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INTRODUCTION

THE QUILL AND THE BRUSH

C’est, du reste, un des diagnostics de I'état
spirituel de notre siécle que les arts

aspirent, sinon a se suppléer I'un l'autre, du

moins a se préter réciproquement des forces
nouvelles:

However, it is one of the diagnostics on the
spiritual state of our century that arts aspire,
not to substitute each other, but to, at least,
lend each other new strendth.

—Charles Baudelaire (1863)

The traditional relationship between painting aitdrature underwent a
profound change in nineteenth-century France. ginprogressively
asserted its independence from literature as ierdited itself from
narrative obligations whilst interrogating the cept of subject matter
itself. Simultaneously the influence of art on thiting styles of authors
increased and the character of the artist estadlistself as a recurring
motif in French literature. The history of the tedaship between painting
and literature converged toward this breaking point
In eighteenth-century France there was a complsgmiation of

painting and poetry as “ouvrage de l'esprit”. A< thbbott Charles
Batteux (1713—-1780) noted:

Les deux arts (peinture et poésie) ont entre ewxsirgrande uniformité
gu'il ne s’agit, pour les avoir traités tous deubadois, que de changer les

! Charles Baudelaire, “L'ceuvre et la vie d’Eugenelabm®ix” in Curiosités
esthétiques, L'Art romantique et autres ceuvresgais(Paris: Bordas, 1990), 424.
2 Unless otherwise stated, all the translationgigtolume are the author’'s own.
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noms et de mettre peinture, dessin, coloris, ddeepde poésie, de fable et
de versificatior?

Art writers and critics commonly misinterpreted “pittura poesis” — the
formula that, since the time of Horace, had beenlthsis for a parallel
view of the arts — as the affirmation of the supmeynof literature over the
visual arts. This brought an attendant subordinataf painting to
literature. To be a good painter, one needed ta ppeet. Therefore, during
the Enlightenment period, in the evaluation of amwark, supremacy was
given to the subject matter. Painting gradually gltu against this
subordination, to reach its independence in thetaanth century, when
the rivalry of the arts was marked by a pull betwégonophobia and
iconophilia? On the other hand, occurrences of the incursigmaafting in
the literary field were already found in eighteenémntury literature as art
criticism developed into a legitimate literary aity.”

At the beginning of the nineteenth century the Ehecultural landscape
was ready for the progressive independence oftérady and artistic field
from institutional and bourgeois dogmas. For JeantBartre the process
of autonomisation of literature from bourgeois gy was completed
about halfway through the nineteenth century: “Api850 il n'y a plus
moyen de dissimuler la contradiction profonde gppase I'idéologie
bourgeoise aux exigences de la littératirAc¢cording to Pierre Bourdieu,
in nineteenth-century France there was a progressolitical, religious
and institutional liberation of all cultural prods¢ The process of
autonomisation of the visual arts was slower butnsollowed. The
independence of cultural products from bourgeoisolidgy and state

3 “Both arts (painting and poetry) have such a gresformity that to speak of
both at once, one only needs to change the namksepliace poetry, fable and
verse by painting, drawing and colours.” Abbot GémmBatteux quoted in Louis
Hautecoeur Littérature et peinture en France du XVllle au XXiecle (Paris:
Armand Colin, 1963), 20.

* This was particularly true of the Romantic gerierat See James A. W.
Heffernan Museum of wordéChicago: University of Chicago Press, 1993), 21-9

5 See for example the study of Elisabeth LaveRiierot et la Littérature d’Art;
aspects de l'intertexte des premiers Sal@deans: Paradigme, 2007).

5 “After 1850 there were no more ways of hiding tree=p contradiction opposing
bourgeois ideology and the requirements of litemtulean-Paul Sartr@u’est-ce
que la littératureAParis: Gallimard, 1970), 153.

" Pierre Bourdieu, “Le marché des biens symboliqued”Année sociologique
no. 22 (1971): 52. Bourdieu was the first to ofiesystematic theory of the artistic
field (even though it was mostly literary) and eipkd the social and cultural
context that allowed the process of autonomisatiditerature.
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domination brought with it the beginnings of thergetition between the
visual and literary arts as they fought for the dwation of the artistic
field, thereby contributing to the separation ot tfields of art and
literature.

Contemporary approaches and the current practiceterdisciplinary
studies in French art and literature tend to takibesretical approach.
Instead, this book proposes to look at the relatign between art and
literature, by focusing on specific artworks andokm By means of a
series of case studies, chosen from key momemsghpout the nineteenth
century, our aim is to provide a focused analy$ispecific examples of
this relationship, revealing both its multifaceteature as well as offering
a panorama of the development of this ongoing anckasingly complex
cultural relationshig.

As Jean Seznec noted:

The main question is always to establish and edteida connection
between a text and a work of art. The connectiowdver, is more or less
remote, more or less meaningful; therefore accgrttinthe circumstances
it wiII9 have to be considered from a different amgand at a different
level.

Therefore a single interdisciplinary methodologylda't suit the diversity
of intermedial relationships presented in this bobhkis is why we have
decided to vary our methodological approach in easp to each case
study’s specificity. The exploration of parallel bfect matter, while
necessary, has proven to be inadequate at prodeocimgncing results
and needs to be completed with other tools of a@malyFrom socio-
historical contextual studies to Roman Jakobsantersemiotic translation,
from Lilianne Louvel's tones, rhythm and speed &sdto Barthes's
circularity of codes, from theories surrounding #tedy ofekphrasisand
pictorial writing to Gérard Genette's transtextustudies applied to
intermediality, this variety of approaches allovesta unlock the different

8 We have decided to focus the literary aspect isf blwok on novels and short
stories rather than poetry because the nineteanttury was the century of the
expansion and popularisation of the novel but dsoause there is already an
excellent publication covering poetry. See Davidt§®ictorialist Poetics: Poetry
and the Visual Arts in Nineteenth-century Fran(@ambridge: Cambridge
University Press, 1988).

® Jean Seznec quoted in Helen Osterman Boroiliite, Impact of Art on French
Literature: from de Scudéry to Prou@ilewark: University of Delaware Press,
1985), 32.
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levels of relationship existing between art anérditure in nineteenth-
century France.

The first part of this book focuses on the perietineen the 1789 and
the 1848 revolutions and looks at how the tradéldmerarchy between
literature and art was being challenged even bef@eautonomisation of
the artistic field. The first chapter is focused dacques-Louis David
(1748-1825) and his ambiguous relationship with Ghessical tradition.
Analysing a number of his most renowned paintingd ¢he level of
connection with their literary sources, we lookls ways in which David
used literary texts and how he subverted the ittise and inflexible
tradition of history painting imposed by theadémie Royala France. In
Chapter Two we consider how the practice of Ronsaiitustration
revolutionised the way texts were being read, wiexts were being
illustrated and painted, and how this contributedhe establishment of
alternative literary sources; the new Classics. Méke an in depth study
of the relationship that Eugene Delacroix’s (179863) paintings and
prints had with William Shakespeare’s (1564—-161ay plamlet (1599—
1601). In Chapter Three we explore the birth of ditenovel and look at
the establishment and popularisation of the mytthefartist through the
close study of Mme Germaine de Staél's (1766—1&8bfjnne (1807) and
Honoré de Balzac’'s (1799-1850nknown Masterpiec€1831). Chapter
Four is focused on the essential Romantic conckfteo“sister arts” and
looks closely at Victor Hugo's (1802—-1885) pictbpaactice, in particular
his illustrations folLes Travailleurs de la mgd.866).

The second part of the book explores how the viswis gradually
acquired their independence from the text during 1850-80 period,
while at the same time literature increasingly ledko the visual arts for
inspiration. In the first chapter we study differastrands of realism in art
and literature and explore how artists working widffferent media
responded to their changing social environmentstarehch other. From
Jean-Francois Millet's (1814-1875) and George Sand804-1876)
sentimental take on rural life representing an lideath, to Gustave
Courbet’s (1819-1877) and Balzac’'s positive reglism and literature
looked in the same direction. Chapter Two is daditdo the close study
of a key figure in the evolution of relationshiptiween art and literature;
Edouard Manet (1832-1883). Looking at his illustapractice as well as
his portraits of writers, we look at the new auttyogiven to the image
and reestablish Manet as a literary artist. In @vaphree we investigate
the difficult relationship between the Impressiomainters and literature.
From a failed illustrative project to the quasi-ebhse of literary subject
matter within their practice, the Impressionistsl ldhanged focus. The
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traditional narrative was deserted and supplante@ lbdeep concern for
modernity and modernism. Chapter Four includes »xgioeation of the

other side of that relationship, looking at howeidédture fed on
Impressionism, and we consider the influence offoay on Emile Zola's

(1840-1902)The Masterpiec€1886).

The final part of the book is focused on the Firstbxle (1880-1900)
and the final separation of the literary and vidigdtls. In Chapter One we
look closely at Vincent Van Gogh's (1853-1890) tielaship with books
and in particular his representation of novelstilh Isses and portraiture.
We explore how novels became part of the constuctif the overall
meaning of the pictorial composition and how Vang@®e paintings
offered an interpretation of the literary texts.G@hapter Two we look at
how Symbolism established a freer approach to a setwof literary
standards, looking in particular at Gustave Morea#826—1898) new
approach to myth and classical subject matter agitb@Redon’s (1840—
1916) adaptations of Charles Baudelaire’s (1821#L&eurs du mal
(1857). Chapter Three is a study of Joris-Karl Hogas’s (1848—1907
Rebours(1884) and the shift from art novel to artist noudis use of
reference to visual material marked the final safan of the fields of art
and literature. Finally, Chapter Four explores Mauveau posters and the
move from the problem of the relationship betwemual arts and literary
narrative to the issues of the relationship betweend and image.
Looking at posters by Jules Chéret (1836—-1932),riHée Toulouse-
Lautrec (1864-1901), Alphonse Mucha (1860-1939rrBi Bonnard
(1867-1947) and Théophile Steinlen (1859-1923)amedyse the way in
which the dialogue between word and image infludrtbe final impact of
the poster.

From Victor Hugo using both ends of the quill toitey draw, and
paint, to the fin-de-siécle duel between the qaild the brush for the
domination of the artistic field, the relationstiptween art and literature
was forever altered in nineteenth-century France.






PART I:

FROM REVOLUTION TO REVOLUTION
(1789-1848)



CHAPTERONE

DAVID AND THE CLASSICAL TRADITION

The 1789 Revolution deeply altered the French soaia artistic
environment. A great mental divide was created betwtheancient
régime then perceived as corrupt and immoral and the neande
promoting ethical principles based on Enlightennmdtitosophy.

During the pre-revolutionary period, there was aegelly increased
interest in all things Classical. The Enlightenmphiiosophers promoted
the study of Greek and Roman cultures as an eabqudirt of the
education of the younger generation; the ‘GrandrTewas never as
popular among the European elites as when Pompdiiterculaneum
were rediscoveretiJohann Joachim Winckelmann's (1717-1788jtory
of Ancient Art(1764) was one the most influential books of tleeiqu?
The first generation of Neo-classicists focused amsthetic aspects of
artworks rather than on their moral content. Thoarély mercantile” art,
concerned mostly with fashion and responding ttbadoming art market,
developed into a sober and morally driven form afohtlassicism that
reflected the changes brought about by the FrenetolBtion® The
Revolution didn’t bring an attendant drastic chanfjaesthetic references;
the Classical references, artistic and literaryyetl more or less the same.
However, the perceived function of art was radicaltered; art was no
longer created for the pleasure of the wealthytbutducate the public.
The moral message became paramount and the lightieshe first
generation of Neo-classicists was replaced by & dasterity, what art

! Albert Boime, Art in the Age of Revolution 1750-18Q0hicago: University of

Chicago Press, 1987), 61.

2 There was however a great variety of interpretatiof Winckelmann’s theories.
Alex Potts in his article “Beautiful Bodies and Dgi Heroes: Images of Ideal
Manhood in the French Revolution” noted the disfiomcbetween Winckelmann’s
theories and David's practice and understandingtha&fm. See Alex Potts,
“Beautiful Bodies and Dying Heroes: Images of |dédnhood in the French
Revolution,”History Workshopno. 30 (Autumn 1990): 1-21.

3 Boime,Age of Revolutionl37.
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historian Robert Rosenblum called the “NeoclassiicS style* Looking
to the Classical past became an exercise in sgifeimement. Following in
the footsteps of Denis Diderot (1713—-1784), Jacduess David made
this aim clear:

Antiquity has never ceased to be the great sctwwanbdern painters, the
source of the beauties of their art. We seek tdabmithe ancients in the
genius of their conceptions [...] can we not take thme step further, and
imitate them also in their morals and the institm$ established by them in
order to bring the arts to a state of perfection?

Classical ideas, stories and aesthetics became tmolmorally and
politically improve the new France as well as teate a new visual
identity for the country. Classical art was usedaasymbol of political
regeneration.

The Académie Royalehad dominated the art world since its
establishment in 1648 with its strict structure atedlong established
teaching regimen delivered through theole des Beaux-ArfsThis rigid
system had already been criticised by artists ahifbgophers alike.
Antoine Quatremeére de Quincy (1755-1849) went s@dao declare that
at theEcole des Beaux-Artéthere is very little true teaching at all The
French Revolution hastened the fall of theadémieas it was closely
associated with the monarchy. By 1793 fimdémiewas shut down and
rebranded as thiastitut® This new identification reinforced the idea that
art was here to serve the State and therefore @éhdyrinstated political
regime. The Republic introduced tbencours a competition encouraging
artists to depict significant events from the foatiohs and victories of the
Republic. Interior Minister Pierre Benezech (174833) described the
intended programme as such:

4 Robert Rosenbluni[ransformations in Late Eighteenth-Century &ftinceton,
NJ: Princeton University Press, 1974), 50. Rosenhdlso placed the start of the
French moralising current in 1761 with the worksJefan-Francois Marmontel
(1723-1799) and Jean-Baptiste Greuze (1725-186f), 1.

5 Jacques Louis David, “The Painting of The Sabin&sArt in Theory 1648—
1815: An Anthology of Changing Ideasd. Charles Harrison et al. (Oxford:
Blackwell, 2000), 1120-21.

5 Philip Conisbee,Painting in Eighteenth-Century FrancéOxford: Phaidon,
1981), 11.

7 Antoine Quatremeére de Quincy, “On the System @fching,” in Harrison et al.,
Art in Theory 712.

8 It later returned to being called tAeadémie de peinture et de sculpture



10 Chapter One

Liberty invites you to depict her triumphs. Transioi posterity the actions
that must honour your country. The subjects yowdram ancient history
have multiplied themselves around you. Be proud raattbnalistic; paint
our heroism, and the generations that follow camaptoach you for not
appearing French during the most remarkable epoolii history’

There was, as a consequence, a renewed intertdst fiormal education
offered by thelnstitut'® After the Revolution, artists independent of the
Académiedemanded that the French government establisip@am annual
Salon to replace the academic Salon. Their wish gvasted against the
will of the AcadémieAs a result the academic painters had to confpete
public attention with a wide range of newcomerst Ba a gesture of
conciliation, the control over the Salon and itsyjgystem was given to
the Académié" So even though thAcadémiewas adapted to the new
regime, it maintained a firm control over the adrid well into the second
half of the nineteenth century.

David had a tumultuous early relationship with theadémie Royale
and this may explain in part his attitude towardssSical texts? Early in
his career, while under the teaching of Joseph-é/sien (1716-1809),
David couldn’t see what the Classical tradition tadffer. He notably

% David O'Brien,After the Revolution: Antoine-Jean Gros, Paintimgl &#ropaganda
Under Napoleor{University Park, PA: Pennsylvania State Univers?006), 79.
19|n the period between 1795 and 1804 the numbartists training at thinstitut
doubled compared with the period between 1785 d@8d.1See Harrison C. White
and Cynthia A. WhiteCanvases and Careers: Institutional Changes inRtench
Painting World(Chicago: Chicago University Press, 1993), 43.

11 The Académiemaintained control over the salon jury system|ut8B1. Albert
Boime, The Academy and French Painting in the Nineteerght@y (New York:
Phaidon, 1971), 12-17.

121n 1774, after failing in 1770, 1771, 1772 and 3,7David won thePrix de
Rome He developed suspicions of a plot to deny him ghize that made him
extremely hostile to theAcadémie Royale Philippe Bordes noted: “His
dissatisfaction with the French academy had beeadsy increasing since his
return from Rome in 1781, when the St Roch wassexfuas his morceau
d’agréement because it had not been painted incEyahis had been followed by
the tense exchanges over the dimensions of thetiHda harsh treatment of his
pupils at the 1786 Grand Prix de Rome contestlithieed freedom in the choice
of subject matter for the crown commissions, ang aomber of ‘despotic’
decisions made by the officers administering thadamy.” Philippe Bordes,
“Jacques-Louis David's Anglophilia on the Eve oétRrench Revolution,The
Burlington Magazinel34, no. 1073 (August 1992): 485.

David also led the dissident art students in 178%+8d his influence was essential
in the closure of thAcadémighree years later.
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said: “L’antique ne me séduira pas, il manque @acet ne remue pas®
Paradoxically, by the 1780s he had created a sefiésstory paintings
that came to embody Neo-classicism. Classicaklitee became essential
to his work. His education had been centred onditlakliterature, history
and philosophy as he read and studied authors ascBallust, Livy,
Horace, Cicero and Plutarch. David was also an tngdtre-goer and had
seen plays such as Voltaire’s (1694—-17B8utus (first performed in
1730), Pierre Corneille’s (1606—168Hprace (first performed in March
1640) and Jean Racine’'s (1639-1699)dromache(first performed in
1667) that brought Classical ideas back into theeno erd David had a
particular keenness for tragedy and as Mark Ledhatgd:

At the same time Ducis and other tragic writers eveginvigorating
tragedy via the resources of painting, David seemee@nthusiastically
embrace the resources of tragedy as a supportigovision of history
painting and to adopt tragedy as a strategy okufftiation. He clearly
became convinced that a tragic mode, one which dvprivilege peripety,
recognition, and a gestural choreography attunethéorhetoric of the
tragic stage would enable him to move beyond ttevagling modes of
pictorial engagement with mythology and find aremiative to the epic
mode that so gripped him in his Roman yéars.

But David’s strategy to find an alternative take @lassical themes went
further than the adoption of a tragic mode. Insk he often showed a
subtly dissident way of using texts that set himargffrom the descriptive
and prescriptive tradition of history painting ingeal by theAcadémie

Royalein France. David moved away from the traditionafratives and

the prescribed scenes and chose to represent tbéd umoments: the

instants just before or just after the key heroiocmmant or simply the

scenes deemed negligible by previous generationgawiters. He also
sometimes compressed the texts and complicatedvéieof references
adding multilayered textual and visual references.

13 “Antiquity will not seduce me, it lacks action amtbvement.” David quoted in
Walter FriedlaenderDavid to Delacroix(Cambridge, MA: Harvard University
Press, 1980), 13.

14 See Hamilton Hazlehurst, “The Artistic Evolutiofi David’s Oath,” The Art
Bulletin 42, no. 1 (1960): 59-63.

5 Mark Ledbury, “Visions of Tragedy: Jean-Frangoiacid and Jacques-Louis

David,” Eighteenth-Century Studie®7, no. 4, ‘Artistic Interactions’ (Summer
2004): 558.
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Deviation from Literary Sources: The Untold Moment

One of the ways in which David used Classical sesinwas by deviating
from the original text and treating it as a stagtipoint rather than a
definite version of the story. David rejected theadttional approach to
those texts and instead of representing the coioreitkey moment, he
chose to represent the untold moment. In a queshéWinckelmannian
“noble simplicity and quiet grandeur”, and followirGotthold Ephraim
Lessing’s (1729-1781) belief that the climactic nemnof a story is often
best represented using the moment just beforeifigahe imagination
free), David often rejected the main glorious aftdrobloody grand action
to privilege the moments just before or just aftert event® This wasn't
an unusual way of using Classical texts in litematuThe eighteenth
century saw many literary adaptations of Classieats, but this was a
highly unusual way of using text in painting, ag tliords were seen as
being the solid ground on which to build a visuakg. In its teaching, the
Académiepromoted an in depth knowledge of Classical tetkts; closer
the artist stayed to the texts the more successhainter he or she was
seen to be.

By choosing to focus on the untold moment Davidduse culture of
his viewers to reconstruct the story. The Classieait became a
background reference rather than the centre ofitaite This allowed the
painter to focus on the psychological depth ofdharacters and the moral
dilemmas rather than the active resolution of thdifsmmas. Because of
this shift of interest from the heroic action toddruman introspection, a
greater focus was placed on the moral content efstbry. This way of
approaching texts offered a new interpretatiorhefstories and placed the
images as complementary to the texts rather thsumalirepetitions. This
changed the relationship between text and imaget asserted that
painting had a role to play in relating the Clagbgtories and conveying
the morals within them. It acknowledged that angmtouches a viewer in
a different way than a text. The instantaneitytaf image offered a more
sensual and emotional reception while the text vemeived in a more
intellectual way. This original take on Classicabgects also established
David as a new master and his belief that the ‘lsetd to be regenerated
along with morality” prevailed in the art world.

16 Lessing explained this ihaookon (1766). This text also draws interesting
parallels between art and literature.
e Jacques Louis David, “The Jury of Art,” in Harniset al.,Art in Theory 721.
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The Oath of the Horatii (1784)

The story of the Horatii was sourced from Romaohian Livy’s History
of RomeRome was at war with its neighbouring city Alba:

In each army there were three brothers — tripletdl equally young and
active, belonging to the families of the Horatida@uratii. To these young
men the two rival commanders made their propokat, they should fight
three against three, as the champions of theirtdesnthe victorious to
have dominion over the vanquish¥d.

How did David come to this unusual composition flee topic? Rather
than Livy, it seems that David was influenced byrgille’s version of
the story*®

Fig. 1-1 Jacques-Louis Davitithe Oath of Horatii1l784, Musée du Louvre, Paris,
France.

18 Livy, The Early History of Romerans. A de Selincourt (London: Penguin
books, 1960), 33.

19 David stated “Si c’est & Corneille que je dois nsoijet, c’est & Poussin que je
dois mon tableau.” (If | owe my topic to Corneillegwe my painting to Poussin)

David quoted in Hazlehurst, “Artistic Evolution,06
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Corneille’sLes Horaceswritten around 1640, focused mainly on the
time before and after the fight and the moral dilgas between the
conflicting demands brought about by country, lo¥eendship and
family. David saw this play in 1782 and submitteuke tsubject for
approval. But the choice of scene was then veifemifit. In a letter from
the Comte d’Angivillier (1730-1810), the Generatdditor of Fine Art$°
to David approving the subject, it was described as

Horace, vainqueur des trois Curiaces, condamnérapuoar le meurtre de
Camille, sa sceur, défendu par son pére au momentedicteurs
I'entrainent au supplice et absous par le peupletté de ce spectacle et du
grand service qu'il vient de rendre & sa pdrie.

At that early stage David had already modified dosrces using Charles
Rollin’s (1661-1741)Histoire Romaine(1738-1748) rather than purely
relying on Corneille’s text? David soon chose to abandon this scene of
action and melodrama. He didn’t focus on eitherglogious battle or the
dramatic bloodshed but chose instead the mometiteobath. There was
no oath scene in Corneille’s play. In Livyistory of Romeéhere was an
oath scene but it was an oath between the citidotmur whatever the
result of the triplet's battle might be. It was dfty mentioned and no
details were given as Livy noted that it “is notriiothe trouble of quoting
here.® It seems then, that David’s main influences inasfing this untold
scene were visual ones. Rosenblum discussed deléhrath-taking scenes,
such as Gavin Hamilton’s (1723-1798ath of Brutug1763-64), Henry
Fuseli's (1741-1825)0ath of the RItli(1778-79), Jacques-Antoine
Beaufort’s (1721-1784Brutus(1771) and Benjamin West's (1738-1820)
Hannibal Taking the OatfiL770-71) as possible artistic sources for David’s

20 prAngivillier was the director and ordonnateur-géal des Batiments and as
such affected every area of the Fine Arts. For noore’Angivillier and his role in
the art world see Boimé\ge of Revolutignl 72—73.

2! “Horace, victor of the three Curatii, condemnedd&mth for the murder of his
sister Camilla, defended by his father at the mdméren the lictors take him to
his death and forgiven by the people touched ks/gbéne and his great service to
the nation.”, (Archives Nationales 011932). Davigbtgd in Hazlehurst, “Artistic
Evolution,” footnote 4, 60.

22 Edgar Wind, “The Sources of David’s Horacedgurnal of the Warburg and
Courtauld Institutegt: nos. 3—4 (April 1941-July 1942): 125. Boimeoat®ted the
influence of Rousseau'$he Social Contracwhich abounds in references to
Sparta and Rome. See Boimge of Revolution393.

3 Livy, Early History of Rome33.
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conception of the scefé Hamilton Hazlehurst focused on the possible
influence of Nicolas Poussin (1594-1665) on therrkg?®> Edgar Wind
looked for David’s inspiration in Jean Georges Nog's (1727-1810)
pantomime and ballet tragiques Horaces®

What did David take from Livy and Corneille’s textisen? David
mostly used Corneille for the generally austereetand moral message as
well as for some strong visual motifs such as theed swords. But David
used the three swords in a different context. Gbere stage direction for
Act VI scene V, after the battle took place, stdteat: “Procule porte en sa
main les trois épées des CuriacEsDavid displaced that motif to give it a
more symbolic impact. Both Livy and Corneille’s texalso gave context
and depth to David's characters. Everyone knewstbey, therefore the
painting sent a clear emotion and a clear morabages the didactic effect
was at its most efficierit.

David, by choosing the moment before the action, gleychological
scene rather than the action scene, displacedténary referent. He freed
the painting from its purely reproductive and ntvea obligations. He
engaged the viewer in a reconstruction and an pregation of the
historical moment rather than a comparison withtthe. He asserted the
right of the painter to creativity and freedom wfeirpretatiorf’ Of course
this attitude toward texts was problematic for @necriticism of the time.
The deviation from the text was already noticedcbptemporary critics

24 See Robert Rosenblum, “A Source for David’s HaraBurlington Magazine
CXIl, (1970): 269-73 and Rosenbluffransformations69.

25 See Hazlehurst, “Artistic Evolution,” 59-63.

% gSee Wind, “Sources of David’s Horaces,” 128-131lordthy Johnson
emphasised the importance of gesture and theatefsaknce, writing that “IThe
Oath is crystallized the language of gesture that Ritigrosited as the most
essential element in the theatre and the visual’@he also insisted on the impact
this painting had on David’s contemporaries. Seeobby Johnson, “Corporality
and Communication: The Gestural Revolution of DadeDavid, and The Oath of
the Horatii,” The Art Bulletin71, no. 1 (March 1989): 108.

27 “procule is carrying in his hand the Curatii'setarswords” Corneille quoted in
Wind, “Sources of David’'s Horaces,” 128.

%The contrast between the two groups helps thepregstion and is the logical
extreme of the theory of David’s teacher, DandrédBa, in hisTraité de Peinture
(1765) where he stated that groups of figures shbel contrasted and contrast
reinforced by expressions. See Hugh Hondep-Classicism(Harmondsworth:
Penguin, 1968), 36.

2% For more on this see Stephan Germer and HubedhieK‘From the Theatrical
to the Aesthetic Hero: On the Privatisation of kthea of Virtue in David’s Brutus
and Sabines Art History IX (1986): 168-84.
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such as Charles Paul Landon (1760-1826): “Le ta# M. David a
représenté n'est pas rapporté par les Histori&h$he art critics were
forced to look at the painting for itself ratheathin relation to its source
texts and literary referents.

Andromache Mourning Hector (1783)

Around the same time he was working on lteratii, David produced his
reception piece Andromache Mourning Hector(1783)%" Hector's
departure from Andromache was the theme traditipneken from
Andromache and Hector's story. Dora Wiebenson natedy variations
of that theme by artists as diverse as Jean BefRastbut (1732-1797),
Antoine Coypel (1661-1722), Hamilton, Vien, AngalidKauffmann
(1741-1807), John Flaxman (1755-1826), Johann Idhinwilhelm
Tischbein (1751-1828;hristoffer Wilhelm Eckersberg (1783-1853) and
Peter von Cornelius (1784-1867).

In this painting Andromache is sitting by Hectof®dy on his
deathbed carved with battle scenes. She is beimjocted by her young
son Astynax. She gestures toward the stiff dead/ lmddHector, her wet
eyes raised to the heavefisHector's body cuts the painting in half
horizontally: in the foreground by the bed lie Hetd weapons and
feathery helmet, in the background behind Androreactiands a
candelabra with inscriptions in Greek. The dominaalours, red and
black, convey the intense emotions of despair bbby the death of the
hero. Once again, David deviated from the origitedt choosing the
untold moment. This scene was not in tied as the final scene was the
return of Hector’'s body and the funeral rites; ¢hewere no private
mourning scenes. David didn’t represent the dedtth® hero, nor the
funeral but chose to focus on a more private atichate scene of heroic
death®*

30 “The story represented by Mr David hasn’t beeroregl upon by the historians.”
C. P. Landon irAnnalesVIl (1803) quoted in Rosenblurfransformationsnote
68, 69.

31 The full original title isLa Douleur et les regrets d’Andromache sur le corps
d’Hector son mari

32 On this topic see Dora Wiebenson, “Subjects frommidr's lliad in Neoclassical
Art,” The Art Bulletird6, no. 1 (March 1964): 28.

33 Note that this is a Christian motif particularlgferring to representations of
Mary Magdalene. Rosenbluransformations83.

34 “The subject and the design for this type seerhaee been the invention of
Gavin Hamilton, who derived his composition fromuBsin. Hamilton may have
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Once again David used the characters from the iClssource
creating an instant understanding in the viewertt&f main dramatic
tensions. The text was used here again as a coatetement. David also
used the text to set the tone of the painting. doBXXII of the lliad,
after Hector’s death, Andromache explained:

What unhappiness is mine. For you are on your wafades [...] leaving
me behind in hateful misery [...] your son is no mtiran a baby even if
he survives this war with all its tears, nothingneéns for him but hardship
and distres®

The inscriptions in Greek on the candelabra wefereacing this extract
of the text and by doing so David reinforced thaetmf the painting.
Literature was used as a tool rather than in acppive way.

Paintings of death and commemorationegsmplum virtutigexamples
of virtue), were more and more common from the 1760s onw&rdlkis
representation of the untold moment, the momestr,aftrces the viewer
to contemplate and reflect upon the consequencéraism. This is an
intense emotional moment sending a clear messagelB$acrifice and
courage, of loss and grievance. David also chosentbment when the
heroism is displaced from Hector to Andromachestas is becoming the
new hero. In contrast to the paintings of the figsineration of Neo-
classicists, David’s Andromache is turned towarel tlewer and engages
the viewer directly with her grief. This focuse® thiewer’s attention on
Andromache, placing her as the main characterhéhneine of the story.
The painting offered a moment never written abthé:transition between
Homer'slliad and Racine’sAndromache The image here deviated from
the texts to complete them and offers a transitisoane in the story of
Andromache.

been following a pre-existing French tradition, fbere is at least one French
painting of a mourning scene in the manner of Faoussntemporaneous with
Hamilton’s illustration. Hamilton’s model was cldgefollowed by Dannecker,
Kauffmann, and David.” Wiebenson, “Subjects frornié’s lliad,” 30.

35 Homer,lliad, (London: Penguin classics, revised edition 20893.

36 See RosenblunTransformations56.
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The Lictors Returning to Brutus the Bodies of His $ns (1789)

Fig. 1-2 Jacques-Louis Davitihe Lictors Returning to Brutus the Bodies of His
Sons 1789, Musée du Louvre, Paris, France.

With The Lictors Returning to Brutus the Bodies of Hinsg§1789) David
once again chose an untold moment, a scene outsdéext. Paintings
taking Brutus as their subject usually focusedhendrama of Lucretia and
the oath of Brutus such as in Hamilton (1763-64Beaufort’s versions
(1771) or the scene of the judgement and executidnis sons. Possible
sources for the general story of Brutus are Livalevius Maximus and
Plutarch®’ But for his painting David based himself once agai a more
recent version, the one presented in Voltaire’s.flavoltaire’s Brutus
had been shown two years out of every three sirméd3 birth®® David

%7 Ibid., note 92, 76.

38 Alfieri’s tragedy Bruto Primois also a contender as a possible source, it was
written in 1785 and it leaves Brutus at about thmes moment as Voltaire’s play.
See HonourNeo-Classicism72. Boime noted that “While in France he [Alfjeri
versified the first oneBruto Primq [...] in preparation for the publication of his
collected tragedies in late 1788 and early 178%9iti®, Age of Revolutiord23.

%% Robert L. HerbertDavid, Voltaire, Brutus and the French Revolutiam: essay

in art and politics(London: Allen Lane The Penguin Press, 1972), m@el41l.



