France has concentrated on
museums and their role in supporting and creating national identity.® In his study of the
Musée du Luxembourg before the French Revolution and the Musée du Louvre, Andrew
McCleilan argues that the primary function of the museum was to create a sense of

national consciousness, an identification with what Benedict Anderson has called the

¢ Special issue devoted to “Paris-Province 1900," Le Mouvement Social 160 (July-Sept. 1992); and special
issue devoted to “Mise en Scéne et Vulgarisation L’Exposition Universelle de 1889, Le Mouvement Social
149 (Oct.-Dec. 1989).

7 Johannes Fabian, Time and the Other: How Anthropology Makes Its Object (New York: Columbia
University Press, 1983), 31 and passim.

¥ See Chapter One for a fuller account of recent critical examinations of museums.
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imagined community.’ Donald Preziosi suggests this political goal is also fundamentally
linked to the sense of modernity itself. Preziosi argues that museums function as “a
social instrument for the fabrication and maintenance of modernity, and of those
ideologies of modernization and progress indispensable to the self-definition of modern
nation-states.”'® Tony Bennett’s theorization of an exhibitionary complex--a wider field
of cultural display in relation to which museum displays make their meaning--points to
the examination of the interrelationship of the various exhibits within a universal
exposition.'' The international exposition,'> made up of various competing sites, was a
brilliant invention and, as Preziosi concludes about the museum, “an indispensable
instrument for weaving together, naturalizing, and perpetuating essentialist ideals for
selfhood, ethnicity, gender, race, and nationality, over a teleologically gridded loom of
fictional narratives masquerading as ‘history.””"’ My examination of sites at the 1900

exposition, where the provinces of France were represented yet also denied

% Andrew McClellan, “Nationalism and the Origins ot the Museum in France,” in The Formation of
National Collections of Art and Archaeology, ed. Gwendolyn Wright, Studies in the History of Art, no. 47
Center for the Advanced Study in the Visual Arts Symposium Papers XXVII (Washington: National
Gallery of Art, 1996), 29; Benedict Anderson, /magined Communities: Reflections on the Origin and
Sdpread of Nationalism (London: Verso, 1983).

' Donald Preziosi, “In the Temple of Entelechy: The Museum as Evidentiary Artifact,” in The Formation
of National Collections of Art and Archaeology, ed. Gwendolyn Wright, Studies in the History of Art, no.
47 Center for the Advanced Study in the Visual Arts Symposium Papers XXVII (Washington: National
Gallery of Art, 1996), 170.

'' Tony Bennett, The Birth of the Museum: history, theory, politics (London: Routledge, 1995), 59-88;
Preziosi, *“The Question of Art History,” Critical Inquiry 18, no. 2 (Winter 1992): 379-86, also discusses
the correlation between museum and art historical naratives.

' For an introduction to international expositions see Paul Greenhalgh, Ephemeral Vistas: The Expositions
Universelles, Great Exhibitions and World's Fairs, 1851-1939 (Manchester: Manchester University Press,
1988); for quite a complete discussion of the literature to that date see Robert Rydell, “The Literature of
Intemational Expositions,” The Books of the Fairs: Materials about World's Fairs, 1834-1916, in the
Smithsonian Institution Libraries (Chicago and London: American Library Association, 1992).

' Preziosi, “Temple,” 170.
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representation, highlights the naturalization of the rural ration’s role within the national
imagined community as a support for the modern metropolis.**

The role played in support of nationalism by art exhibitions within universal
expositions was examined in Paul Greenhalgh’s informative survey of universal
expositions between 1851 and 1939."° Greenhalgh argues that art historians tend to
overestimate the significance of the arts, as they were not very popular, and suggests their
main importance was to lend status and credibility.'® While [ agree that this was their
main function, exactly which version of nationhood they support can and should be
nuanced. Patricia Mainardi has shown how greatly the Exposition Universelle affected
the development of the fine arts and early modemism.'” The changing definition of art
moderne between the 1889 and 1900 universal expositions is the focus of Debora
Silverman’s book, which highlights the importance of the decorative arts and luxury
goods to France’s definition of itself at the turn of the century.'® Despite these significant
works, the art exhibits and the more highly visible public art, such as sculpture at the
1900 exposition, remain unintegrated into the study of the exhibitions as a whole.

The role of the colonial sections of expositions has also been recognized as of
paramount importance to the goals of international expositions. Sylviane Leprun’s
analysis of the French colonial displays from 1855 to 1937 is concerned with broad

continuities in the French imagining and representation of colonial peoples, rather than

' On the Paris 1900 exposition see Mandell. Research is facilitated by Collette Signat’s bibliography of
primary materials Bibliographie des documents publiés a l'occasion de |'exposition universelle
international de 1900 a Paris (Paris: Institut National des Techniques de la Documentation, 1959).

'S Greenhalgh, 198-224.

' Greenhalgh, 198-99.

' Mainardi, | and passim.

'8 Silverman, passim.
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the specifics of individual expositions.'” Zeynep Celik examined the architecture of
Islamic countries at world’s fairs in the nineteenth century and focused on the danse du
ventre as symptomatic of the construction of stereotypes of the Arab world in the 1889
exposition in particular.”® William Schneider has examined the French conception of
Affrica in popular culture in the nineteenth century and, importantly, differentiates
between popular private-enterprise, ethnographic exhibitions and the more official
version presented at the colonial expositions which had a clearer political agenda.’! My
examination of the representation of Provence relies on this work, as well as broader
examinations of exoticism and primitivism, to situate the representation of rural France.

The 1906 Exposition Coloniale in Marseilles, especially the representation of the
colonies therein, has been considered by both Schneider and Leprun. It was also
considered in a recent exhibition focusing on Marseilles and colonialism.” In all of
these, the representation of conflict within France is not considered to any great degree
and, consequently, regional resistance to the national construct of a unified culture has
not been recognized.

The cultural geography mapped by the 1900 Paris Exposition Universelle used
constructs of difference that were often applied to France’s colonial subjects to define

centre and periphery. The rural nation was positioned as without its own significant

' Sylviane Leprun, Le Thédtre des Colonies: scénographie, acteurs et discours de l'imaginaire dans les
expositions, 1855-1937 (Paris: Harmattan, 1986).

0 Zeynep Celik, Displaying the Orient: Architecture of Islam at Nineteenth-Century World's Fairs,
Comparative Studies in Muslim Society, ed. Barbara D. Metcalf, no. 12 (Berkeley and Los Angeles:
University of Califomia Press, 1992); Celik and Leila Kinney, “Ethnography and Exhibitions at the
Expositions Universelles,” Assemblage 13 (1990): 34-59.

*! William Schneider, “Colonies at the 1900 World Fair,” History Today 31 (1981): 31-36; idem, “Race and
Empire: The Rise of Popular Ethnography in the Late Nineteenth Century,” Journal of Popular Culture 11
(1977): 78-109; and idem, 4n Empire for the Masses: the French Popular Image of Africa. 1870-1900,
Contributions in Comparative Colonial Studies, ed. Robin Winks, no. 11 (London and Westport CT:
Greenwood Press, 1982).
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culture, as unchanging and eternal. Yet the rural nation was not powerless in this
discourse. In the 1906 Marseilles Exposition Coloniale, Marseilles redefined its position
by using similar tropes of difference from the colonial other and from Parisian
modernism. Asserting a cultural history that emphasized the region’s historic
connections to the Mediterranean and classical culture, Provencal regionalists

repositioned Provence as the most classic of French regions.

PARIS EXPOSITION UNIVERSELLE DE 1900

Introduction and Literature

This section will examine the relationship between Paris and Provence evidenced in the
1900 Exposition Universelle. At the outset of this chapter, I noted La Parisienne as a
marker of the city’s modernity. In contrast to this defining trope of Paris as the modemn
nation, the provinces were shown as examples of the quaint past that anachronistically
live on in the present.” The importance of the symbolic representation of the city of
Paris at the 1900 exposition is discussed in Naomi Schor’s consideration of postcards
from the period.”* Schor accepts that since the subject of the 1900 exposition was, in
many ways, the city itself, “to promote the nation in France is to promote its capital, and
vice versa.”” Moreover, since the identity of the nation and the capital are so deeply
intertwined in France, “to celebrate Paris (as a woman, as a medieval wonder, as a place
of popular entertainment) was to assert French national identity, to the exclusion of

France’s other cities, as well as to reaffirm its claim to being not just the capital of France

= L 'Orient des Provengaux: Les Expositions Coloniales (Marseilles: Vieille Charité, 1982).

_,n Fabian, 31-5.

: Naomi Schor, “Cartes Postales: Representing Paris 1900, Critical Inquiry 18 (Winter 1992): 188-243.
= Schor, 213.
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but of the so-called civilized world.”™® The postcards of Paris in 1900 convey the thrill of
modemization that Schor suggests is nostalgically contrasted with the quaintness of dying
traditional societies.”” Schor argues that this is a transitional moment in the vanishing of
old Paris and the emerging of modem Paris. However, the fact that all moments are
transitional is left unquestioned by Schor and, consequently, she does not interrogate the
notion of the dying traditional society, which the construct of Paris in transition relies
upon. While the postcards and the exposition, as a whole, undoubtedly configure the
nation as modern, Schor does not examine representations of the provinces.

Frédéric Moret examined tourist guidebooks produced for both French provincials
and foreign tourists at the Paris 1900 exposition, and found that, like Schor’s postcards,
guidebooks also offered a homogeneous picture of the nation’s capital.*®* Both the French
provincial and the foreign tourist are assumed to be naive, and the guidebook, he argues,
“installe une forme de terrorisme intellectuel sur le touriste provincial. . . . La grande
hantise, c’est de ne pas se fondre dans 1’anonymat parisien, c’est en définitive d’étre
reconnu pour ce que 1’on est, un étranger ou un provincial.” The guides perpetuated
classic oppositions between Paris and the provinces in which provincials must
successfully disguise their provinciality by accepting the norms dictated by Parisian
society.”

Moret also underlines an essential element of the expositions in general: they are

a primary means by which provincials come to know Paris, and Parisians to know /a

* Schor, 214.

7 Schor, 222.

* Frédéric Moret, “Images de Paris dans les guides touristiques en 1900,” Le Mouvement Social 160 (July-
Sept. 1992): 79-98.

» Moret, 92.

3° Moret, 98.
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province.’' Historian Jacques Chastenet described the process, saying “les trains
d’Exposition déversent dans la capitale nombre de bourgeois provinciaux qui semblent
avoir été dessinés par Daumier et beaucoup de rurales arborent encore la vieille coiffe de
leur canton.”™’ The difference between the Parisians and provincials was seemingly

immediately apparent, and would be further heightened by the exposition itself.

Controversy and Capitulation

While in retrospect the 1900 exposition effectively distracted the public from certain
political concerns--most notably the Dreyfus affair--in the years leading up to it, the
exposition had itself caused some political controversy.” In general terms, the exposition
was opposed by the political right as a danger to French commerce since the right
supported protectionist policies, while the left supported the exposition because it
provided jobs.>* More specific complaints came from the decentralists of northeastern
France. In June 1895, the municipal council of Nancy debated the proposed exposition
and on August 12 passed a resolution against it.’* Since municipal councils did not
actually have any power to prevent its taking place, the resolution was largely symbolic;
it did, however, engender a nation-wide debate through the reporting of the local
decentralist paper, L Est Républicain. Its editor, Goulette, formed the Ligue Lorraine

décentralisation, which published an inflammatory pamphlet, “Pas d’exposition en

3! The developing tradition of ethnography of France's “folk” is discussed in chapter 1; the folk costumes
of France were first displayed at the 1867 Exposition Universelle, see Collet, “Premiers Musées
d’ethnographie régionale en France,” 73.
32 Jacques Chastenet, Histoire de la Troisiéme République, vol. 3, La République Triomphante, 1893-1906
(Paris: Hachette, 1955), 204.
33 On the Dreyfus affair and the exposition, see Mandeil, 92-102. Mandell is also the best source on the
E::)Iitical controversy of the exposition in the 1890s.

Mandell, 49.
* Mandell, 40.
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1900!,” in October 1895 and distributed it to municipal councils all over France.’® Much
of the opposition was based on the belief that expositions drained people and capital from
the provinces to Paris, but there was no hard statistical proof to support this position.
While the economic arguments were tempting, Mandell concludes that the real focus of
much of the opposition was based on characteristic extreme right positions, jingoism and
fears of ‘moral degradation.”” The influence of the decentralist and nationalist ideology
of Maurice Barrés, who brought the issue national prominence through two influential
articles in Le Figaro, was very clear.”®

The final governmental approval for the exposition was debated in March 1896 in
the Chamber of Deputies. After four days of debate, some of which echoed Barrés, the
proposal was passed, and approval took only one day in the Senate.”® After 1896, little
formal opposition to the event continued, and all sides seemed reconciled to it. While no
previous exposition had been questioned so fundamentally, Mandell is careful to point
out that the criticism was really from a small but vocal minority.* In fact, none of the
prominent Provengal regionalists made themselves visible in this debate, and it was not
much discussed in Provengal regionalist journals.*’ This might be explained by the fact
that, as we will see, the industrial elite of Marseilles heavily supported the colonial aspect
of the exposition for economic reasons.

So while there was some controversy in the 1890s, the erection of the massive

statue of La Parisienne and the complete lack of controversy around it speaks of the

36 Mandell, 41.

7 Mandell, 42.

** Maurice Barrés, Le Figaro, 2 August 1895, and 24 August 1895; quoted in Mandell, 41.
* Mandell, 4.

** Mandell, 43 and 51.
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general acceptance of the predominance of Paris in the exposition. Indeed, a coalition of
left-wing regionalists used the Exposition to hold a regionalist congress “‘qui réunira les
décentralisateurs, les provincialistes, les régionalistes et les fédéralistes.” However,
unlike the 1937 exposition, in which the so-called provinces and their folk customs
played an officially sanctioned role, at the 1900 exposition they were still rather hard to
find.

The history of the so-called provinces, which correspond more or less to the
administrative divisions of the ancien régime, can account for some of the ambiguity of
their position within the Third Republic. Abolished with the French Revolution and
replaced with smaller, more numerous departments, the provinces were often seen as
symbolic of the ancien régime and, consequently, were associated with Legitimist
politics. Their continued potency as cultural descriptors, however, is indicative of the
complex nostalgia that infused national and regional identity.

Official correspondence between the exposition’s departmental committee and the
department of the Bouches-du-Rhdne, the most prominent of the departments in what
was generally considered Provence, suggests that the department was eager to be
officially represented, but that local industry was slow to respond. The President of the
Marseilles Chamber of Commerce called for an exhibition of “plans et tableaux” of the

city’s port *“pour donner une idée aussi exacte que possible de I'importance de Marseille

“! Joachin Gasquet’s right-wing regionalist magazine, Le Pays de France, did question the exposition and
its image of the nation, suggesting that this kind of event distracted the masses from more pressing
concerns. See Henri Jacoubet, “Lettres de Paris,” Le Pays de France 17-18 (May-June 1900): 342-349.
*2 Jean Charles-Brun and Louis-Xavier de Ricard, “Décentralisation et Régionalisme,” Revue Méridionale
91, (May 1900): 59-60. In addition to the Proudhonian Charles-Brun and Ricard, the congress was to also
include the prominent socialist, Charles Longuet.
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comme ville maritime.” This was to have been an exhibit promoting only the city itself.
More interestingly, he says that the Chamber of Commerce would like to organize a
retrospective exhibition of historic Provencal art, using the regional term. This exhibition
was refused as it would not have fit into the history of national art being shown at the
centennial art exhibition.* However, there were several instances in which the defunct

‘provinces’ were displayed, and their status as embodiment of times past reinforced.

Paris Welcoming Her Guests

The meaning of the provincial displays at the exposition is best understood by contrasting
them with the image of Paris constructed there. In addition to the stereotypical Paris as
pictured in postcards and guidebooks, which is described by Schor and Moret, the
exposition itself also presented an image of Paris. Here, Paris was modem, the capital of
culture, and a city with history. While the most famous remnant of the 1889 exposition,
the Eiffel Tower, continued to signal the modernity of Paris, the rest of the exposition
emphasized modemity, culture, and history.

Returning to the monumental gateway designed by Binet (Figure 22), reports
generally stressed its modemity. Accounts repeatedly state that the gate’s modern
construction effectively allowed large numbers of people to enter, and most mention its
modern decorative style.** The Guide Bleu is fairly representative in its description of
the gateway as “‘une courageuse tentative et un effort louable vers un art nouveau. La

Porte monumentale est I’ceuvre d’un fervent de 1'Orient et s’impose a notre admiration

*3 Président de la Chambre de Commerce de Marseille [Augustin Féraud}, Marseilles, to M. le Commissaire
Général de I’Exposition Universelle (Alfred Picard], Paris, 20 May 1898, F 12/4303, Archives Nationales,
Paris.

“* I am assuming that this proposed exhibition was refused by Alfred Picard, the exhibition’s central
organizer, as his initials are on the proposal.
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autant par le modemisme de sa structure que par I’éclat de sa décoration polychrome.™*
Thus linking modem art with the appropriation of other cultural forms, the account goes
on to describe the crowning statue as very fin-de-siécle, and says it symbolizes *“Paris
accueillant ses hotes.”

The fact that the clothing for La Parisienne was designed by a well-known
fashion designer underlines its distance from the traditional provincial costume. Here
was a woman not in classical dress, but a dress pointedly of its age, an age of change and
progress, and so her contemporary fashion was, by definition, something that would soon
change. As Tamar Garb has recently shown, in late-nineteenth century painting, “the
‘Parisienne’ became the generic term for describing the essence of a particularly modern,
peculiarly French form of femininity...[and] had become necessary for the smooth
functioning of the economy.™’ One guidebook from 1900 tellingly describes Parisian
women and fashion.

La Parisienne! C’est-a-dire cette jolie silhouette que I’on revoit avec tant de gaieté

au cceur quand on revient a Paris de n'importe quel point de la terre! Qu’on

reconnait partout: sur les plages, 4 la campagne et dans la petite ville de province
quand, par hasard, elle s’y égare; la Parisienne délicieux assemblage de
coquetteries et de charmes se décomposant ainsi: d’élégants vétements qui
s’ajustent indiscrétement comme un maillot ou qui flottent, suivant la mode, mais
toujours bien portés et habilement taillés par une fine couturiére tout aussi
parisienne que sa cliente! . . . Une coiffure sans cesse renouvelée avec rien et
hardiment posée sur la téte, renversée en arriére, penchée en avant, jetée de coté.*

Dressed in the latest fashion, wearing the latest hairstyles, and thus constantly changing,

the Parisienne was a world away from the representative dress of provincial, which as we

* See Silverman, 5 and passim on how the meaning of “art nouveau” and “style modeme” changed
between 1889 and 1900.

*S Guide Bleu du Figaro & | 'Exposition de 1900 (Paris: Le Figaro, 1900), 1.

* Tamar Garb, Bodies of Modernity: Figure and Flesh in Fin-de-Siécle France (London: Thames and
Hudson, 1998), 87, and generally, 81-113.

** C. de Tours, Guide Album du Touriste. Vingt jours & Paris pendant I 'Exposition Universelle de 1900,
(Paris: Société frangaise d’éditions d'art, L.H. May, 1900), 118-119; quoted in Moret, 94.



have seen (Chapter One) was becoming fixed and unchangeable at precisely this time.
The shift in welcoming hostess, from France at the earlier expositions to Paris, indicates a
new desire to represent the nation as modern, and the capital as taking its rightful place at
the head of the nation.

Debora Silverman’s analysis of the gateway heightens the distinction that it is
Paris and not France figured at the entrance.” As Silverman describes, the archway was
surrounded by two slender minarets, and the entire iron arch was clad in mosaic and
bejewelled, attesting to the new taste and new meaning of art moderne in 1900.
Connecting the archway to the minarets was a wall displaying a high-relief frieze of
workers who had contributed to the fair: artisans and the “rural traditional trades™*
(Figure 25). As one contemporary commentator described the scene: *“A long train of
workers unfolds in close ranks: day laborers, bakers, masons, carpenters, carrying their
tools and the fruits of their labors. This is the symbol of an entire nation contributing to
the common good.™" Thus, while the entire nation is shown contributing to the making
of the exposition through labour, Paris is shown not at work, but resting atop the labour
of the nation. That this seemed appropriate indicates the extent to which this version of

the nation and these roles for rural and urban people had become naturalized.

Parisian Fashion - Provincial Costume
Traditional provincial costume was a primary signifier of difference from the modemity
exemplified by the Parisienne. A retrospective exhibition of clothing held in the Palais

des Fils, Tissus et Vétements (Figure 26) sought to prove the continued pre-eminence of

* On the Porte Binet and La Parisienne see Silverman, 288-293.

%0 Silverman, 291.

3! Jacques Desroches, “La Porte Monumentale de I"Exposition,” Revue illustrée de I’Exposition universelle
(June 25, 1900): 126; quoted in Silverman, 290.
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Paris in world fashion, while simultaneously indicating how far it had ‘advanced’ from
traditional costume. Separated into sections of court, city, and provinces, the clothing
retrospective--organized by a couturier, Mr. Félix, and a costume designer, Mr. Th.
Thomas--traced the development of French fashion up to the beginning of the Third
Republic.*® Critics enthused that “le Palais du Costume est comme la glorification de
cette industrie éminemment frangaise au travers des siécles, une de nos rares supériorités
que 1"étranger n’a pu entamer jusqu’a ce jour.”* As this critic made clear, the proof of
this superiority was the luxury goods and haute couture clothing of the capital, not the
costume of the provinces.** The retrospective was comprised of separate rooms that
displayed mannequins in lifelike scenes from various periods. Although it began as far
back as the Gauls, it focused on nineteenth-century Parisian clothing. The display of
Parisian costume was comprehensive: clothing appropriate for different activities
(including that definitively modern experience, shopping) and appropriate for different
classes was displayed. Additionally, various periods were covered, allowing the viewer
to trace stylistic development over time.

In contrast to this evolutionary model of Parisienne clothing, provincial clothing
was displayed with no signs to mark class difference and no indications that it changed
over time or for different occasions.’® In two popular illustrations of the exhibition from

the Encyclopédie du Siécle - L’Exposition de Paris (1900) (figures 27 and 28), these

52 G. Moynet, “Le Palais du Costume,” in Encyclopédie du Siécle - L ‘Exposition de Paris (1900), vol. |
gParis: Librairie illustrée, Montgredein et Cie, 1900), 247.

3 G. Moynet, “L'Inauguration du Palais du Costume,” in Encyciopédie du Siécle - L 'Expasition de Paris
(1900), vol. 3 (Paris: Librairie illustrée, Montgredein et Cie, 1900), L4.
% A favourite display was a statue of Josephine Bonaparte in a dress that reportedly cost 50,000 trancs, G.
Moynet, “Le Palais du Costume,” 294.
55 On authority created by exhibitions see especially James Clifford, The Predicament of Culture:
Twentieth-Century Ethnography, Literature, and Art (Cambridge: Harvard University Press, 1988); and on
the use of temporal constructs to legitimize authority see Fabian.
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differences are made clear. While the elegantly drawn Parisiennes are shown in a variety
of settings, the crudely drawn provincials are depicted outdoors, implying they are closer
to nature and equating them with peasants. There are no fldneurs in the provincial
backgrounds! By depicting all provincials as peasants living in an unchanging world,
provincial clothing became folk costume. The Ariésienne, that quintessential woman of
Provence, thus carried the symbolic weight of an unchanging and unchangeable
tradition.”®

The construction of a cultural geography of France at the 1900 exposition was
also configured spatially, as an illustration of the Palais de la Navigation Commerciale
La Galerie des Sections Frangaises reveals (Figure 29). Centred in the illustration of a
crowded exhibition hall is a Parisian couple somewhat disdainfuily regarding the throngs
around them, she through hand-held eyeglasses. We would noi be certain they were
Parisian were it not for the obvious provincials who are more peripherally placed in the
scene. To the right are two Arlésiennes, as we can easily distinguish by their ‘traditional’
regional dress. They are closely followed by two sailors, reminding us of the significance
of the port industries to the region. These are followed by some visitors from North
Africa, an important trading partner for the region. The Arlésiennes carry an open book,
undoubtedly a guidebook that indicates their unfamiliarity with the exposition and
possibly the city.”” They are paralleled on the far side by a similarly provincial scene.
Here another young woman's clothing implies she too is not Parisian; her headdress
suggests she is Breton. She also holds a book, which is tilted toward the the viewer so we

are able to see it is open to a map of the exposition. Like the Arlésiennes, she is followed

58 On the creation of the definitive Ariésienne see Chapter One.
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by military men and visitors from the East. The structure of the picture is paradigmatic.
It is clear that the central couple is Parisian since they have no guidebook and do not
wear ‘traditional’ clothes. Moreover, their position in the centre of the image parallels
the position of the city in the nation. The French provincials are toward the periphery of
the image, and further out (or back) are the colonial subjects. It is a fairly accurate
illustration of the typical Parisian world view, which was also configured in other ways in

the exposition itself.

Vieux Paris - Vieil Arles

Probably the most insidious and influential portrayal of the national geography in a
temporal mode, however, was the implicit comparison between the display Vieux Paris
and the provincial displays. This small reconstruction inside the Paris 1900 exposition
purported to recreate the Paris of 1400. It included re-creations of numerous well-known
historic buildings, and had people dressed in period costumes who acted in live shows
depicting everyday life in times gone by.*® Designed by Albert Robida, a great
popularizer, Vieux Paris was said to have been inspired partly by Victor Hugo’s Notre
Dame de Paris.”®* While purists complained of its glaring historical inaccuracies and
overly theatrical elements, it was favourably reviewed in the press and seemed to gamer
much attention. An illustration (Figure 30) shows how carefully constructed and
complete the buildings were, as if to re-create the feeling of being in that time, rather than

looking at times past from the vantage point of the present. The Guide Bleu remarked of

57 Many guidebooks to the exposition included material on the city; for example see Guides Pratiques
Conty: L Exposition 1900 (Paris: Guides Conty, n.d.).

** The Viewux Paris exhibit is described in detail in most guides to the exhibition and in newspaper accounts,
see for example the Guide Bleu, 20, and Paul Combes *“Paris en 1400: La Cours des Miracles” in
Encyclopédie du Siécle — L 'Exposition de Paris (1900), vol. 2 (Paris: Librairie Illustrée, Montgredien et
Cie, 1900), 22-27.
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the reconstruction that “dés qu’on a franchi le seuil du Vieux Paris, il semble qu’on soit
tout a fait séparé du monde modeme.™® Of course, the fiction of this separation from
modemity would be quite evident; modern Paris was always visible in the ever-present
form of the Eiffel Tower.*' This evident contrast between then and now markedly
differentiates the quaintness of Vieux Paris from that of the provinces.

Provence, Brittany, (Figure 32) Poitou, Berry and Auvergne all had displays,
organized by regional committees, that were superficially similar to Vieux Paris.*
Reviewers most often compared the regional displays to either the Rue des Nations
(where the foreign pavilions were) or the Vieux Paris exhibit, and thus set up analogies of
the provinces as like foreign countries, or like Paris’s past.”> One reviewer implicitly
compared this exhibit to that of Viewx Paris, asking: “Puisqu’on reconstituait le ‘Vieux
Paris,” pourquoi chaque province n’aurait-elle pas eu sa reconstitution particuliére dans
I'enceinte de cette Exposition, qui appartient tout autant 3 la province qu’a Paris?*** His
question also points to the uneven coverage of the provinces; only the most obviously
different were on display.

Provence was represented by a reconstruction of a Mas (Figure 31), a Provengal

farmhouse, described as Provence of today, and by a model of what was called Vieil

% Encyclopédie du Siécle — L 'Exposition de Paris (1900), vol. 2, 22.

% Guide Bleu, 20.

5! Roland Barthes, “The Eiffel Tower," The Eiffel Tower and Other Mythologies, trans. Richard Howard
(New York: Hill and Wang, 1979) argues that the panoramic view afforded by the tower inevitably leads to
the perception of Paris as historical, and that to perceive Paris from above is to perceive a history. Thus,
while the tower would usually have been visible from the ground, the viewing position from atop it also
affected perception of Paris.

52 Collet, 111. But note that the “provinces” were not an official administrative unit in the Third Republic.
This may account for why [ have not been able to find archival material on the administration of this
section,

53 See, for example, Louis Farges, “La Province 4 I'Exposition: La Bretagne,” Maguasin Pittoresque (15
July 1900): 421.

5 “Les Vieilles Provinces,” Encyclopédie du Siécle - L 'Exposition de Paris (1900), vol. 2, 265.
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Arles, described as Provence of old.* Vieil Arles of autrefois was shown by
reconstructions of parts of the city such as the Roman road and necropolis of Les
Alyscamps, the Romanesque doorway of the town’s important cathedral, Saint Trophime,
and the antique Roman theatre, all emphasizing Arles’s historic connection to the ancient
Roman world. The architectural reconstruction was designed by Etienne Bentz, who
would later be active in Marseilles’s colonial exposition, and Mr. Martin-Ginouvier was
responsible for the artistic direction.

Vieil Arles was not, however, a reconstruction in the same sense as Vieux Paris.
It was not a reconstruction of Arles in Roman times or in 1400, but was instead Arles as
it existed in the present, in 1900, which Fromentin and others read as Vieil Arles. The
reconstruction did not function in the same way as that of Viewx Paris. The latter
simulated what life must have been like in the past, when the medieval buildings were
new, and the contrast with the present was obvious. In contrast, the Arles reconstruction
elided the differences between then and now; in fact, it deliberately confused them.

Like Vieux Paris, the displays of the provinces also included costumed figures,
but instead of acting out period dramas, these women generally worked as waitresses
serving regional cuisines. In a photograph of the exhibit, two Arlésiennes are visible in
front of their display where bouillabaisse, the regional soup, was served. While the
inhabitants of the Vieux Paris site were clearly actors playing a part, the position of the
Arlésiennes was more ambiguous. The Arlésienne piayed the role of the mythic
provincial woman--wearing ‘traditional’ garb, serving ‘traditional’ food from a

supposedly ‘traditional’ home--but indications that she too was acting a part were

¢ Charles Fromentin, “La Provence a I'Exposition,” Le Magasin Pittoresque (1 June 1900):555.
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absent.% Because her clothing could not be identified with a particular historical moment
but instead signified an unbroken continuity between the present and some distant past,
and because it was not clear if she was in costume or her ‘real’ clothes, the Arlésienne
could be read as the essence of an eternal rural France.

One further element of the Provengal display has particular resonance to my
consideration of primitivism in national and regional identity. The Paris exposition
committee refused the original plan by the regional architect Bruno Pélissier for the
reconstruction of the Provengal farmhouse.”’ Reportedly, “il a dii, non sans chagrin,
modifier quelque peu pour obéir 4 des prescriptions administratives.”® Charles
Fromentin claimed the authentic version of the farmhouse had seemed too savage, and
terrified the pencil-pushers of the administration, who insisted on a more pleasant
version.”” Consequently, the roof was raised; windows were added and enlarged.
Fromentin went so far as to complain that the ‘savages’ on display at the Trocadéro did
not have to make their displays more accommodating, and wondered why the provincials
did.” The answer, it seems to me, has something to do with expectations. The
administration seemingly did not think it appropriate for a Provengal farmhouse to appear

‘savage’; yet they did not object to its portrayal as timeless and pre-modern.”

% Pierre Pasquini, “*La vraie’ Mireille,” in Ariésienne: le Mythe?, ed. Pascale Picard-Cajan, 165-88 (Arles:
Museon Arlaten, 1999), shows the importance of her domestic position in the Félibrige mythology.

57 Fromentin, 555.

8 La Cigale, 120.

*? Fromentin, 555.

" Fromentin, 555.

"' Annie E. Coombes, “Ethnography and the formation of naticnal and cultural identities,” in The Myth of
Primitivism. Perspectives on Art, ed. Susan Hiller (London and New York: Routledge, 1991), 188-214,

has considered a parallel issue in the reconstructed displays of Irish and Scottish villages at the 1908
Franco-British Exposition that were displayed alongside reconstructions of Dahomeyan, Somalian and
Senegalese villages. Coombes points out, however, that the Irish villages served paradoxically to support
the idea of a racial hierarchy, because while seemingly less ‘advanced’ than the British progress shown, the
Irish were seen to be significantly ahead of the African colonies.
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Since the denial of coevalness is one of the primary constituents of primitivism,
the way in which the provinces are here configured as not part of the present, yet not
‘savage’ seems to be part of the larger primitivist construct.”” Since we now recognize
that primitivism is more indicative of the dominant culture’s desires than of other
realities, it is not surprising that the construct has implications for the home country.
Portraying the provinces as timeless--like the so-called savages were--but differentiating
them from other, supposedly less advanced, ‘races’ also on display at the exposition,
serves to create distinction within the French nation. It casts the provinces in a primitive
light, while validating the ‘French race’ as a whole by showing that even the primitive
elements of French society are not as primitive as the colonies. It thus reinforces a racial
hierarchy while creating a temporal distinction between modern Paris and the rest of

France.

Provence and the History of French Art

The role of official art exhibitions within universal expositions has long been recognized
as important to the definition of French national identity, yet their role in the evolving
dynamic between nation and region has not been considered. In the 1900 exposition,
three separate art exhibits showed the glory of the French nation, giving a history of
French art in a retrospective from time immemorial, in a centennial of the last hundred
years, and a decenniai of the last ten years. Some rhetoric proclaimed these art
exhibitions to be decentralizing. For example, Roger Marx, then Inspecteur Général des

Musées des Départements and curator of the centennial exhibition, repeatedly

7 See Fabian; and on the relation of time and primitivism see Mark Antliff and Patricia Leighten,
“Primitivism,” in Critical Terms for Art History, ed. Robert S. Nelson and Richard ShifY (Chicago:
University of Chicago, 1996), 170-184.
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characterized the exhibition as “éminemment décentralisatrice™” since it showed not only
art from Paris, but from all the provinces. Although all the art exhibitions included a
much higher percentage of works on loan from provincial museums than had the 1889
exhibition, the supposed decentralization was always subsumed within the larger
narrative of the French nation.”* Emile Molinier, the overall head of the fine arts section,
said the purpose of the art exhibitions was to “écrire par des monuments de choix
I'histoire de 1'art frangais, des origines 2 la fin du XIXe siécle.””

The centennial exhibition, organized by Marx, was the most interesting, both for
its more modern selection of works and also because of Marx’s oft-cited interest in
decentralization of the arts. Marx argued that the increased use of works from provincial
museums “ont amené a remettre en lumiére quelques ceuvres d’artistes peu connus,
d’artistes provinciaux surtout, et personne a coup sir ne leur en voudra d’avoir fait sortir
d’un injuste oubli des peintures, qui, dans d’autres circonstances, eussent valu a leurs

auteurs d'étre placés au premier rang.”®

In his catalogue essay delineating the
development of French art in the nineteenth century, Marx went to some effort to
rehabilitate these previously little-known Provencal artists. Even he, however, had to
qualify the Provengal painters whom he positions “a c6té de ces confirmations de

prééminences, des lecons précieuses se dégagent: . . . ainsi, la découverte des paysagistes

™ Roger Marx, “Exposition Centennale de 1’ Art Francais,” in Exposition Universelle de 1900: L'Art
Francais des origines a la fin du XIXe siécle (Paris: Librairie Centrale des Beaux-Arts, Emile Levy, 1900),
9. Marx’s position as liason between provincial museums and the central administration may explain his
interest in characterizing the art exhibitions thusly.

™ Critics at the time suggested that provincial works were included primarily so as not to repeat the 1889
exhibitions, or to show works not regularly seen in Paris, for example the Guide Bleu, 8. More recently,
Elaine Wauquiez, “Académisme et Modernité,” in Le livre des expositions universelles, 1851-1989, ed.
Yvonne Brunhammer (Paris: Union Centrale des Arts Décoratifs, 1983): 254 suggests that provincial works
were also used to show to better advantage the great masters of the French tradition.

7 Emile Molinier, “Préface,” in Exposition Universelle de 1900: L 'Art Frangais des origines a la fin du
XIXe siécle (Paris: Librairie Centrale des Beaux-Arts, Emile Levy, 1900), IL
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méridionaux, de Constantin et Dagnan 4 Loubon et Guigou.””’ The Provengal school of
landscape painters is thus acknowledged, even as having its own tradition within French
national art history; but it is not of the first order. Moreover, despite all his decentralizing
rhetoric, Marx concludes that the exhibit “a prouvé que les annales de 1’école frangaise
étaient impossibles a établir sans le recours a des musées trop peu connus, trop peu
visités, qui seuls permettent de suivre I’enchainement de la tradition dans notre pays.”’®
Thus, for Marx, the recently recognized contributions of the provinces only served to
strengthen the national tradition of art.

Along with this stated aim of a national art history, there is evidence of the refusal
of provincial identity within the art exhibitions. Marseilles--the second largest city in
France at the time and the largest city in Provence--offered to contribute an exhibition
that would show the history of Provengal art.” In the margin of the offer is a handwritten
note signed with the initials of the exposition’s chief administrator (A.P., Alfred Picard)
stating that Marseilles may make this contribution, if each work is requested or accepted
by the hanging committee and it fits into the overall retrospective exhibition of French
art. In other words, there is an evasive refusal of regional art history.

The artistic contributions of the region had to fit into the overall history of French
art and, consequently, the region’s history was subsumed into the nation’s history. Yet
the nation, which had a past, a present, and a future, was increasingly synonymous with

Paris, as we saw in the allegorical entrance statue to the exposition. In fact, even at the

"8 Exposition Centennale de 1'Art Frangais, 1800-1889: Catalogue Général Officiel (Paris: Lemercier,
1900), 8.

77 Marx, 24.

78 Marx, 9.

™ Président de la Chambre de Commerce de Marseille [Augustin Féraud], Marseilles, to M. le Commissaire
Général de I’Exposition Universelle [Alfred Picard], Paris, 20 May 1898, F 12/4303, Archives Nationales,
Paris.
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entrance to the grand retrospective of the nation’s art, in the newly built Petit Palais, this
same iconographic shift took place as this entrance portal was likewise decorated by an
image of the City of Paris Protecting the Arts.

Thus Paris-province at the 1900 exposition was a temporal as well as spatial
construction. Paris was the centre, the head, and the crown of the exposition. It existed
in the past, the present, and the future. The progress made in the nineteenth century was
the theme of retrospective exhibitions, and it was Paris itself that best showed this
progress. Paris appropriated the history of progress as its own, and left the provinces to
exist in a netherworld of neither then nor now. The dominant expression of the
exposition as a whole was the stability of the Third Republic, the logical progeny of the
history of France, forging into the future. The provinces, as typified by Provence, were
further from the defined centre, portrayed as existing in a realm closer to the uncivilized
world of the colonies. The provinces were thus caught in a temporal dilemma; viewed as
‘old,’ they seemingly had little place in the modern world of the nations, and yet they
were valued exclusively for this nostalgic, simpler past. Despite the controversy of the

1890s and the prevalent nostalgia, the nation with Paris as its head ruled the day.

THE MARSEILLES EXPOSITION COLONIALE DE 1906
The cultural geography mapped by the Paris-Provence dichotomy at the 1900 Exposition
Universelle was reconfigured at the Marseilles 1906 Colonial Exposition, in which the
region played a different role. Here, the region’s identity was shaped not primarily in
relation to the capital, but by its history and its relation to the colonies. To celebrate
Marseilles, its cultural history, and relationship with the colonies was to undermine the

dominant discourse supporting national unity asserted from the centre. Organized by
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Jules Charles-Roux, the exposition sought to gamer support for colonialism and to assert
for Provence a special place in the colonialist project. While at the Paris exposition the
Arlésienne had believably played the role of the traditional rural folk in counterpoint to
Paris’s modemnity, in Marseilles she exemplified Mistral’s version of Provengal
civilization--a region with a long history and deeply embedded traditions--and this helped
to differentiate it from the colonies on exhibit. Similarly, much emphasis was placed on
the long history of Provengal art. The regional exposition attempted to reconfigure its
place within the hierarchy Paris/Provence/colony both in the architecture of the pavilions

and in the art exhibitions by emphasizing its history.

Colonialists and Colonial Expositions

The colonial exposition held in Marseilles in 1906 was closely related to the Paris 1900
exposition through its organizers and by its colonial ideology, although it asserted a
unique role for Marseilles in the colonial project. Its organizer, Jules Charles-Roux, was
uniquely qualified to broker an exchange between the arts and industries of Marseilles
and the colonies of France. He was an extremely successful industrialist, a noted art
collector, a former deputy, and the organizer of the colonial section of the Paris 1900
exposition.

Since 1889, the colonial aspect of Parisian international expositions had assumed
an increasingly important role, yet the main supporters of colonialism were unhappy with
the increasingly carnivalesque atmosphere of ethnographic exhibitions.® While colonial
exhibits, like the expositions in general, had the dual purpose of education and

entertainment, it seemed to colonialists such as Joseph Chailley-Bert, a prominent

% Schneider, Empire, 190-93.
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colonialist, deputy, founder of the Union Coloniale Frangaise, and close friend and
business associate of Charles-Roux, that most visitors came away from the ethnographic
exhibitions with stereotypical views. More important, he feared they had not been
“educated’ as to the importance of the colonies in France’s overall world position.*'
Chailley-Bert was critical of Charles-Roux’s display of France’s colonies at the 1900
exposition. Foremost among his complaints was that the exhibits “contain only what is
picturesque and amusing about each colony.™* As he saw it, the main point of
ethnographic displays should be to increase support for colonialism at home. This would
best be achieved by showing the economic benefits of colonialism and its importance to
France's international position. Chailley-Bert called for an exclusively colonial,
exclusively French exposition to redress these wrongs. The exposition should be
organized by those specifically interested in the colonies, argued Chailley-Bert:

“merchants, colonial supporters, governors and statesmen, ™

Charles-Roux seemingly
agreed with these criticisms, and the impetus for a specifically colonial exposition was
born.

The idea for an exposition limited to France and its colonies to be held outside
Paris was first proposed in Marseilles in 1901 by Edouard Heckel, director of the Institut
Colonial de Marseille, a colonialist lobby group. Tke municipal council, the Chamber of

Commerce, and the Syndicat d’initiative all svpported the idea of a national colonial

¥! On Chailley-Bert, see Stuart M. Persell, “Joseph Chailley-Bert and the Importance of the Union
Coloniale Frangaise,” Historical Journal 27, no. 1 (1974): 176-84; on Charles-Roux, see idem, *“The
Colonial Career of Jules Charles-Roux,” in Proceedings of the First Annual Meeting of the Western Society
Jfor French History, March 14-15, 1974 (1974): 306-322; and on Chailley-Bert’s criticism of the colonial
representation at Paris 1900 see Schneider, Empire, 193.

*2 Schneider, “Colonies at the 1900 World Fair,” 36.

© Schnieder, Empire, 193.
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exposition, though expositions outside Paris were not usually nationally supported by the
central government.

Marseillais colonialists put forth a strong argument in support of their city as the
most logical location for the exposition. The official guidebooks and other information
on the fair frequently called Marseilles “la ville coloniale par excellence™* and cited its
position as the “Port de !'Orient pour les Franqais de la métropole, Marseille est plus
encore la Porte de la France pour ceux des colonies.”™* As France's largest and most
important port, the city already had a close connection to the colonies, and its
businessmen wanted to consolidate this position. Shipping was an important local
industry, and the Marseilles elite wanted to assert the city’s dominance over ports on the
Atlantic coast, which had formerly been more powerful.*® Strikes by dockworkers in
Marseilles in 1901-02 had threatened its primacy, and J.L. Miege suggests the organizers
would have also seen the exposition as a way of uniting the social classes.” Moreover,
plans for the exposition coincided with intensive lobbying for the expansion of France’s
North African empire into Morocco, which would also benefit the region’s ports and
shipbuilding industries.

The funding for the Colonial Exposition was largely regional. The municipal

council, the departmental council, and local business raised 1,500,000 francs while the

# “Comment et Pourquoi I"Exposition Coloniale a lieu 3 Marseille,"in Guide officiel de I'exposition
Coloniale de Marseille (Marseiiles: Barlatier, 1906), 12.

% Paul Masson, “Marseille” in Guide officiel de I'exposition Coloniale de Marseille, 6.

% On the importance of colonial expansion to the economics of Provence, see L. Pierrein, “L'Economie de
1870 2 1940, in Histoire de la Provence, ed. Edouard Baratier (Toulouse: Privat, 1969), 491-497; and
Constant Vautravers, “Marseille, port du monde,” La Provence de 1900 a nos jours, ed. Pierre Guiral
(Toulouse: Privat, 1978), 89-95.

7 J L. Miege, “Genése des Grandes Expositions™ in L 'Orient des Provencaux: Les Expasitions Coloniales
(Marseilles: Vieille Charité, 1982), 17.
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state contributed only 150,000 francs (one eleventh of the total).*® Charles-Roux noted
how unusual national funding was for an exposition de province, and he believed the
1906 exposition to have been the first to receive such official recognition.®® A
presidential decree in 1904 approved the exposition and named as its director Jules
Charles-Roux, who exemplified the colonialist agenda in Marseilles.”

Charles-Roux was a dominant figure in all aspects of Marseilles culture. He came
from a prominent Marseilles family that had a wide range of business interests, including
soap making, for which they had won a Medaille d’honneur at the 1855 Exposition
Universelle.”! Charles-Roux became a municipal councillor in Marseilles in 1876, and
was accused of wanting to be the Haussman of Marseilles.”> He was a member of the
Marseilles Chamber of Commerce from 1881, and was the deputy for Marseilles from
1889 to 1898. He was actively involved in both the Suez and Panama canals, and was
vice-president of the Suez Canal Company in 1897, leading to his resignation from
politics. He was “one of the richest collectors of directorships in colonial companies in
French financial history”” and was on the boards of most of the major Marseilles
shipping companies, including the Compagnie Générale Transatlantique, Compagnie
Messageries Maritimes, and Fraissinet et Cie, and in 1911 became the director of the

Paris-Lyon-Méditerranée railway.**

% Béatrix Chevallier, “Un essai d"histoire biographique - Un Grand Bourgeois de Marseille: Jules Charles
Roux (1841-1918),” ( Mémoire, Université d’ Aix-Marseille, 1969), 99.

¥ Jules Charles-Roux, Souvenirs du Passé: Le Cercle Artistique de Marseille (Marseilles: Paul Ruat,
1906), 149.

% All in Schneider, Empire, 193-4.

*! Chevallier, 4.

%2 Chevallier, 30.

* Persell, “Charles-Roux,” 306.

% Persell, “Charles-Roux,” 307, and Chevallier, 118.
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In addition to these financial and political activities, Charles-Roux was also
extremely active in the arts. His father had a respectable painting collection, which
included a work by Eugéne Delacroix. Charles-Roux continued this interest in the arts,
but focused his interest on local artists.”® He wrote numerous histories and guidebooks to
Provence,”® and was the long-time president of the Marseilles cultural society, the Cercle
Artistique.”” A member of the Marseilles branch of the Félibrige, he was, as we have
seen, active in the development of the Museon Arlaten. Thus, his reach extended to most
aspects of economic, political and social life in Marseilles, and he was reputed to be a
masterful politician with a reputation for getting what he wanted, due to his extremely
forceful personality.

Throughout his political career, Charles-Roux was a vociferous champion of the
colonialist cause, which was strongly tied to his regionalist position. He fervently
believed in the economic value of colonialism for France and was a member of the Union
Coloniale Frangaise. As a deputy, he had been an important member of the Parti
Colonial, a cross-party colonialist lobby group.”® Even this seemingly national issue had
a regionalist position for Charles-Roux. He began his career as a deputy during the
debates over the Méline tariffs, which gave preferential treatment to French agriculture
over imported products through taxes. Because this would damage trade with the
colonies, which would hurt Marseilles shipping companies, Charles-Roux vehemently

opposed the tariffs. Accused in the Chamber of representing local, not national interests,

% Charles-Roux, Souvenirs, 6.

% Such as Arles: Son histoire, ses monuments, ses musées (Paris: Bloud et Cie, 1914), Légendes de
Provence (Paris: 1910), and Autour de I'histoire (Paris: Lemerre, 1910).

77 This is the primary subject of Souvenirs.

% On the colonial party see C.M. Andrew and A.S. Kanya-Forster, “The French ‘Colonial Party’: Its
Composition, Aims and Influence, 1885-1914,” Historical Journal 14, no. 1 (1971): 99-128.
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Charles-Roux took exception, asking how “could agricultural interests in the center and
the North represent ‘national’ interests while those of France’s ports were considered
‘particular?’™® Thus, for Charles-Roux, the ‘national good” was a question of
perspective, and he opposed the habit of defining the national interests as those of the
north.

Although he was primarily motivated by economic considerations, Charles-Roux
was not above using the regionalist sense of historic injustice to gamer support for his
policies. When elected deputy he stated: “J’ambitionnerais de faire occuper a notre chére
ville 1a place qui lui est due et qu'elle n’a pas.”® After his election to the Chamber, he
held a folkloric banquet, where the Provengal folk dance, the farandole, was performed,
complete with tambourins. The new representative to the national government gave his
victory speech in Provengal. His politics in the 1890s were dominated by anti-
protectionist ideals, but he framed this issue as a battle between north and south in
France.

As the organizer of Marseilles’s colonial exposition, Charles-Roux had a well-
established track record in colonial affairs and a clear agenda to put forth. A strong
believer in free trade, he supported increased colonization as an economic benefit to the
nation and the region, and like other colonialists of his day believed the best way to
advocate colonialism was through the mise en valeur approach, that is, to show to the
nation the economic benefits of colonialism. Undoubtedly this was a far stronger

motivator for Charles-Roux and other colonialists than the mission civilisatrice, which

% Persell, “Charles-Roux,” 315.
1% Chevallier, 46.
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was largely an ideological justification of economic policy. " Many aspects of the
exposition such as limiting it to French colonies, the much larger space available, and the
colonialist convention held on site, support this conclusion.

What standard colonial histories do not answer, however, is why there were no
less than five separately conceived art exhibitions at this colonial fair, and what purpose
they served. Indeed, I will argue that art exhibitions were not just a pleasing diversion, or
even a typically French assertion of cultural supremacy but, in this case, the art
exhibitions, in particular, were a means of reconfiguring Provence’s place within the
nation and thus in the cultural hierarchy between centre-periphery-colony. The Paris
exposition did not differentiate Provence from provincial, so the organizers of the
Marseilles exposition created their own set of hierarchies and codes by which they
asserted the importance of Provence in the French nation.

While the colonialist aspect is crucial to understanding the motives of the
organizers, it is not my primary interest here. The colonial ideology of the exposition has
been well studied by Schneider, who usefully contrasts this exposition with that of Paris
1900.'* Nor is my primary concern the display of the colonies at this exposition, despite
their obviously central role; this aspect has also been studied. The mythology of
Provence and Marseilles put forth in this exposition, however, has not yet been

examined.'®

The Architecture of Region, Nation, and Empire
The overall layout of the exposition was not haphazard. Charles-Roux had found the

previous expositions suffered “du manque d’unité dans le plan décoratif” and he wanted

' Persell, “Charles-Roux,” 313.
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an overall unity to smooth “le chaos et les fautes de goit qui existent souvent dans ces
colossales agglomérations de monuments.”* Consequently, he appointed Louis
Dumoulin artistic overseer to the exhibition.'*

The symbolic division between colonial pavilions and French pavilions was, not
unusually, clear-cut.'® The single largest building, the Palais de I"Exportation or Grand
Palais, was centrally placed at the head of the principal axis of the exposition (Figure 33).
Reviewers recognized that this building, designed to house displays of Marseilles art and
industry, had been given the place d’honneur, and its neoclassical architecture seemed
appropriate.'”’ Colonial pavilions, housed in reconstructions of indigenous structures,
were grouped around this centrepiece, roughly corresponding to their geographic
relationship to France.'® The different colonial areas were separated from each other by
groupings of trees, perhaps implying their supposedly more natural environments. As
Jean-Claude Vigato has noted, the Marseilles 1906 colonial exposition continued the
opposition between neoclassical French pavilions and folkloric colonial forms.'®

Yet this broad delineation of colony versus nation, so clearly configured here and
elsewhere, can be nuanced. In the case of the French pavilions, there were three separate
architectural styles with competing narratives: the Grand Palais, which was largely a

regional display; the pavilion of the Ministry of the Colonies, which represented the

192 1t is the focus of the final chapter of Empire.

193 On colonialism and expositions see footnotes 19-21.

1% fuies Charles-Roux, “Nos Expositions des Beaux-Ans,” Notice Officielle et Catalogue des Expositions

des Beaux-Arts (Paris: Modemne Imprimerie, 1906), XX.

1% Charles-Roux, “Nos Expositions des Beaux-Arts,” XX.

1% L eprun, 281 and passim; and Jean-Claude Vigato, “Les Exposition Coloniales,” Monuments historiques

125 (Feb. — Mar. 1983): 24-28; also Vigato, “The Architecture of the Colonial Exhibitions in France,”

Daidalos 19 (15 March 1986): 24-37 which focuses on the 1931 exhibition, but notes that it was thought
iate to use colonial forms on the building to house art of the colonies.

T “Comment et pourquoi,” 14.

192 Eor details on the layout of the colonial pavilions see Schneider, Empire, 194.
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central government; and an unofficial pavilion, the Provencal mas. Pavilions
representing the Ministry of the Colonies were often allowed more whimsy and freedom

than regular French pavilions in expositions.' '’

Here, however, the regionally created
Grand Palais used classical motifs with Provencal decorative themes, while the pavilion
of the central government used a Louis XVI style, designed to impress.

The Palais de I'Exportation was the centrepiece of the exposition. As the
guidebook stated, “‘le centre lui-méme, place d’honneur, est réservé aux chambres de
commerce. C’est 13 ou sont présentés tous les produits de 1'industrie métropolitaine qui
trouvent des débouchés dans les colonies frangaises.”'!' Designed by Muller and Etienne
Bentz, who had designed the Provencal mas at the Paris 1900 exposition, the neoclassical
facade was one hundred and fifty metres long (Figure 34). The building, which was the
head of /a grande allée, was said to lend “une note d’importante majesté a coté des
architectures indigénes.”"'? The central portion of the imposing fagade (Figure 35) had a
large semicircular niche clearly inscribed with the letters RF, the insignia of La
République Frangaise. Appropriately for the city’s commercial orientation, it was
crowned with an allegorical statue of the Génie de I’Exportation.'” On cither side of the
central entranceway was a colonnade of coupled Doric columns. The decoration was not
exclusively classical, since the column capitals were not truly Doric. They were adorned
with local symbols--personifications of the heads of the Rhone and Durance rivers--and
the foliage was vines and oranges, seen as distinctively Provencal vegetation. In front of

the grand niche was a water fountain with a colossal twelve metre statue of Massalia, the

1% Vigato, “Exposition Coloniales,” 24-28.

' Leprun, 281.

111 “Comment et pourquoi,” 14.

!12 “Grand Palais de 1’Exportation,” Guide officiel, 101.
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Greek name for Marseilles, holding out an olive branch. Both fountain and statue were
by Marseilles sculptors.''* Thus the architecture and decoration used the language of
classical architecture, but in a way that highlighted Marseilles’s historic connection to the
classical world and its founding by the Greeks. While the French nation is not denied,
the insistence on the origins of the city heightens the cultural significance of Marseilles
within the nation, since it was said to have brought Greek civilization to France. The
official guidebook supports this association, as it begins by discussing the founding of
Massalia by the Greeks, tracing the eventual fall, the dark periods before they regained
their freedom, and the eventual joining with France.'”® As the official guidebook
concluded of the building;:
Toute cette décoration modeme du Grand Palais est contenue dans des lignes
d’une architecture classique, afin de conserver au monument sa dignité tout en
I’égayant par la recherche d’un style plus en harmonie avec |'ensemble du milieu
et sa destination méme. Les éléments que la nature a prodigués a la Provence lui
donnent une artistique élégance et semblent bien indiquer que Marseille demeure
toujours le centre le plus actif de I’Exportation francaise vers les terres nouvelles,
la porte ouverte de la Métropole sur ses colonies.'*®
The interior decoration of the Grand Palais (Figure 36) continued to emphasize
the Greek founding of Marseilles. Scenes of the surrounding countryside and the port
dominated the cupola of the Salle des Fétes, or entrance foyer. The most remarked upon
mural was “une composition de Montenard [qui] attire tous les regards; c’est Marseille

39117

colonie grecque™''’ (Figure 37). Montenard’s work shows a procession of women in

classical dress carrying a sculpture of the goddess Diana from the shores of the port up to

' Guide officiel, 19; on p. 101 it is called the “génie de 1'exposition.”

' Génie was by J. Hughues, and Massalia by Constant Roux, a Prix de Rome winner.
1S pay Masson, “Marseille,” Guide officiel, 3-7.

'8 “Grand Palais de I'Exportation,” Guide officiel, 102-3.
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the ancient city.'"* Other murals in this room included the active port of Marseilles, as
well as a woman picking fruit from a bountiful tree. With the interior decoration thus
reinforcing the architectural program, Marseilles was positioned as the most classic of
French cities.

In contrast to this regional twist on neoclassical architecture, the Palais du
Ministére de Colonies et des Beaux-Arts (Figure 38) was more traditional. It did not
occupy quite as prominent a place, being immediately to the left on the Grand Avenue
after the entrance. Called a modernized and simplified Louis XVI style--evoking French
tradition and grandeur--the building was designed by Georges Sébille. Charles-Roux
praised the architect for not trying to “rivaliser avec les bizarreries des constructions
exotiques, mais bien de présenter une ceuvre qui symbolisat, dans la forme la plus simple
et la mieux appropriée, les deux buts auxquels elle était destinée: exposition du Ministére
des Colonies, exposition des Beaux-Arts.”''? Unlike the much larger and grander Grand
Palais, the architecture of the national pavilion invoked memories of a unified state under
the monarchy, of a classicism tempered by French tradition.

Over the main entrance to the Colonial Pavilion was a typically French colonial
medallion, which could have been found at any exposition. Charles-Roux explained (in
the racist language common to colonialists of his day) that it symbolized the work France
had to do.

Une femme coiffée du bonnet phrygien tient sur ses genoux un négrillon qui lui

tend les bras; a c6té d’elle un jeune Annamite apprend i lire. Au centre de ces
figures, un vaste cartouche renferme les initiales R. F. Derriére elles s’étalent les

' “Grand Palais de |’Exportation,” Guide officiel, 102. Frédéric Montenard’s position as an exemplary
Provengal artist is discussed in Chapter Four.

"8 Charles-Roux, Souvenirs, 340.

''* Charles-Roux, “Nos Expositions des Beaux-Arts,” XXVII.
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instruments du travail, du commerce, de I’industrie et de I’agriculture, masquant
ceux de la guerre.'

Made by Capellero, a Prix de Rome winner, the medallion summarizes French colonialist
ideals of France’s role in bringing the light of civilization to the world. The Indochinese
girl reading shows the culture France has to offer, and the emphasis on the commercial
aspects of what France is bringing is particularly suitable for Marseilles. Yet the
Phrygian cap marked the figure as a symbol of France, rather than the region on this
national building.

As in Paris, the Marseilles exposition also had a Mas de Provence (Figure 39, 40)
which again made no claims to authenticity.'*' Although it was called a mas, the building
was not actually a Provencal farmhouse, but was instead both a tourist office and a tribute
to the Félibrige in the shape of a seven-pointed star, a Félibrige symbol (Figure 39). It
was built in a vernacular style that did not seek to impress with the same grandeur as the
larger pavilions. The terracotta roof and significantly smaller scale marked the pavilion
as belonging to a local, rural tradition. The difference from a traditional mas is pervasive,
but perhaps most striking in a comparison of front fagades (figures 40, 41, and 43). A
typical mas is a large, rectangular, farmhouse, with a low sloping roof made of terracotta,
and walls made of stone. Although mas did vary in elaboration according to the owner’s
financial status, they were not luxury buildings. Due to the heat, windows were usually
small, and because of the winds, windows were not found on the north side. At this
exposition, the mas retained the terracotta roof, yet significantly changed most other

aspects. The rough stone of the traditional mas was replaced with decorative

** Charles-Roux, “Nos Expositions des Beaux-Ans,” XXVIIL
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omamentation that invoked Provengal literary traditions, and was thereby distinguished
from what might have seemed too ‘primitive’ in comparison to the colonial architecture.

The front fagade of the mas displayed quotations from Félibrige poets, such as
Frédéric Mistral and Joseph Roumanille (Figure 43). Larger than life-size images of
what Charles-Roux called a ‘typical’ Proven¢al man and woman--the Arlésienne we saw
at the Paris exposition and her less popular male equivalent, the tambourinaire--figured
prominently, flanking the entrance.'> This version of the Arlésienne takes her place
within the pantheon of Provencal literature. Depicted alongside quotations from the
Félibrige, she stands as the incamation of the literary imagining of traditional Provence
rather than as a veritable ethnographic specimen. Provence, then, is a land with literature,
and so is distinguished from the colonies on display, which have predominantly oral
traditions.

The interior of the mas, which also made no attempt at ethnographic accuracy,
accentuated the Arlésienne’s role as symbol. Dioramas of picturesque Provengal sites
painted by Provengal artists displayed the tourist attractions of the region, such as the
ruined city of Les Baux.'® Attendants in Arlésienne costume handed out regional tourist
brochures. Whereas in Paris the mas had been made more pleasant and less primitive to
differentiate it from the dwellings of the colonies on display, in Marseilles there was not
even a pretense of an authentic re-creation of a Provencal farm. In Paris an Arlésienne in

a pseudo-mas could seem to still exist in the present, but in the region itself she would

121 M. Izouard was the overall designer of the mas. The architect was M. Sénés, and the decorative painting
was executed by M. Gall. The most complete description of the mas is found in Arelata, “La Provence a
I"Exposition Coloniale. — Le Mas de Santo Estello,” Revue de Provence 91 (July 1906): 97-100.

12 Charles-Roux, Rapport Générale: Exposition Coloniale Nationale de Marseille (Marseilles: Barlatier,
1908), 225.
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have been recognized as a representation of olden days.'** Moreover, if the passing of
her ‘authenticity’ was made evident by an ethnographic display, her status as proof of the
‘real Provence’ would be undermined. Interestingly, contemporary accounts recognized
how foreign an ethnographic recreation of a mas would have seemed to visitors. It would
have been interesting and instructive, one reviewer stated, “tout comme on s’intéresse 4
la ferme Soudanaise ou au souch tunisien, qui sont des spécimens ethnographiques trés
réussis.”'>® Thus, it seems that even Provencal visitors would have needed a lesson in
what was supposed to be the ‘authentic’ culture of Provence. The Arlésienne in costume,
however, could evoke the myth without jeopardizing its status, which a more complete
reconstruction would have done.

Despite the similarities to the Paris mas, the Marseilles mas draws on a different
series of referents. In Marseilles, the mas was a small part of a larger presentation
emphasizing the classical origins of the region. Thus, the meaning drawn from this
reconstruction highlights the strength of that ‘primitive’ history which is shown to live on
in the present. It also underlines another spatial division between modern, urban
Marseilles, and rural inland Provence. The Arlésienne and the Félibrige celebrated here
were the sign of inland Provence. While there was an identifiable iconography of the
Marseilles fishwoman used in advertising at the time, she is nowhere to be found in this
exposition.'”® Provence, even in Marseilles, is associated with the interior, and with the

less modern aspects of the region. The fact that the mas was primarily a vehicle for the

'3 The scenes were: Cité des Baux, by Décanis, Place du Marché d’Aix by José Silbert, La tour sarrasine,
La ville des Félibres, Arles by Valére Bemard, Ste. Baume by Montenard, Martigues by Charles Vivés-
Apy, and Avignon Vieux Port by Casile.

' On displays of modern farming techniques and the provinces see Collet, 100-105.

1> Arelata, 98.

138 See Patrick Boulanger, “Des Marseillaises 4 1'Affiche (1860-1920),” in Marseillaises: Les femmes et la
Ville, ed. Yvonne Knibiehler et al, (Paris: Coté-femmes, 1993), 301-309.



115

dissemination of tourist brochures further suggests that the version of idyllic, picturesque

Provence seen here was as useful to Marseilles as it was to Paris.

Constructing a Regional Art History
Fine arts occupied a significant amount of space in both the Grand Palais de I'Exportation
and the Palais du Ministére des Colonies et des Beaux-Arts. Charles-Roux explained
their predominance stating: “Les Beaux-Arts occupaient a I'Exposition de Marseille une
place importante et justifiée; ils servirent a constituer au Champ du Prado une parure
élégante, originale; ils imprégnaient |’ atmosphére d’un charme tout particulier.”’ This
rather simplistic explanation, however, belies the complexity of their role. Most
significant in terms of creating a history of Provence was the much discussed Exposition
Historique de I'Art Provengal, held in the Grand Palais de I’Exportation, and which
consequently evoked the idea of ‘culture’ as one of the benefits France exported in its
‘mission civilisatrice." Yet this regional narrative was balanced by three thematically
linked exhibitions in the Palais du Ministére des Colonies et des Beaux-Arts which
focused not on Provengal art, but rather national art: a retrospective orientalist exhibition,
an exhibition of colonial artifacts, and an exhibition of contemporary art in a contest to
win a travel scholarship.

The Exposition Historique de I’Art Provengal was significant, and was discussed
in both the regional and national press.'”® The honorary presidents of the Provengal art
exhibition were, not surprisingly, Charles-Roux and Frédéric Mistral; however, it was

actually curated by Louis Milhau, an adjunct to the Fine Arts Administration, and

'*" Charles-Roux, Rapport Générale, 215.

128 See for example, Philippe Auquier, “L’Exposition Générale ¢’ Art Provengal 3 Marseille,” parts | and 2,
Gazette des Beaux-Arts 3d ser., 36, no. 590 (1 August, 1906): 161-172; no. 591 (1 September, 1906): 256~
263.
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Philippe Auquier, the curator of the Musée des Beaux-Arts de Marseille.'”” The
Chamber of Commerce had proposed a similar exhibition for the 1900 Paris exhibition,
but as we have seen, it did not fit into the narrative told in Paris. In Marseilles, however,
this section of the exhibition was essential to Charles-Roux’s depiction of Provence. The
show had 1,300 works dating from the earliest surviving Provengal art to the present day,
including both artists born in the region and those who worked in it."*° As instailation
photographs show, it was inclusive, bringing together fine and decorative arts, from
private and public collections (Figure 42). Divided into five rooms, roughly by period, it
showed oil paintings, watercolours, pastels, drawings, sculpture, china, furnishings,
ironwork, coins and medals. In contrast to the nationalist narratives told at the Paris
exposition and in the Colonial Pavilion, the regional show constructed a history of a
separate, Provencal race.

As Charles-Roux explained, the exhibit was arranged chronologically, “de
maniére 2 montrer le plus clairement possible comment les différentes branches de 1'art
avaient évolué en Provence.”' The exhibit as a whole, he concluded, “portait la marque
caractéristique de sa terre d’origine: elle dénotait de fagon éclatante combien le caractére
ethnique de nos anciennes provinces est indélébile, et elle constituait par 1a une trés

intéressante manifestation décentralisatrice.”"** Thus, for Charles-Roux, the exhibit

'* Sophie Biass-Fabiani, “Le fauvisme provengal, un mouvement introuvable,” in Peintres de la Couleur
en Provence, 1875-1920 (Marseilles: Réunion des Musées Nationaux, 1995), 181 states that Mistral and
Auquier curated this exhibition. All official accounts of the exposition state that it was Milhau and
Auquier, and some mention that Mistral and Charles-Roux were Honorary Presidents. She may have
concluded that Mistral curated the exhibition from accounts such as the anonymous review in Annales de la
Société d’Etudes Provengales 3 (1906):159, which gave only Mistral's name in connection with the
exhibition,

3¢ Charles-Roux, Rapport Générale, 221.

13! Charles-Roux, Rapport Générale, 222.

132 Charles-Roux, Rapport Générale, 224,
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manifested some essence derived from the soil of Provence that animated the art and was
proof of the distinct identity of the region.

Jeanne de Flandreysey, a friend of Charles-Roux and well-known writer, likewise
explicitly supported the exhibition of Provencal art, which she argued made the
Provengal spirit manifest. She says of Charles-Roux, “en groupant, en une sorte
d’apothéose la touche grasse, les moiteurs sensuelles d’un Fragonard, les lumiéres suaves
d’un Vemet, et ses pénombres amoureuses, les dessins noblement sévéres de Puget, il a
synthetisé, pour ainsi dire, I'ame provencale dans ce qu’elle a de plus fugitif et
d’éternel."*** This synthesis of works by local artists created a history of a separate art
tradition which, in tum, strengthened the sense of regional identity.

The eternal essence of Provence was attributed in the exhibition catalogue to
another key part of the myth of Provence and Provengal art: its connection to the classical
world. Ferdinand Servian began his study of Provengal art by going back to Greek and
Roman times since *“les Grecs et les Romains, en déposant sur notre sol les germes
fécondant de leur esthétique, forment la vision et développent les facultés de notre
race.”** Indeed, they encountered no other civilization so well disposed to use and
understand their art, he stated, since the line between Greek and Gallo-Greek is almost
impossible to draw. Moreover, “c’est par la Provence qu’il [1’art roman] a pénétré dans
notre pays.”">* Unlike other areas in which Greek and Roman styles intermingled, in the
Midi, Servian argued, Greek and Roman styles remained distinct. The inland regions

adopted Roman techniques, while Marseilles remained resolutely Greek; for Servian,

133 Jeanne de Flandreysey, “L Exposition Coloniale de Marseille — L’ Art Provencal a I'Exposition,” Les
Annales Politiques et littéraires 1206 (5 August 1906): 90.

'3 Ferdinand Servian, “Introduction: 1’Ecole Provengal,” Catalogue des Ouvrages exposés au “Grand
Palais " dans la Section de 1'Art Provengal (Marseilles: Moullot Fils Ainé, 1906), 30.
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these characteristics remain visible in Provencal art. Servian discusses the various
charges successive waves of foreign influences have had on Provencal art eventually
concluding:

vos brillantes qualités se sont, pour la plupart, peu a peu fondues avec la logique,

la clarté et le naturel qui caractérisent le génie frangais. Seul, le souffle de

I’antiquité semble encore passer sur le front lumineux de la Provence. Nos

sculpteurs qui, 4 I’heure actuelle, tiennent dans I’Ecole francaise une place trés

honorable, animent le marbre avec un ciseau grec. . . . Quant aux peintres, trop
longtemps insensibles 4 la magie ensoleillée des sites qu’ils avaient sous les yeux,
ils opposent aux mystéres confus du Nord, une note claire, harmonieuse et
chaude, dépourvue de cette exagération que leur prétent les observateurs
superficiels.'*®
In this account, the Provencal temperament merged with the qualities of logic and order
that give the French genius its pre-eminence. These characteristics, he states, are still
evident in contrast to northern painting."’

This show of Provengal spirit was linked to more than just cultural traditions. The
exposition was funded by both private initiatives and the municipality; it had not been
federally subsidized.'”® Charles-Roux stated that it was able to occur despite the fact that
“depuis un demi-siécle nos divers gouvernements ont systématiquement refusé de doter
Marseille d’un centre d’enseignement supérieur et ainsi privé sa population de |’élément
indispensable 4 sa vitalité intellectuelle.”" ? Despite the city’s lack of higher education
facilities, it still supported art and culture, he argued, as the art exhibit proved. For
Charles-Roux, the cultural autonomy proven by the exhibition was directly linked to

economic and political independence. He stated: “Je suis partisan convaincu de

135 Servian, 32.

136 Servian, 44-5.

137 For further discussion of the qualities ascribed to northern and southern temperaments, see Chapter
Four.

18 uSection de I’ Ant Provengal,”Guide officiel, 111.

1% Charles-Roux, Souvenirs du Passé, 482.
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1’autonomie des grands ports de commerce. — Je considére cette autonomie comme le
corollaire obligatoire de la décentralisation intellectuelle que je réclame.”** Thus, for the
organizer, the Exposition Historique de I’Art Provencal was an expression of intellectual
regionalism, which inherently led to more political aims.

The function of this display of the history of Provengal art can only be clear when
seen against the function of historical displays of art in the French nation as a whole.
While the Parisian history of art shown at the Centennial show denied and erased
difference within the French tradition, Charles-Roux and the Provengal exhibit sought to
create difference. Denying the teleological narrative of artistic precedents contributing to
the development of a French tradition, this exhibition sought to substitute a different
narrative, albeit equally constructed, of a Provengal tradition. This narrative legitimized
the Provencal people in the present by validating their past. Consequently, regional
identification with the nation was minimized. At the same time, this exhibit gave
Provence a history, and so removed it from the realm of the timeless Other, which had

been the dominant impression given in the Parisian exposition.

Constructing a Colonial Art History

In contrast to this regionalist narrative, the Palais du Ministére des Colonies et des
Beaux-Arts held three linked exhibits: an orientalist retrospective, works of living
orientalist painters, and a competition for young orientalist painters.'*" While these
exhibitions did not further Charles-Roux’s regionalist agenda, they were designed to
encourage support for colonialism. The section was overseen by Léonce Bénédite, who

was curator of the Musée du Luxembourg, which collected works by living French

149 Charles-Roux, Souvenirs du Passé, 490.
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artists. He advocated the purely aesthetic study of foreign cultures, but bluntly stated the
ulterior motive.

Ce rdle purement artistique comportait, comme corollaire, une mission de

propagande. Si |’Orient reste toujours pour nous le pays de I'immuable, du

mystére et du réve, s’il continue i exercer la séduction inépuisable de sa lumiére
et de son ciel, ce magique décor des Mille et une Nuits ne nous cache pas les étres
vivants, citoyens naturels de vastes empires qui portent au fond des sables

brilants et de mers lointaines les frontiéres de la patrie. Tout en restant fidéles a

leur idéal étroitement pittoresque les orientalistes ne pouvaient oublier que ce sont

les littérateurs et surtout les artistes qui ont le plus contribué a faire pénétrer dans
la foule les formes et les mceurs de I'Orient, a lui 6ter chaque jour son caractére
exceptionnel et inusité, a ’acclimater enfin parmi nous.'**

Bénédite thus underlines the importance of art in the colonialist project.

The Exposition Rétrospective artistique included many major painters of the
nineteenth century. The surprisingly avant-garde nature of this exhibition is undoubtedly
due to the curator of this section, Gaston Bernheim Jeune. Romantic orientalists such as
Alexandre-Gabriel Decamps, Eugéne Delacroix, Jean-Léon Géréme, Théodore
Chassériau, Eugéne Fromentin, and Horace Vernet were well represented. These
“orientalistes d’hier. . . serviront donc d’exemple aux nouveaux orientalistes.”'* More
modern works included were Edouard Manet’s La Négresse: Etude pour Olvmpia (Figure
83),'* and two pictures of Algerian women by Pierre-Auguste Renoir.'** Two paintings

by Paul Gauguin were shown: La Martinique and Paysage a Tahiti.'*® Thus, the modern

14! Charles-Roux appointed the official painter to the Ministry of the Colonies, Louis Dumoulin, as overall
head of these exhibits; however Bénédite seems to have been the dominant figure.

4 Bénédite, LII.

3 Charles-Roux, “Nos Expositions,” xxiii.

'* The catalogue only lists artist, title and owner, so it is difficult to determine exactly what was shown.
Although Denis Rouart and Daniel Wildenstein, Edouard Manet: Catalogue raisonné 2 vols., (Lausanne
and Paris: Bibliothéque des Arts, 1975) do not list this exhibition, the title and provenance suggest this was
the painting shown.

"5 Renoir showed Téte d 'Algérienne, Féte du camp, which belonged to Monet, and Téte d Algérienne,
which belonged to Jules Strauss.

16 Georges Wildenstein, Gauguin, vol. | (Paris: Editions des Beaux-Arts, 1964) does not include this
exhibition in any exhibition lists. Examination of provenance reveals that, since Bernheim Jeune is listed
as the owner of Paysage a Tahiti, it was likely Wildenstein 503, Tahitiennes prés d'un ruisseau (1893, oil
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exhibit would also have reinforced the colonial theme with its depictions of colonial
subjects. The avant-garde nature of these works notwithstanding, the overall narrative
would have emphasized, as Charles-Roux intended, that “chaque fois que 1a France a
tenté un effort 3 I’extérieur, il s’est trouvé des peintres pour écrire les phases de ses luttes
et consacrer sa gloire.”"*’

A third section, the Exposition historique, sought to “faire revivre sous les yeux
du visiteur”'*® the history of France’s colonial expansions through historic objects, works
of art and bibelots. Called a sort of “annexe du musée Carnavalet de Paris,”* this
section held predominantly military items arranged by geographic area. As examples of
the objects, the sword of a famous French general from the siege of Tonkin, souvenirs
from the Algerian campaigns, and the flag of Fachoda were all displayed. It showed
busts of Gambetta and Ferry, both of whom had supported imperialism, busts of generals
of many military expeditions, and statues of the “morts glorieux” as well as “les
souvenirs plus récents des campagnes d’ Afrique, de nos prises de possession successives
de la Tunisie, de I'Indo-Chine, de Madagascar et de noire vaste domaine de I’ Afrique
Occidentale.”"*® Historical exhibitions such as this were not particularly uncommon at
this time; however, the care with which their interpretation was circumscribed certainly
was.

The official guide explained the items and their significance to France’s colonial

expansion, often in some detail. This kind of interpretative explanation was extremely

on canvas, 73 x 92 cm, private collection); it could also have been Wildenstein 568, Te Pape Nave Nave
Eau Délicieuse (1898, oil on canvas, 73 x 92 cm, private cellection, Chicago), although the landscape
description makes the former more iikely.

4" Charles-Roux, “Nos Expositions,” xxiv.

1% Charies-Roux, “Nos Expositions,” xxv.

% Guide officiel, 29.

'%% Charles-Roux, from “Nos Expositions;” quoted in Guide officiel, 30.
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unusual at the time since catalogues for both art and historical exhibitions aimost never
gave contextual explanations beyond the artist, title, and date. Indeed, the catalogues for
all the art exhibits were printed together, and this is the only one to have received such
detailed commentary. The display of objects belonging to Béhanzin, the King of
Dahomey, was accompanied for example by text stating: “Nous avions un réle de
civilisation et d’intérét en méme temps qu’un réle d’expansion a remplir.”*' The reason
this commentary was seen as necessary is clear given the political atmosphere toward
colonialization in 1906. Although there is virtually no other sign of it in the exposition,
or even in the Marseilles press, there was widespread horror at recently revealed

152 The viewer was left much room for

atrocities by the colonialists in the French Congo.
individual interpretation in the purely artistic exhibits, but it seems the meaning of these
objects had to be specified.

The final exhibit of this series, the Exposition du Concours des Bourses de
voyage, contained only works of artists less than 45 years old, and offered financial
assistance for selected artists to “aller étudier aux Colonies les vives couleurs, les tons

chauds, les jeux de lumiére qu’ils n’ont fait qu’entrevoir ici.™*

The prize money came
from the ministries of Colonies and Public Instruction as well as the sub-department of
Beaux-Arts and the governors of the colonies.'** So, while the government did not fund

the Provengal exhibition, it did support the broader colonialist project.

'*! Boulland de I’Escale, “Catalogue de I'Expostion Historique,” Notice Officielle et Catalogue des
Expaositions des Beaux-Arts (Paris: Moderne Imprimerie, 1906), 15.

12 The contributions of anarchist artists such as Kees van Dongen, Frantiek Kupka and Pablo Picasso to
the debate about colonialism have been examined by Patricia Leighten, “The White Peril and I'art négre:
Picasso, Primitivism and Anticolonialism,” 4rt Bulletin 72, no. 4 (Dec. 1990): 609-630.

53 Guide officiel, 30.

** Dumoulin, “Aux Futurs Coloniaux,” LXIIL
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The art exhibitions contained within the Palais du Ministére des Colonies et des
Beaux-Arts were in keeping with the artistic project of orientalism, which went hand in
hand with the colonial conquest. Despite the common interest in furthering the
colonialist cause, however, the regional artistic displays had a rather different agenda.
Often portrayed in an exoticist manner similar to the colonies, Provence was here shown
to have its own artistic traditions; the need to demonstrate these evidently outweighed the
purely propagandistic aspects of the colonialist project.

This examination of the representations of Provence at the Paris Exposition
Universelle de 1900 and at the Exposition Coloniale de Marseille, 1906 underlines the
spatial and temporal roles created in expositions. It is apparent that Marseilles tried to
reconfigure its place within the nation using art exhibitions and other tools to emphasize
that the region 100 had a history. The Exposition Coloniale also used the sense of
nostalgia brought out by Arlésienne costume, vernacular architecture, and picturesque
landscape to suggest the continuation of that tradition in the present. Charles-Roux used
the well-established techniques of the central government--the isolation of art as a
civilizing discourse--to assert a unique place for Marseilles, the Port of the Orient,

between colony and capital.



CHAPTER THREE:

SELLING PROVENCE: TOURISM, POSTERS AND LANDSCAPE

INTRODUCTION

Advertising posters are a largely unexamined source in French cultural politics, yet they
were central to the development of tourist imaginings of the nation and the region. The
democratization of tourist travel to France’s Mediterranean coast from 1880 to 1914
significantly affected the ways in which the region was imagined. This chapter will show
that, alongside the political centralization taking place during the Third Republic, the
tourist discourse was influenced by governmental programs designed to encourage a
national knowledge of the diverse regions of France. The Provengal regionalist
movement opposed this centralizing political system, but supported tourism, partly for
economic reasons. More importantly, however, Provengal regionalists believed that
displaying their region for the tourist gaze would encourage a renewed regional pride and
consequently aid the longed for Provencal renaissance. Thus, tourism in the Third
Republic was integral to the creation and maintenance of both national and regional
identities. Promoted by the national government as a means of increasing national
sentiment, tourism was also encouraged within Provence by local elites as a means of
resistance to Parisian hegemony.

The posters that helped shape this discourse from the 1890s initially appealed to

older paradigms of tourist travel, such as the aristocratic winter visit. Quickly, however,
124
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the industry responded to the changing market by developing posters portraying the
‘natural landscape,’ or the tourist surveying the view. Locally created posters often
focused on the unique cultural traditions of the region. Thus, regional identity was
negotiated in the public sphere of advertising in a discourse of nation and region, tourist
and native. This self-definition as other may seem paradoxical, but within the context of
resistance to Parisian hegemony and national uniformity, the strategy aimed to revive

local culture.

Ideology of Landscape
As recent analyses have shown, the category ‘landscape’ is inevitably an ideological
construct--a way of perceiving on the part of the viewer--and this fact underlies my
investigation of the tourist landscape and its representations.' Nicholas Green’s ground-
breaking study considered the wide variety of media in which the landscape discourse is
constituted; he shows that the experience of modern Paris was an essential factor in the
development of the bourgeoisie’s interest in ‘natural nature.”> This chapter examines the
new taste for ‘natural nature,’ and relates it to the new way of conceptualizing the
landscape as a symbol of national identity.

Painting was an important medium for the conceptualization of the French

landscape, and its value to the nation was much discussed as the nineteenth century drew

! For an excellent critique of examinations of Fauve landscapes that do not recognize the ideological
component of landscape imagery, see Roger Benjamin, “The Decorative Landscape, Fauvism, and the
Arabesque of Observation,” Art Bulletin 75, no. 2 (June 1993): 295-316; and Denis E. Cosgrove, Social
Formation and Symbolic Landscape (London and Sydney: Croom Helm, 1984) provides a useful
historicizing of the concept of landscape.

* Nicholas Green, “Natura naturans: the formation of an urban vision,” Part II in The Spectacle of Nature:
Landscape and bourgeois culture in nineteenth-century France (Manchester: Manchester University Press,
1990), 67-126.
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to aclose’ Acceptance of landscape as a genre, previously seen as one of the lower
orders of painting within the academic hierarchy, was widespread by then. Even
provincial museums, traditionally slow to accept change, had embraced landscape as a
worthy art form.* It was also beginning to be recognized as an important part of the
French artistic tradition. In his 1894 history of landscape painting, Raymond Bouyer
called for a historical exhibition of French landscape painting, as well as a permanent
museum exclusively devoted to landscape painting, which would better showcase the
genre’s continuing relevance to the nation.” Bouyer cites a precedent for this idea, the
proposal by Paul Mantz and Paul Guigou for an exhibition of “la géographie artistique de
la France enseignée par ses paysagistes défunts ou vivants™ at the 1889 Exposition
Universelle.’ Landscape painting was seen, by Bouyer and others, as a means of teaching
citizens about the geography of France, but it was not painting alone that would be put to
this use.

The Ministére de I'Instruction Publique decided in 1900 to “envoyer a des écoles
élémentaires des tableaux en couleur représentant des paysages de la France et des
reproductions des principaux monuments de notre art nationale.™ Significantly, it was
not just historically or artistically sanctioned monuments that would be sent to the

schools, but images of France’s landscapes themselves that were seen as educational and

> Stephen Daniels, Fields of Vision: Landscape Imagery and National Identity in England and the United
States (Princeton: Princeton University Press, 1993) shows that in the British case, one of the principal
functions of landscape imagery is to accommodate both national and regional identities.
* Daniel J. Sherman, Worthy Monuments: Art Museums and the Politics of Culture in Nineteenth-Century
France (Cambridge, MA: Harvard University Press, 1989): 147, 198-200.
: Raymond Bouyer, Le Paysage dans ’Art (Panis: L’ Artiste - Revue de Paris, 1894), 75.

Bouyer, 78.
7 Paul Maryllis, “Les Paysages de France,” La Cigale year 25, no. S (April 1900): 79. See Michael Orwicz,
“Anti-Academicism and State Power in the Early Third Republic,” 4rr History 14, no. 4 (December [991):
574-77 on an earlier scheme to use visual culture to inculcate state values within education.
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‘national.’”® In La Cigale, the Parisian journal of writers and artists from the Midi, Paul
Maryllis applauded the decision asking, “quoi de plus propre a exciter I'intérét et
I"enthousiasme des enfants que la vue méme de notre pays?™ The children, suggested
Maryllis, would feel forgotten instincts arise in themselves, would experience a rise in
aesthetic sentiment, and would, moreover, experience “le sens profond de I'histoire, de la
chaine qui relie I'une a 1’autre, a travers les ages, toutes les générations d’'une méme
patrie.”'® Maryllis suggested “par I'image, sinon par la vue directe, faisons-nous une
histoire, une géographie vivante,”"! calling for an artistic display of France’s geography
shown in landscape painting. He poetically evoked the benefits.

Imaginez une exposition de notre France avec les tableaux de Rousseau, de Corot

etc. Quelle révélation et combien on |’aimerait ce pays que, par |'enchantement

de ses artistes, on trouverait si séduisant et si beau. . . . Donnons a notre pays toute

I’attention qu'il mérite. . . . Devant la physionomie animée de notre France, nous

nous sentirions plus attachés a sa terre, a sa race, a ses coutumes. "

It was believed that images of the landscape would root the people in the land and unite
the nation.

Maryllis moved from discussing the use of representations of French countryside
to the issue of the land itself. He argued, “si nos paysages de France, si nos sites
historiques, peints ou réels, ont un tel attrait et une telle puissance d’évocation, c’est donc
un crime d’y toucher.”"* While the government had long recognized the importance of

preserving historic sites and monuments, said Maryllis, it had not yet understood the

importance of preserving picturesque scenery for its own sake. Furthermore, he

® Richard Brettell, “The Fields of France,” in 4 Day in the Country (Los Angeles: Los Angeles County
Museum of Art, 1984), 241-247 discusses how the ideology of plentiful land in Impressionist painting
corresponded to a nationalist ideology.

? Maryllis, 80.

1 Maryllis, 80.

'! Maryllis, 81.

' Maryllis, 81-2.



128

complains about the fact that even in the most remote region of France, just as in the
large cities, “1’affiche aux tons criards vous gite dans sa fleur la plus douce émotion.”"*
For Maryllis, this visual polluting of the countryside by modern advertising must be
stopped, and so he supports the idea of a society for the protection of landscape. His
complaint that there should not be posters blocking the view reveals much about the
prevailing ideology of landscape. First and foremost, it is believed to be a national entity
and a right of citizens. Moreover, landscape had to exclude those obvious markers of
modernity, posters, which were quite acceptable in cities and even gave them much of
their vibrancy."” The French landscape to be preserved was rural and untouched by
modernity.

Charles Beauquier, a deputy from Besan¢on, spearheaded the campaign to create
laws protecting historic sites and landscapes. In 1903, he formed the Société pour la
protection des paysages.'® His call for the protection of landscape sites underscores the
very urban nature of the landscape movement. In an article in the Parisian regionalist

journal Mouvement Esthétique, Beauquier discussed the supposed lack of aesthetic

appreciation by primitive and rural peoples for landscape, saying:

3 Maryllis, 80.

' Maryllis, 81.

'5 Landscape painting had generally excluded signs of modernity, as Robert Herbert points out in his “City
vs. Country: The Rural Image in French Painting From Millet to Gauguin,” Artforum 8 (1970): 49; Herbert
cites Castagnary attacking the Jeanron’s inclusion of a telegraph wire in a landscape painting; Castagnary
asked: “why this electric telegraph? What does it signify, [ don’t mean in this painting, but in any painting?
What is there in common between this brass wire, this utilitarian industrial product, and landscape, which is
the seeking and expression of beauty in nature? It is no »

'8 L *Action Régionaliste 2 (February 1903): 43; Richard Thomson, Monet (o Matisse: Landscape Painting
in France, 1874-1914 (Edinburgh: National Gallery of Scotland, 1994), 19, briefly discusses this society
comparing it to the creation of the National Trust in Great Britain, however, he sees the context as
paradoxical, while [ do not; he concludes, “In the very decade betore 1914, when avant-garde painters
subjected landscape motifs to extremes of chromatic experimentation and formal fragmentation,
paradoxically conservation of the natural landscape was being advanced by regional notables with
connections in the cultural establishment.”
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Les peuples primitifs, plus prés de leur berceau, et dont la vie peu compliquée se
rapproche de 1’animalité, n’ont pas le sentiment du Beau dans le Paysage. Le
villageois qui vit dans les champs au milieu des beautés naturelles reste
indifférent, ou a peu prés, a leurs plus éblouissantes manifestations. Dans le plus
bel arbre du monde, il ne verra qu'un nombre déterminé de métres cubes de bois
a briler ou de poutres pour la construction.'”
Stating that neither the middle ages nor antiquity had appreciated landscape, Beauquier
pointed to the very modern nature of his conception of natural landscape when he
concluded: “Il faut arriver aux temps modernes pour saisir le sentiment du Beau naturel
dans tout son épanouissement.”"® Beauquier argues that it is the urbanite’s modern
sentiment that can appreciate landscape beauty, and neither the primitive nor the rural
dweller who, as we have seen, was constructed as living in a different time, had this
aesthetic faculty. Consequently, he concludes, it must be protected from these peoples
who use the earth and only see in it an economic interest. It must also be protected from
the other encroaching enemy: industrialization. Both enemies see only economic value in
the land, and Beauquier’s unspoken assumption is that landscape exists outside the realm
of the commodity; as with art, recognizing landscape is evidence of disinterested taste."®
Beauquier found it necessary to create what we would now call a lobby group to protect
landscape. For Beauquier, the beauty of landscape was just one aspect of its relevance.
Its destruction is further shameful to France because the nation’s “beaux sites” were the
“inspirateurs de son génie artistique.™® Thus, Beauquier’s campaign to save the natural

beauties of France linked them to their representation in France’s cultural heritage as

'7 Charles Beauquier, “Pour 1a Protection des Paysages,” Le Mouvement Esthetique 2 (15 March 1902): 22.
'8 Beauquier, “Paysages,” 22.

' On the idea of disinterested taste as part of the hegemony of class, see Pierre Bourdieu, Distinction: 4
Social Critique of the Judgement of Taste, trans. Richard Nice (Cambridge, MA: Harvard University Press,
1984); on atitudes towards commodification of landscape in United States, see Dona Brown, Inventing
New England: Regional Tourism in the Nineteenth Century (Washington and London: Smithsonian
Institution Press, 1995).

* Beauquier, “Paysages,” 22.
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something outside of commodification, that was essentially rural, and that must now be
left in a ‘natural’ state.

The activities of the Société pour la protection des paysages were widely reported
in the regionalist press, and the Société can be seen as another aspect of the regionalist
movement. Beauquier was a prominent figure within the Fédération Régionaliste
Frangais (FRF), and wrote of the need for constitutional reform compatible with more
democratic government structures in the association’s journal.?! He argued: “République
et centralisation sont une véritable antinomie. La République doit se distinguer de tous
les régimes autocratiques par ce fait essentiel que ce n’est pas le pouvoir exécutif qui doit
gouverner la nation, mais la nation qui doit se gouverner elleméme.” In other articles,
Beauquier distanced himself from the fanatical nationalism that had co-opted the
decentralist discourse after the turn of the century.” In so doing, he further strengthened
the link between regionalism, federalism, and the development of a state policy of
appreciating landscape.**

In 1906, many regionalists applauded the creation of a new law, undoubtedly
precipitated by Beauquier’s lobby group, for the protection of both sites and monuments
having artistic character. The Annales de la Société d’Etudes Provengales reported:

Soucieux de la conservation des sites et des monuments de France les plus

recherchés pour leur beauté naturelle ou pour leur valeur artistique, le Parlement

vient d’adopter une loi dont le texte a été promulgué le 24 avril 1906 et qui a pour

but de constituer dans chaque département une commission des sites et
monuments naturels de caractére arnsthue

*! Beauquier, “Un constitution décentralisatrice,” L 'Action Régionaliste Year 4, no. 3 (May 1905): 2-6.

= Beauquier, “Décentralisatrice,” 6.

f’ Beauquier, “Patriotisme et Décentralisation,” L 'Action Régionaliste year 4, no. 7 (September 1905): 133.
* Beauquier cites as among the founding members of the Société pour la protection du paysage: Jean
Aicard, Mistrai, (both prominent Félibrige), the art critic Jean Lahor and the painter Jules Breton.

3 Annales de la Société d'Etudes Provengales 3 (1906): 237.
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This newly proposed law was seen as decentralizing by André Hallays in the Revue
Universelle.”* Moreover, Hallays linked the creation of regional preservation societies to
the newly developed syndicats d’initiative, which he thought would help in the necessary
preservation since the syndicats were beginning to realize that “de beaux chateaux, de
belles églises, de beaux rochers, de belles futaies sont des sources de revenu.”’ While he
was skeptical that this alone would bring about a provincial renaissance, he nevertheless
found it a happy coincidence that commerce and aesthetics had the same beneficial goal
of preserving the nation’s views.

There was, then, a widespread interest in the power of landscape images of
France, and both the landscape itself and representations of it were seen as valuable
assets to the nation. Widespread belief in the pedagogical qualities of landscape spread
from the Minister of Public [nstruction, as shown by his decision to send images not just
of monuments but also of landscapes themselves to every school in France. Furthermore,
this interest was widespread among politically active regionalists such as Deputy
Beauquier, and was well supported in regionalist publications. Essential to this definition
of the importance of landscape preservation is its urban sensibility, which is especially
evident in the definition of the countryside as something that should not include visible
signs of modernity. Furthermore, while the land itself was essential to ideas of
landscape, so was its re-creation in painting and the distribution of this ‘way of seeing’ to
all the citizens of the nation. Landscape around the turn of the century was thus part of a
national heritage, and tourists were encouraged to regard landscape as a symbol of the

national patrimony.

* André Hallays, “Le Défense des monuments et des paysages de la France,” Revue Universelle 115 (1
August 1904): 423.
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Conceptualizing Tourism

The history of tourism in the nineteenth century shows a democratization of the
industry.® What had, at the beginning of the century, been the exclusive domain of the
wealthy became, by the end of the century, an activity to which the middle classes could
aspire.”® This democratization brought other changes. Tourists in Provence at the
beginning of the century were usually spending the winter at a coastal resort, such as
Nice or Hyéres, where it was thought the climate and rest would provide a healthful
respite from diseases such as tuberculosis. These tourists were likely little interested in
much activity, nor would they have been interested in seeing the rest of the region, which
was thought of as a primitive, even dangerous, backwater.’® Jules Michelet, for example,
in his Tableau de France, famously referred to the south as nothing but a “pays rude.™'
After the arrival of the raiiroads, Provence became better known, and a more active
tourist was also inclined to spend the winter in a slightly expanded range of similar
resorts which were beginning to develop activities such as casinos and other
entertainment.’> By the 1880s, there was a noticeable change from a tourist primarily
concered with health to a more fashionable or mondain tourist.> The formerly
aristocratic preoccupation with health through clean air and rest gave way to a tourist

more interested in an active holiday that involved seeing and being seen by fellow

% Hallays, 423.
3 Scott Schaefer, “The Retreat from Paris,” in 4 Day in the Country, 299 atributes the “intense yeaming”
geople had for the countryside to industrialization.

For a brief outline of the history of French tourism, see Marc Boyer, Le Tourisme (Panis: Editions du
Seuil, 1972), 133-148.
® Maurice Agulhon and No& Coulet, Histoire de la Provence (Paris: Presses Universitaires de France,
1993), 107-113 discuss the changes in tourist perceptions of Provence.
> Quoted in Agulhon and Coulet, 109.
’2 On the development of Nice and the effects of tourism on its urban planning, see James C. Haug, Leisure
and Urbanism in Nineteenth-Century Nice (Lawrence, Kansas: Regents Press of Kansas, 1982).
¥ Boyer, 140-143; and Haug, 48-9.
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tourists. This second-generation tourist, to use Haug’s terminology, was more interested
in visible luxury consumption than private relaxation, which led to a corresponding shift
from accommodation in relatively modest private villas to lodging in highly visible
opulent hotels, from quiet promenades to more structured entertainment found in
casinos.** Tourism continued to grow until World War I, especially after 1892 when
round trip excursion rates began to be used.’* A scenic tour of a number of vacation
spots became increasingly available to larger numbers of people. Agulhon and Coulet
suggest a third stage, when the region became known and appreciated for its nature.’
Certainly, the publication of Stephen Liégeard’s La Céte d'Azur in 1887, where the
coastal region of Provence was first given this evocative nickname, was both influential
in promoting the new tourism and also indicative of a shift taking place’’ This was also
the period when the region begins to control its own image through the development of
syndicats d’initiative, which promoted a particular vision of Provence.

Recently, more theoretical considerations of tourism have further nuanced the
understanding of the importance of tourism in modern society. Dean MacCannell’s
seminal work The Tourist argued that tourism is a significant structure of modern life that

is fundamentally a quest for the ‘authentic.”*®

This quest seeks to create wholeness in
fragmented modernity by locating authenticity in others: other places, other peoples, or
other times. Although MacCannell does not problematize authenticity, the concept has

been much discussed in other forums. The notion of authenticity has usually relied on a

™ Haug, 49 and passim.

5 Paul Goujon, Cent Ans de Tourisme en France (Paris: Cherche Midi, 1989), 26.

*¢ Aguthon and Coulet, 110.

37 Stephen Liégeard, La Cite d’Azur (Paris: Maison Quantin, 1887); for an impressionistic survey of
French literature discussing the region see André Merquiol, La Cote d’Azur dans la Littérature Frangaise
(Paris: Editions Jacques Dervyl, 1949).

3% Dean MacCannell, The Tourist: A New Theory of the Leisure Class (New York: Schocken Books, 1976).
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definition of culture as totally isolated from other cultures, especially that of the viewer,
so that the viewer’s very presence makes the culture less authentic. This results in a
freezing of ‘authentic’ cultures at some point in the past, in 2a mythical time of
changelessness.”” MacCannell’s structuralist argument has been criticized for overstating
the determining nature of the structure of modern life on the tourist (seen as monolithic)
and for not recognizing that the role of tourist and toured are not mutually exclusive.*

He can also be critiqued for ignoring historical changes within the modem era. His
elaboration of a search for authenticity as an essential part of tourism has been refined by
later writers, such as John Urry and James Buzard, who each suggest authenticity as the
goal of some kinds of tourism.

Urry's more historical analysis similarly shows the importance of tourism as a
phenomenon in modern society. Recognizing the diverse kinds of tourism, he
nevertheless maintains that tourism is a structure of difference, and the tourist gaze
“presupposes a system of social activities and signs which locate the particuiar tourist
practices, not in terms of some intrinsic characteristics, but through the contrasts implied
with non-tourist social practices.”™' Consequently, tourist practices must be historically
located. Where MacCannell locates the central feature of tourism as a quest for

authenticity, Urry instead conceptualizes it as a perceived difference between the

* For the concept of authenticity see Lionel Trilling, Sincerity and Authenticity (Cambridge: Harvard
University Press, 1972); Sally Price, Primitive Art in Civilized Places (Chicago: University of Chicago
Press, 1989) remains a deceptively simple analysis of the complex issues; see also Regina Bendix, In
Search of Authenticity: The Formation of Folklore Studies (Madison: University of Wisconsin Press, 1997).
* For criticism of MacCannell, see Erik Cohen, “Sociology of Tourism,” Annual Review of Sociology 10
(1984): 373-92; John Urry, The Tourist Gaze: Leisure and Travel in Contemporary Societies (London:
Sage, 1990), 8-11; James Buzard, The Beaten Track: European Tourism, Literature and the Ways to
Culture, 1800-1918 (Oxford: Clarendon Press, 1993), 5-6; and the very useful historiography by Tom
Selwyn, “Introduction,” in The Tourist Image: Myths and Myth Marking in Tourism, ed. Tom Selwyn,
(London: John Wiley and Sons, 1996), 1-32.

41 Urry, 2‘
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everyday and the extraordinary, which might involve seeking authenticity.* Urry
underlines how visual an experience tourism is, and how structured this gaze is as a way
of seeing and conceiving that must be learned.*® Urry also makes a useful distinction
between tourists with a ‘romantic gaze’ in contrast to those who prefer a ‘collective
gaze." Romantic tourists value intense personal emotional experience, which they often
find in nature.** This romantic gaze values privacy, solitude and often constructs “a

"5 Thus, the romantic

personal, semi-spiritual relationship with the object of the gaze.
gaze often sacralizes nature. At the other end of the tourist spectrum is the ‘collective
gaze,” which relies on large numbers of other tourists who, by their presence, confirm the
value of the place being visited.

Buzard’s study of tourism in literature reveals that a dominant trope of travel
writing contrasts inauthentic ‘tourism,” which is that of virtually everyone else, with
one’s own ‘travels,’ perceived as more authentic. Much like Urry’s conception of the
romantic tourist, Buzard’s ‘anti-tourist’ constructs his or her “own cultural experiences as
authentic and unique, setting them against a backdrop of always assumed tourist
vulgarity, repetition and ignorance.™® Buzard differs from Urry in that he is more
concerned with the tourist’s self-representation in literature than the actuality of tourist
travel. His analysis shows how dominant the trope of the anti-tourist is in nineteenth-

century literature, and it can be applied equally to visual representation. Robert Herbert

has critiqued both Urry and Buzard, however, by pointing out that tourists assume

£ Uy, 11.

* Uy, 11-13.

“ Urry, 20, 45, and passim.
* Urry, 45.
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different guises during their travel, sometimes perceiving their travels as inauthentic and
sometimes authentic, for example.*’

Similarities between tourism and art within capitalism have been suggested by
Dona Brown'’s study of nineteenth-century tourism in New England.*®* Brown argues that
the ideology that constructs separate spheres outside the market system for art functioned
in an analogous way with tourism.** While some aspects of tourism are clearly
commodified, such as hotels, other aspects, such as viewing the landscape and the Folk,
are seen as outside the commodity system. Brown shows that the tourist industry
paradoxically marketed itself by emphasizing these intangible aspects. Tourists, in turn,
did not see themselves as consumers but as sensitive lovers of scenery. As Brown
concludes, “in spite of how scenic tourists saw it, tourism did not protect nature from
commercialization; it intensified the commodification of both art and nature.”® The
visual culture produced by this discourse of landscape and the commodification of travel
was an essential part of the American way of seeing New England. Brown'’s study
further shows that New England, which was formerly envisaged as a hive of industry,
came to be seen through sentimental eyes. It became “a mythic region called Old New
England - rural, preindustrial, and ethnically ‘pure’ — a reverse image of all that was most

unsettling in late nineteenth-century urban life.”*!

This version of the region was highly
selective, ignoring the large urban centres that were integral to the region. In touristic

viewing, Brown shows, the imagined world of pastoral beauty was an escape from the

*" R. Herbert, Monet on the Normandy Coast: Tourism and Painting, 1867-1886 (New Haven and London:
Yale University Press, 1994), 4.

** Brown, 5-6.

* Brown, 5-6.

% Brown, 13.

5! Brown, 9.



137

conditions of modemn industrial life.”* The ideology of tourism was very similar in
Provence, although I am particularly interested in how local inhabitants actively
participated in the mythification of the region.

The importance of tourism in the making of modern art has recently come to the
fore. Robert Herbert has shown that Claude Monet’s images of the Normandy coast are
generally devoid of signs of the very tourism that brought him to the site and furthermore
provided an audience for his work.” Thus, these works support the contradictory
position of tourists, who arrived thanks to a well-developed commodified network,
believing themselves to be experiencing a solitary, mythic communion with the land.
James Herbert’s work similarly considers the relationship between tourism and painting
for the later generation of Fauve painters, linking the ideology of tourism to what he calls
their neo-naturalist aesthetic.** Both these important works are primarily concerned with
the way that what was considered ‘high art’ responded to nature, and neither give much
consideration to the general discourse on landscape.” Both consider the sublime and the
picturesque, but neither seriously consider the broader categorizing of landscape that was
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occurring at the national level.™ In the next chapter, [ will examine fine art responses to

landscape discourse but, here, I concentrate on posters. Posters remain little known; but

52 Brown, 9.

33 R. Herbert, Monet on the Normandy Coast, 1, 6-7.

5 James D. Herbert, Fauve Painting: The Making of Cultural Politics (New Haven and London: Yale
University Press, 1992).

%3 I use the term “high” or “fine” art with caution; although this categorization is replete with hierarchies
that, I believe, hinder historical analysis, it had clear meaning in the period I am discussing, and when I use
the term, I signal that historical category rather than an evaluative one.

36 R. Herbert does briefly consider some guidebook images, primarily to show that Monet painted sites that
had been previously depicted, but does not consider them as part of a changing and active process of seeing
and representing; J. Herbert brietly considers tourist guidebooks and some postcard images; I go into
turther detail about tourism, *high’ art, and artists in Chapter Four.
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these self-consciously artistic representations prepared tourists (and artists) for the

landscapes they were about to see.

ADVERTISING PROVENCE

An examination of some of the posters produced to promote the region, many by the
railway Paris-Lyon-Méditerranée (PLM), reveals some of the stereotypical images that
were well established, as well as new ones that came into vogue around the turn of the
century. By the 1890s, in addition to their advertising potential, posters were being
recognized as artistic, and books such as Roger Marx’s five-volume Les Maitres de
{’Affiche published between 1896 and 1900 signal their increasing popularity. The rising
status of the poster had also been signalled when the 1889 Exposition Universelle
exhibited posters and at the 1900 exhibition, which held a retrospective of the
acknowledged poster master Jules Chéret’s work.”” Furthermore, annual salons for
lithographs and posters, such as the Salon des Cent, also developed in the period.® PLM
posters of the south of France were singled out as particularly artistic in the popular
weekly illustrated supplement to Le Petit Parisien, which stated:

Depuis quelques années, certaines affiches sont devenues de véritables chefs-

d’eeuvre artistiques. Les collectionneurs sont venus et les affiches rares ont atteint

des prix que bien des tableaux n’obtinrent jamais. . . Il ne pouvait choisir mieux

que les splendides dessins que la compagnie des Paris-Lyon-Méditerranée vient

de faire paraitre.”
My examination of these posters shows, however, that it was not only Parisians who were

keenly interested in the PLM posters.

57 Daniéle Giraudy, L ‘Affiche (Marseilles: Musée Cantini, 1967).

*® An 1891 exhibition by Les XX is said to have been the first to exhibit painting and posters together,
Word and Image: Posters from the collection of The Museum of Modern Art (New York: Museum of
Modem Art, 1968), 15.

%% “Nos Gravures — L' Ant sur les Murs,” Le Petit Parisien Supplément Litteraire Mustré 193 (Lundi 30
Juillet 1894), 247.
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Since the early chroniclers, advertising posters have not been subject to much
serious scrutiny. As Robert Goldwater has shown, colour lithography, popular in the first
half of the nineteenth century, declined in popularity until it was revived in a commercial
context. Indeed, artists such as Pierre Bonnard and Henri de Toulouse-Lautrec both first
used colour lithography for advertisements, and later used the medium in what was
considered fine art.** Goldwater concludes:

There is here, then, a situation which clearly indicates the influence of the

commercial poster upon the revival of ‘artistic’ color lithography, and points to

the commercial developments of the eighties as the foundation of the artistic
successes of the nineties and the renewed interest in work of smaller format and
more intimate expression. And then, in retroactive fashion, the commercial poster
is itself regarded as a work of art, and is pulled in limited editions avant /a lettre
for the connoisseur and collector.®"
In general, the focus has been on individual poster designers such as Toulouse-Lautrec or
Chéret, or on non-commercial lithographs.** Consequently, while their works might be
well known, there has been no larger study of the iconography of posters from the late
nineteenth century, and recognition of their importance in the visual field remains largely

limited to the depiction of Parisian dance halls.*® Indeed, an astute critic in 1895

recognized this uneven coverage when he wrote: “To tum from music-halls to the great

* Robert Goldwater, ‘L' Affiche Moderne': A Revival of Poster Art After 1880," Gazette des Beaux-Arts
22 (1942): 173-82.

*' Goldwater, 182.

52 See the exhibition catalogue by Ebria Feinblatt and Bruce Davis, Toulouse-Lautrec and his
Contemporaries: Posters of the Belle Epoque from the Wagner Collection (Los Angeles: Los Angeles
County Museum of Art, 1985); Jane Abdy, The French Poster: Chéret to Cappiello (London: Studio Vista,
1969); Alain Weill, L ‘affiche frangaise, Que sais-je? vol. 153 (Paris: Presses Universitaires de France,
1982).

3 Although broader in focus than most, and giving more social history, Phillip Dennis Cate and Sinclair
Hamilton Hitchings, The Color Revolution: Color Lithography in France, 1890-1900 (Santa Barbara and
Salt Lake City: Peregrine Smith Inc, 1978) continues this focus on Paris and its dance halls.
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railway companies is an emphatic transition, and yet the former, no less than the latter

have done much to encourage the artist to apply his talent to the affiche.™*

The Cultured Tourist at the Spa

Hugo d’Alési designed the first colour poster advertising railway travel in France for the
PLM line in 1890.%° His poster for Cannes (Figure 44) is an early example of his many
posters advertising Provence, most of which date from the 1890s and picture sites that
were already well established spa destinations. They tend to convey the sense of a restful
and healthful vacation spot for the leisured upper classes. The poster shows a well-
dressed woman sitting in the shade in a cane rocking chair with her dog, a sign of the
leisure classes, beside her.* She is on a terrace that overlooks the village, the ocean, and
the mountain backdrop. Yet she does not survey the fabulous view, instead focusing on
the nearby foliage. This poster draws on the long tradition of villégiature tourism in
which Cannes’ climate--especially beneficial for the tubercular--was more important than
any fashionable events. Similarly, an earlier PLM poster by d’Alési advertising L 'Hiver
a Nice, (Figure 45) shows a woman looking away from the view. Shaded by her parasol,

she seems to have looked up at the viewer from the book she was reading which hangs in

 Charles Hiatt, Picture Posters (London: George Bell and Sons, 1895; reprint, East Ardsley, UK: EP
Publishing, 1976), 172

¢ Henriette Touillier-Feyrabend, “Une affiche militante ou le mariage d’un stéréotype et d’une idéologie,”
in Ariésienne: le mythe?, ed. Pascale Picard-Cajan (Arles: Museon Ariaten, 1999), 230; little information is
available on d’ Alési, but basic biographical information can be found in J. Baiteau et al, eds., Dictionnaire
de Biographie Frangaise, vol. | (Paris: Librairie Letouzey, 1933); Weill, 59 calls him the most celebrated
of the poster designers who specialized in railways.

“ R. Herbert, Impressionism: Art, Leisure, and Parisian Society (New Haven: Yale University Press,
1988), 270 and 273 discusses dogs as emblematic of the upper classes, particularly lap dogs and
greyhounds.
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her right hand. In both, the focus of our gaze is on the recuperating visitor; beyond its
climate, little of the city or region is suggested.®’

Even before these posters were produced, a new kind of tourist could be found in
the now-fashionable coastal resorts. Two examples showing more active tourists are
indicative of what Urry has called the tourist of the collective gaze, who wants to see and
be seen, who knowingly partakes of the leisure industry, and takes pleasures in a manner
appropriate to her station in life. The anonymous poster, Cannes L 'Hiver Gd. Hotel des
Pins, (Figure 46) indicates a much more active winter vacationer. It depicts two women
playing tennis, which signals the English vogue for the area®® In the middle ground a
woman with a parasol—that clear marker of class in the nineteenth century--promenades
with a young child, and in the background the luxury hotel itself is visible.”” Bunches of
cut flowers and lemons signal the benefits of the gentle climate.”® The landscaped garden
in which the tourists actively amuse themselves is created for the pleasure of the winter
vacationers, but similar to d’Alési’s image for Cannes (Figure 44), the natural landscape
is not the real attraction.

The active tourist is also the subject in the anonymous Hyeéres Var Station
hivernale a 16 heures de Paris Theatre Municipal Casino-Concerts Promenades

Superbes La ville est a 3 km de la mer (Figure 47). Here, alady and gentleman are

57 Sharon Hirsch suggested that the timing of the disappearance of these images evoking the tubercular
might be related to scientific research that had recently discovered tuberculosis was not primarily a disease
of delicate women, but instead often infected miners, for example. The French scientific community in
France disputed the international reports, and consequently tuberculosis retained an upper-class feminine
association in France after it no longer did in Switzerland.

8 On the travel habits of British tourists see John Pemble, The Mediterranean Passion: Victorians and
Edwardians in the South (Oxtord: Clarendon Press, 1987).

* Haug, 58 discusses the development of similar hotels built in the 1880s.

™ Adolphe Joanne, Géographie de Département du Var (Paris: Hachette, 1880), 40 says of the department,
“I1 doit a son admirable climat une foule de plantes exotiques, et la culture des fleurs y donne lieu a un
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shown riding horses, a leisure activity which was, like tennis, strongly associated with the
English and the upper classes. The English connection is strengthened by an inset image
of the residence of the British queen, which further heightens the aristocratic and
fashionable aspects of the resort town. The inclusion of travel schedules alludes to the
international elite that was visiting during the period, since the schedules provide
information about cities such as London, St. Petersburg, Berlin and Vienna. Both posters
convey the availability of the most up-to-date amusements for the tourists, and Figure 47
lists a wide array of sophisticated leisure activities for a small village.”* Similar to the
lemons in the Cannes poster, the Hyéres ad displays a bunch of cut flowers. Cut flowers
contrast markedly with later images, which focus on the beauty of the flora to be seen in
nature; they seem to signify, if not an artificial use of the land, at least a cultured, non-
native response to it. Luxurious cut flowers were also associated with upper-class
tourists. The local government of Nice, for example, consciously chose to develop floral
festivals and include them in the re-invented carnival as a means of attracting wealthy
tourists.” So while possibly alluding to such a significant social event of the winter
sea