




































































































































He undoubtedly expressed something similar to Lautrec,

who, in fact, made two trips to Holland in the 1890s—once

with Anquetin in order to attend "a fine eight-day lesson

with professors Rembrandt, Hals, etc."110 The fact that

Lautrec emphasized particularly these Dutch masters

whom the Dutchman van Gogh so greatly admired may be

seen as the result of his friend's advice to him; it is, at any

rate, certainly the result of the two painters' related views

on art. Despite any personal differences, there was an

overriding mutual artistic accord between Lautrec and van

Gogh; both of them strove, in an uncompromising and

unconventional way, to express the truth. Seen in this light,

the relationship between the two artists —both of whom

went far beyond Impressionism —is more significant than

had been previously thought.
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Fig. 30. PierreBonnard.France-Champagne. 1891. Poster: litho
graph, 30Mj x 23" (76.5 x 58.4 cm). The Museum of Modern Art,

New York

Although Lautrec experimented in the 1880s with

Impressionism and sporadically also with pointillist tech

nique, his link with Georges Seurat (1859-1891) is to be

found mainly in the area of iconography, in which their

works appear to have had a reciprocal effect. Like Degas,

Seurat also portrayed cafes concerts. He even used the neck

of the contrabass as an important diagonal compositional

element before Lautrec took over this feature, which was

used also by Degas, as we have seen, and van Gogh as well

(Figs. 27, 28).111 In 1888, the same year that Lautrec pro

duced his large circus picture, Seurat completed the well-

known Invitation to the Sideshow (La Parade), 1887—88

(The Metropolitan Museum of Art, New York). But it is

only Seurat's last picture, The Circus (Fig. 29), that appears

to bear directly on Lautrec's masterpiece In the Cirque
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Fig. 31. Jules Cheret. Bal au Moulin Rouge. 1889. Poster:
lithograph, printed in color, 23V2 x I6V2" (59.7 x 41.9
cm). Jane Voorhees Zimmerli Art Museum, New
Brunswick, New Jersey



Fernando: The Ringmaster, which was being exhibited at

that time in the foyer of the Moulin Rouge. Seurat also

depicted a bareback rider in the ring, along with clowns

and a whip-snapping ringmaster. But how different this

vertical pointillist painting is from Lautrec's earlier, rec

tangular work with its flat handling! Yet the Japanese influ

ence, in both cases, seems evident.

Among artists of the cloisonists' generation with whom

Lautrec was in contact were Bonnard and Vuillard, the

principal representatives of the group known as the Nabis.

Their relationship was characterized by lively artistic

activity and by friendly contact with the circle of the

journal La revue blanche. Like Lautrec and the cloisonists,

the Nabis were also greatly influenced, in terms of form, by

Japanese woodcuts. It is sometimes very difficult to
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Fig. 32. Pierre Bonnard. Sketch for Moulin Rouge poster. 1892.
Pen and ink and pastel. Whereabouts unknown

untangle the web of relationships among these groups:

What did the Nabis learn directly from the Japanese? What

filtered down to them through the cloisonists? What did

they learn from Lautrec? Nevertheless, an attempt must

be made to disprove an assertion, which repeatedly crops

up in literature on the subject, that Lautrec's lithographic

and poster art was influenced by, and even initiated by,

the Nabis.

Pierre Bonnard (1867-1947), in particular, is assigned a

key function in this alleged relationship, which he proba

bly never performed.112 His poster France-Champagne

(Fig. 30), published in 1891, is often cited as the initial

impulse for Lautrec's poster work, especially his first crea

tion in this genre, Moulin Rouge (Cats. 247-248). Thadee

Natanson tells us that Lautrec tried to meet the creator of

the unsigned France-Champagne poster, printed by Edw.

Ancourt & Cie.113 Ancourt also printed Lautrec's Moulin

Rouge poster in the same year, 1891. It is difficult to find

any correspondences or similarities in comparing the two

works. Although Bonnard 's does already show certain styl-

izations and formal simplifications, these are not really as

bold and original as Lautrec's. Bonnard 's poster still stands

within the tradition of Cheret's fashionable exaltations.

From the 1870s to the 1890s Jules Cheret (1836-1932)

was the leading poster artist in Paris. In his effective works

he brought to light the world of beautiful make-believe, the

superficial pleasures of self-indulgent men and women in

affected poses. His confettilike atmospheres had a great

deal in common with the late Baroque apotheosis of

Tiepolo, in style and composition. (Indeed, this was histor

ically a second Baroque and Rococo period —in everything

from commercial art to architecture.) Still, Cheret must be

regarded as the founder of the newer kind of poster art,

which Lautrec and the Nabis subsequently provided with

unconventional impulses. It is characteristic for the rela

tionships among these younger artists that they sometimes

even worked for the same client as Cheret, who created

posters for Yvette Guilbert, Loie Fuller and, the Jardin de

Paris, as well as the first Moulin Rouge poster (Fig. 31).

Lautrec also designed posters for most of these clients.

There is a photograph, probably taken in 1891, that shows

Lautrec standing in the garden of the Moulin Rouge in front



of Cheret's poster, hat in hand. This is a deliberate homage

to his predecessor, whose work Lautrec could only surpass

through a radically different treatment of theme and form,

and in this he succeeded brilliantly. In 1892 Cheret himself,

regarding Lautrec as his successor and heir, exclaimed.

"Lautrec is a master!"114 Neither Cheret's poster, which

shows a dancer riding past a windmill on a donkey, nor

Bonnard's sweetly decorative champagne poster is similar

to Lautrec's Moulin Rouge poster. The inspiration for it was

derived, rather, from the Japanese and the cloisonists.115

In Lautrec's poster the violet-gray silhouette of La

Goulue's partner, Valentin Le Desosse, in the foreground,

La Goulue rendered with contours and intense color in the

middle distance, the black silhouette of the audience in the

background, and the yellow globes of light scattered irreg

ularly over the sheet in abstract formation all have little to

do with French or European pictorial conventions. This

work is no lifeless derivative of a formal legacy from the

East but the original masterpiece by a young artist. This

was immediately sensed by the public of the time, for these

large-scale posters, plastered on the walls of Paris, made

Lautrec famous overnight.116 There is nothing in the works

of the Nabis until 1891 to compare with this unusual pic

torial solution by Lautrec. It appears much more likely that

these somewhat younger artists attempted to benefit from

Lautrec's success by submitting similar works for the same

employer or others like him. It is a little-known fact, for

example, that Bonnard also planned a poster for the

Moulin Rouge in 1892; that is, one year after Lautrec's great

success. There are at least two preliminary studies for this

work executed in pastel (Fig. 32).117 Done in quite a color

ful manner, they show a cancan dancer with a large, cur

vaceous hat who raises her skirt to expose a dancer s leg in

a dark stocking. To this day, nothing is known about the

circumstances surrounding this poster project. We do not

know whether this poster was an official commission and

was simply not executed, or whether the sketches are

merely private studies —proposals, perhaps, with which

Bonnard hoped to solicit such a commission. Stylistically,

these rough sketches still bear the imprint of Cheret and

France-Champagne. This would seem to disprove that

Bonnard was already more artistically advanced at this

above Fig. 33. Pierre Bonnard. Front of book jacket for Reine de joie. 1892.
Lithograph, printed in color, lYi x bYa" (19 x 13 cm). Collection Mr. and

Mrs. Herbert D. Schimmel, New York

below Fig. 34. Pierre Bonnard. Seated Woman Holding a Glass. Early
1890s. Watercolor, 12y4 x 7Mb" (31 x 18 cm). Private collection
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time than Lautrec. By 1891 Bonnard had completed

approximately twenty paintings; Lautrec, his senior by

only three years, had already painted more than four hun

dred. Thus, precisely the opposite state of affairs must be

conceded: that the Nabis, and Bonnard in particular, are

indebted to Lautrec.

In 1892 the two painters worked on the same project

when Lautrec designed the poster (Cats. 249-250) and

Bonnard the book jacket for Victor Joze's novel Reine de

joie. Bonnard's black, yellow, red, and gray jacket (Fig. 33)

produced a strong impression of surface in the manner of

the Japanese: "The very oriental graphic style, as well as the

use of crachis reminds one of Lautrec's art."118 Two of

Bonnard's brush-and-ink drawings, which assimilated Jap

anese and cloisonist influences in their technique, also

date from this time: Seated Woman Holding a Glass (Fig.

34), a poster sketch with vertical format, and a city scene

titled The Rendezvous.119

Both Lautrec's and Bonnard's first lithographs date from

1891. In 1894 the poster La revue blanche (Fig. 35), Bon

nard's first masterpiece in this genre, made its appearance.

In this case it really was the other way around: Lautrec's

poster La revue blanche (Cats. 272—273), designed a year

later, though original and daring in its way, could not attain

the quality of Bonnard's suggestive work. Bonnard's pic

ture shows a Parisian (a cocotte?) accompanied by a street

urchin, leaving a newspaper stand where she has just

bought a copy of La revue blanche. The iconography in

Lautrec's work is only loosely connected with the product

it was supposed to promote: only insiders were able to

identify the ice-skating lady as Misia Natanson, the pub

lisher's sister-in-law. Bonnard's poster does more justice to

the genre; with its flat, decorative structure, it is animated

by an artful composition and, not least, by graphics that not

only stabilize the picture, but which were revolutionary for

their time. Japonis me and cloisonnisme contributed to this

artistic solution in which Art Nouveau had begun to pro

claim itself.120

Bonnard was now at his height of creativity in printed

graphic arts. In 1895 he designed the black-gray cover for

the Album de La revue blanche, which derives somewhat

from his poster of the previous year. It shows a woman with
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Fig. 35. Pierre Bonnard. La revue blanche. 1894. Poster: litho
graph, printed in color, 30Y2 x 23Y4" (77.3 x 58.9 cm). The
Museum of Modern Art, New York. Abby Aldrich Rockefeller
Fund

Fig. 36. Pierre Bonnard. The Little La un
dress. 1896. Lithograph, printed in color,
IIV2 x 77/s" (29.2 x 20 cm). Collection Wolf
gang Wittrock, Diisseldorf



a dog surrounded by the letters of the title. For this album,

which was filled with the prints of various artists within

the review's circle, Bonnard also designed a separate sheet,

the Woman with Umbrella, a delicate woman preparing to

mount stairs which are only suggested in the picture. The

black lithograph shows one pink accent. Such pointed use

of two colors is presumably derived from Lautrec's contri

bution to this album —Carnival, a lithograph which he had

produced in 1894 (Cat. 80). Lautrec used a second stone for

this work in order to bring out the bright red lips of the

costumed woman. This radically new effect must have

made a strong impression on Bonnard. In addition to Pari

sian, a black-and-white illustration for La revue blanche,

in April 1895 NIB Carnavalesque, a carnival supplement to

the review illustrated by Bonnard, was also published.

Lautrec, who in January 1895 inaugurated this special sup

plement —a lively mixture of humorous texts and equally

unrestrained caricaturelike drawings —with his own con

tribution (Cats. 93-94), is said to have been very taken with

Bonnard 's NIB, a cheerful arrangement of masks and danc

ing in crayon and brush-and-ink drawings.121

In 1896 Bonnard designed two posters: one, in brown

and yellow-green, done in a flat manner, was entered in the

Exposition des Peintres Graveurs held at Vollard's gallery,

in which both Bonnard and Lautrec participated. It shows

a woman holding a print in her hand. This subject is

comparable to—and probably also inspired by—Lautrec's

cover for L'estampe origin ale done in 1893 (Cats. 14-15),

which shows Jane Avril as she checks a proof at the

Ancourt printing shop. The second of Bonnard 's posters of

1896 was intended for the Salon des Cent and showed a

woman with a dog. Lautrec's color lithograph, The Passen

ger from Cabin 54 (Cats. 281-284), also done that year,

served as an alternative poster for the same exhibition. The

subject matter in these works is even further removed from

the actual purpose of the poster than it is in the previously

mentioned works. Its sole function was to catch the eye. In

1897 Bonnard designed a poster for L'Estampe et l'affiche,

as well as the colored cover for the second Album

D'Estampe originale de la Galerie Vollard: Peintres-gra-

veurs. A cat plays with a ball of yarn amid prints spread

out on a table. Among the works of other artists, Bon-

Fig. 37. Pierre Bonnard. Circus Rider. 1894. Oil on panel, 10% x
13y2" (27.3 x 34.3 cm). The Phillips Collection, Washington, D.C.

Fig. 38. Edouard Vuillard. Portrait of Henri de Toulouse-
Lautrec. 1897. Oil on canvas, 15% x 11%" (39 x 30 cm).
Musee Toulouse-Lautrec, Albi



nard's color lithograph The Little Laundress is also found

in this album (Fig. 36). This work, whose form relies on the

Japanese, the cloisonists, and Lautrec, represents a subject

inspired by the naturalists, which first appeared in works

by Daumier and then, repeatedly, in variations by Degas,

Lautrec, Steinlen, and others.

Bonnard's work revolved around the Moulin Rouge not

only in his poster sketches of 1892 but also in several

depictions of the exterior and interior of this cabaret, such

as an undated brush-and-ink drawing, probably done in

the early 1890s, The Life of the Painter, in which he shows

himself strolling on the place Blanche in front of the

Moulin Rouge accompanied by Lautrec, Ker-Xavier Rous-

sel, Maurice Denis, and Vuillard. This was followed,

around 1895, by a painting of the fagade of this cabaret and

then by a triptych, of 1896, titled The Moulin Rouge (Col

lection Wright Ludington, Santa Barbara, California); in the

same year he made both interior and exterior views of the

Jardin de Paris.122 In 1894 Bonnard had painted a theme

(Fig. 37) to which Lautrec had already given a masterful

treatment in 1888: the bareback rider in the circus.123

Like Lautrec, Bonnard also designed some book illustra

tions. In 1898 Peter Nansen's Marie was published by La

revue blanche with illustrations by Bonnard. In 1900 Bon

nard produced 109 lithographs for Paul Verlaine's Paral-

lelement. These figurative drawings were stylistically

influenced by Lautrec's 1896 Elles album (Cats. 139-145,

147-158). In 1902 Bonnard made 151 Renoir-like litho

graphs for Daphnis and Chloe and in 1904 illustrated His-

toires naturelles by Jules Renard, for which Lautrec had

done illustrations in 1897 (Cats. 187-188). However, Bon

nard's brush drawings could not measure up to Lautrec's

masterful parade of individual animals.124 Other Lautrec

themes echoed in Bonnard's work for years afterward, such

as in the painting After the Theater (1902) or The Milliner

in Profile (1903-4).125

Bonnard undoubtedly learned much from the Japanese,

the cloisonists, and Lautrec with respect to form. In terms

of his iconography, he was influenced primarily by

Lautrec. In painting they are linked chiefly through their

choice of themes. Certainly, in Lautrec's late pictures, one

sees a reflection of the more painterly and flat handling

Fig. 39. Edouard Vuillard. Woman with a Large Hat.
c. 1890. Pastel, 9 x 8Va" (23 x 22.7 cm). Private collection

typical of the Nabis. What always remained alien to

Lautrec, on the other hand, was the tapestry like, ornamen

tal ingredient characteristic of the Nabis and often more

predominant in their work than the description of form. Of

course, there is also formal abstraction in Lautrec's work,

but it is always subordinated to the content and is not a

structural end in itself, as it so often is in the Nabis's works.

It thus becomes almost self-evident that the Nabis placed

more value on a decorativeness devoid of meaning than

on a literary or anecdotal content. In Bonnard's work the

lack of psychological insight and characterization is most

apparent. In the figures of the Nabis —as in those of Renoir

and, to some extent, Degas—the individual is hardly de

veloped. In painting, the Nabis owe a great debt to Renoir

and Degas, while in the graphic arts they are more indebted

to Lautrec than the other way round.126

Edouard Vuillard (1868-1940) has stood since the nine

teenth century, unjustly, in Bonnard's shadow. In his later

years he recalled: "Bonnard and I had a little studio in the

rue Pigalle. The Revue blanche brought us all together —

painters, critics, singers, writers —the whole Montmarte

group."127



The publisher of La revue blanche, Alexandre Natanson,

and his brothers maintained a friendly private contact with

the so-called Montmarte group, who were all more or less

actively involved in this cultural review. Thadee Natanson

and his young wife, Misia, received Lautrec, Bonnard,

Vuillard, Felix Vallotton, Roussel, Mallarme, and others,

from 1895 on, in their country home "La Grangette" in

Valvins-sur-Seine —a former barn that Vuillard depicted

several times —and later in their country house "Le Relais"

in Villeneuve-sur-Yonne.128 Many portraits of the mem

bers of this circle were painted during the summer months

of these years.

Vuillard 's personal relationship with Lautrec seems to

have started at the beginning of the 1890s. Vuillard had

portrayed Lautrec as early as about 1895 in the painting

Toulouse-Lautrec in the Aisle (Private collection, Paris),

and a pen-and-ink drawing, Lautrec in Profile—Caricature

(Private collection).129 In 1897 Vuillard painted two great

late Impressionist paintings of Lautrec: a figure portrait

showing Lautrec at work in his yellow painting outfit (Fig.

38) and a profile.130 Around the time these pictures were

done, Vuillard wrote from Villeneuve-sur-Yonne on July

20, 1897, to his friend Vallotton about Lautrec, who was

already afflicted with alcoholism: "Lautrec is here and is

beginning to calm down, although certainly not without

difficulty. But there is no need to worry; he has his good

moments and he is really very attached to Thadee and

his wife."131

Vuillard probably learned more from Lautrec than did

Bonnard. In his old age, Vuillard said: "I was always moved

by the way in which Lautrec changed his tone when art

was discussed. He who was so cynical and so foulmouthed

on all other occasions became completely serious. It was a

matter of faith with him."132 Vuillard 's serious artistic pro

duction commenced, as it did for Bonnard, around 1890.

The early 1890s saw pastel drawings such as Woman with a

Large Hat (Fig. 39), and The Loge and White Blouse (both

1893; formerly Kunsthandel Sabine Helms, Munich),

which show themes from the world of Degas and Lautrec

but whose form had already reached a surprisingly abstract

stage.133 The surfaces and strong contours of Woman with

a Large Hat are reminiscent of the cloisonists, of Bonnard 's

two poster sketches for the Moulin Rouge, and to some

extent of Lautrec 's sketch for an Art Nouveau—style win

dow for Louis Comfort Tiffany, At the Nouveau Cirque

(1891; Philadelphia Museum of Art). Although it is only a

sketch, the abstract form of The Loge points far into the

twentieth century, toward Oskar Schlemmer, for instance.

Vuillard's color lithographs were inspired by Degas and

Lautrec, as well as by the Japanese; see, for example, The

Dressmaker (1895).134 A series of watercolors, Coquelin

Cadet, painted by Vuillard in 1892, is also very Japanese.

Here, as in Bonnard, one recognizes the different ways in

which Japanese prints affected many Post-Impressionists.

The similarities among these artists did not necessarily

come about through the influence of one artist on another,

but through the artistic models they had in common. Thus,

Vuillard frequently structured the backgrounds of his pic

tures and graphic works with decorative ornaments. This

peculiarity, inherited from the Japanese and leading the

way for Art Nouveau, can be found earlier in Lautrec, for

example, in the background of Marie Dihau at the Piano.

Vuillard may have seen this painting in 1890 at the exhibi

tion of the Independants. Lautrec later returned to these

patterned backgrounds in works such as the Bust of

Mademoiselle Marcelle Lender (Cats. 102-106). Lautrec

was Vuillard-like even before Vuillard himself.

In the mid-1890s, Vuillard was very occupied as a com

mercial artist, among other things with the production of

illustrated theater programs for the small avant-garde The

atre de l'Oeuvre, led by his friend Aurelien-Frangois

Lugne-Poe. Vuillard had already provided a sketch for

a brush-and-ink drawing with wash, inspired by the

cloisonists, for the 1890-91 season of the Theatre Libre

(Fig. 40). As with Woman with a Large Hat from the same

period, this also announces the kind of decorativeness later

to be seen in Art Nouveau.135 In 1898 he painted a sketchy,

fluid oil portrait of the singer May Belfort, whom Lautrec

had already depicted in several works in 1895. In the

picture, the singer, at right in her famous costume, a night

gown and cap, stands in front of a confettilike background

on the stage before the silhouettes of the spectators.136 In

1899, about 1906, and in 1918-19, Vuillard did several

portraits of Lautrec's friend Romain Coolus, a writer for La



revue blanche. Lautrec portrayed his friend in 1899 "in the

manner of Greco," as he declared to Coolus.137

Vuillard's The Loge (c. 1900; Private collection), is an

ingeniously sketchlike pastel done in sparkling colors,

comparable to works by Degas and Lautrec.138 Other

works, such as the Cafe Scene (Neue Pinakothek, Munich)

or the green atelier interior, Model in the Studio (Fig. 41),

are also linked to Lautrec 's works: the last-named picture is

an almost literal quotation of the woman undoing her

corset from Files (Cat. 15 7).139 It was not only the Nabis

who profited from this album, but whole generations of

subsequent artists, among them the Norwegian Munch.

Edvard Munch (1863-1944), who was almost the same

age as Lautrec, after a short visit to Paris in 1885, lived

primarily in Paris and the south of France from 1889 to

1892; between 1895 and 1897, he lived in Paris where he

encountered the decisive influences of his artistic develop

ment. He first studied for four months with Lautrec 's for

mer teacher Bonnat at the Academie des Beaux-Arts in

1889.140 But the more important school was probably Paris

itself, the circles of young artists of the 1890s, and the

private galleries and various exhibitions where Munch was

able to see the newest in art. It is possible that he visited the

exhibition of the Independents in 1889, where works by

van Gogh, Seurat, and Lautrec were being shown. The

themes of Raffaelli's works may also have had a strong

effect on Munch.141 At the Variete (c. 1889; Munch

Museum, Oslo) demonstrates Munch's early use of subject

matter associated with those artists: in the background, a

bright stage with a singer; in the foreground, tables with

men in top hats. Munch also visited subsequent exhibi

tions of the Independants, where he saw works by van

Gogh, Seurat, and Lautrec, among them Seurat's The Circus

and Lautrec's A la mie and two works titled Woman Comb

ing Her Hair (1891; Musee du Louvre, Paris, and Private

collection, Winterthur). These works are clearly reflected

in Munch's quite Impressionistic painting Woman Comb

ing Her Hair (1892; Collection Rasmus Meyers, Bergen),

which is reminiscent not only of Lautrec, but definitely of

Degas as well.142 A surprising section of the picture has a

long strand of hair occupying the central vertical area of the

composition; the figure is at the very edge of the picture.
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Fig. 40. Edouard Vuillard. Sketch of a
program for the Theatre Libre. 1890.
Watercolor and black ink, 11% x 8" (30
x 20.5 cm). Private collection

» tn V
t it H*'

Fig. 41. Edouard Vuillard. Model in the Studio. 1904-6. Oil on cardboard,
mounted on panel, 24% x 33%" (62 x 84.7 cm). Kimball Art Museum, Fort
Worth, Texas
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Degas's borrowings from Japanese art and Lautrec's further

development of this innovation were assimilated here by

Munch. Woman, the subject depicted by these Frenchmen

in a predominantly positive way, was reinterpreted by

Munch in a Nordic, brooding, and symbolic manner that

became increasingly demonic. Thus, in a drawing of 1894,

Munch represented a winged woman as a Harpy (Munch

Museum, Oslo)143 who has buried her claws in the pros

trate body of a man. One is reminded of Lautrec's unusual

title page for Goya's Disasters of War showing a vulture on

the corpse of a soldier (Cat. 56).

Nevertheless, in the 1890s Munch also depicted the

world of superficial pleasures. The lithograph Tingel-Tan-

gel (Fig. 42) shows a cancan dancer on a cabaret stage on

which other dancers are sitting; spectators and orchestra

are in the foreground and a demimondaine with volup

tuous bosom and rounded facial features is at the bottom

left edge of the picture. Works by Degas, Raffaelli, Bernard,

and Lautrec are all equally the sources for this imagery.144

Following Lautrec's brothel scenes of 1893-94, Munch,

who in the meantime had certainly come into personal

contact with the Revue blanche circle, came up with his

own works in this genre. In 1894 he painted Rose and

Amelie (Akers Collection, Oslo), depicting two prostitutes

playing cards at a table —a theme that had appeared in

1893 in a similar manner in Lautrec. In Munch, one finds

schematic, stereotypical faces as well as a flat, summary

handling reminiscent of Bernard. This applies also to a

picture of 1894-95 titled Brothel (Munch Museum, Oslo),

in which prostitutes sit at tables waiting for customers. A

painting such as this actually presupposed Lautrec's great

composition The Salon on the rue des Moulins (see Fig.

18).145 This theme finds its culminating point in Lautrec's

album Elles. Munch owned a copy of this album, which he

purchased at Vollard's right after it first appeared.146 These

sheets must have greatly affected the Norwegian painter,

not only in their theme but through their mastery of tech

nique as well. A comparison of Munch's painting The Day

After (1886-94; Nasjonalgalleriet, Oslo)147 with the sheet

Reclining Woman (Cat. 158) from Elles shows how close

these two painters were at a time when neither one knew

anything about the other. In both instances, a girl is

Fig. 43. Edvard Munch. Ibsen with Lighthouse (Program for Jean Gabriel
Borkman). 1896-97. Lithograph, printed in black, 8I/4 x 12%" (21 x 32.1
cm). The Museum of Modern Art, New York

Fig. 42. Edvard Munch. Tingel-Tangel. 1895. Lithograph, hand-colored,
18% x 25y4" (46.5 x 64.3 cm). Private collection
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depicted lying motionless on a bed. It is possible that both

pictures are derived from an etching of 1879 by Rops, the

Little Model.148

Thadee and Misia Natanson became acquainted with the

dramatist Henrik Ibsen and with Munch's art in 1894 on

their sojourn in Norway. In 1895 Natanson published an

article on Munch in La revue blanche. In the same year

Munch's lithograph The Cry was reproduced in the jour

nal, and in 1896 an article was published there on Munch's

exhibition at the Bing Gallery in Paris by no less a person

age than August Strindberg.149 Munch's lithograph por

trait of Strindberg evolved in the same year. Certainly by

the time of the appearance of these issues of La revue

blanche Lautrec must have been aware of Munch.

Like Lautrec and Vuillard, Munch also designed some

theater programs for the Theatre de l'Oeuvre. In the pro

gram for Ibsen's Jean Gabriel Borkman (Fig. 43) Munch

shows the playwright's head in the foreground and a light

house in the background radiating beams of light diago

nally across the picture. The dominant diagonal line is a

compositional element which had earlier been employed

by the Japanese and was frequently used by Degas. In 1887

van Gogh and Bernard used the diagonal line in their

pictures of bridges in Asnieres as a counterformation to the

horizontals and verticals in these architectonic structures.

Lautrec had also begun relatively early to use them in such

works as Dance at the Moulin de la Galette (1889; The Art

Institute of Chicago). For these three Post-Impressionists

the diagonal served to guide the eye toward the central

pictorial event. Munch employed this means as early as

1891 in his painting Rue Lafayette (Nasjonalgalleriet, Oslo).

But in his later work the diagonal led past the primary

subject, often right out of the picture, as in Despair (1892;

Thielska Galleriet, Stockholm), The Cry (1893; Nasjonal

galleriet, Oslo), the various versions of Girls on the Bridge

(1899-1900; best version: Nasjonalgalleriet, Oslo), and the

portrait of Friedrich Wilhelm Nietzsche painted in 1906

(Thielska Galleriet, Stockholm). In a variety of changing

forms the diagonal also appears in Lautrec's lithographs.150

The Little Model by Felicien Rops (1833-1898) has

already been mentioned. But there are other works by this

Belgian graphic artist that also merit consideration for

comparison with pictures by Lautrec, for example, The

Examination, a sheet that depicts a novice prostitute who

has undressed and must now demonstrate her charms

before the madame and her future colleagues and so prove

her vocational aptitude. This is crasser than Lautrec's more

intimate renderings, which are not as clear-cut and las

civious as much of Rops's erotica. Very much in demand at

the time, most of Rops's erotic works appear somewhat

commercial today and seem less the artistic products of a

sensitive eye than do Lautrec's works. A link between Rops

and Lautrec existed in the person of Gustave Pellet, the

publisher of Elles, whose son-in-law, Maurice Exsteens,

assembled the catalogue of Rops's works. Pellet, who had a

profitable business in Rops prints, probably anticipated a

similar success with Elles. However, he was deceived in

this, for the Lautrec album proved to be too artistic for

Pellet's more pornographically inclined clientele, and it

was still not sold out decades later.151

Other artists of Lautrec's time, such as Willette and

Steinlen, applied themselves to the borderline areas of

frivolous erotica, the portrayal of mores, and social crit

icism. Leon-Adolphe Willette (1857-1926), whose enor

mous picture Pare Domine —a mediocre piece of decora

tion which loses itself in an attempt to imitate Cheret —

adorned one wall of the Chat Noir cabaret, was no more

than an ordinary illustrator and commercial artist. His best

works were akin to those of Steinlen or Heinrich Zille, his

worst to those of countless fashionable graphic artists who

are no longer remembered today. In his otherwise very

garrulous autobiography, Willette does not once mention

Lautrec, with whom he was personally acquainted.152

Theophile-Alexandre Steinlen (1859-1923), in contrast,

produced work of a much higher caliber. He also moved

through Lautrec's Montmartre milieu around the Chat Noir

and with Aristide Bruant, whose journal Le mirliton con

tained his illustrations along with those of Willette and

Lautrec. Steinlen is most powerful and suggestive in his

social-critical works; for example, the innumerable laun

dress pictures derivative of Daumier, Degas, and Lautrec

(see Fig. 4). The social criticism that was suggested in the

works of these artistic models is very much stressed in

Steinlen. In general, he continued on a path that began in
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Fig. 44. Egon Schiele. Nude with Violet Stockings. 1912. Watercolor, brush
and ink, pencil, 125/s x 185/8" (32.1 x 47.3 cm). The Museum of Modern Art,
New York. Mr. and Mrs. Donald B. Straus Fund

Daumier's caricatures but was less developed in Lautrec's

work: the depiction of the proletariat and the petite bour

geoisie.

Certain themes treated by Steinlen were undoubtedly

inspired by Lautrec, such as those dealing with the world

of the theater, in the broadest sense, and with restaurants

and places of entertainment. His color lithograph The Ball

of Bassiere, 1898, and his poster L'Assommoir are com

parable to Lautrec's Moulin de la Galette, A la mie (Fig. 7),

and Ely see Montmartre. Just as Lautrec captured the chan-

teuse Yvette Guilbert in lithographs and drawings, so did

Steinlen in his posters of this artist. A poster of Guilbert

planned by Lautrec, however, was never realized.153 The

themes of the brothel and the prostitute were also treated by

Steinlen. However, he did not represent the women indi

vidually, as did Lautrec, but instead showed them hard at

work with their clients or employers (Prostitute and Pro

curer, 1898). Here again, the interest is in the social process.

The figure lying on the bed in Steinlen's lithograph Rob

bery and Murder falls within the sphere of Rops's Little

Model, Munch's The Day After, and Lautrec's Reclining

Woman, although this is not an erotic scene but the depic

tion of a crime. Steinlen, through the formal and social-

critical components of his art, influenced such subsequent

artists as Pablo Picasso, Kathe Kollwitz, Otto Dix, George

Grosz, Josef Scharl, and Max Beckmann.

A discussion of European art of the fin de siecle can

hardly be completed without mention of Art Nouveau.

Lautrec had contact with England and Belgium, where

this decorative artistic movement was beginning to grow

and blossom in the 1890s, knew of the trends and inno

vations of William Morris,154 and had personal contact

with the ingenious English illustrator Aubrey Beardsley

(1872-1898), who lived for a time in Paris, as did Oscar

Wilde. There seems to be no bridge connecting the works

of Beardsley and Lautrec, at least with respect to form. In

the works of the bourgeois Englishman, noble decadence

and mannerism prevail; with the nobleman Lautrec, art

descends to the level of the common man and his sources

of amusement. Beardsley systematized Japanese line/plane

compositions, whereas Lautrec always, even in his most

stylized posters, retained a personal spontaneous element

that saved his work from a boring rigidity. There are, of

course, certain thematic points of contact to be found,

principally in the depiction of the erotic —although the

emphasis is different. Both artists also treated identically

titled subjects, as in the Messalina theme or In the Cafe.155

When Beardsley died, La revue blanche published an

obituary, which was surely read by Lautrec.156

The expressive Austrian Art Nouveau style, known as

Jugendstil, with its chief representatives in Gustav Klimt,

Schiele, and, to some extent, Oskar Kokoschka, owed

much to the frank depiction of mores and eroticism that

was imported from France and Belgium. In particular, the

nudes of Egon Schiele (1890—1918), considered outrageous

at the time, with their mannered, contorted positions (Fig.

44), would scarcely have been imaginable without Rops

and Lautrec. Even the sculptor Auguste Rodin may have

profited from these trends in his similarly frank late draw

ings and watercolors.

Lautrec's other principal successors were Picasso (espe

cially in his early work), the Fauves (Georges Rouault,

Matisse, and Kees van Dongen), and the German Expres

sionists (Ernst Ludwig Kirchner and Max Beckmann). In

our own time the young generation of expressive painters



(especially the German group known as Neue Wilde)

shows Lautrec-like aspects in terms of spontaneous tech

nique and a willingness to break those erotic taboos that

still exist in our society. Thus, one can see Lautrec's effec

tive influence in today's art as well as in that of the past.

In his brief lifetime Lautrec's influential radicalism was

accomplished in silence. It was a radicalism without

bluster, self-evident, and indisputable. In his art the appar

ent contradiction between an artist of reactionary origins

and progressive artistic intentions was effectively recon

ciled. Lautrec expressed the idea when he said: "A thing is

never beautiful only because it is new . . . what is new is

seldom what is essential. There is always only one thing

that matters: to make something better from what is essen

tial in it."157

Translated by Dan and Sonja Cooper

1. See Matthias Arnold, "Toulouse-Lautrec und die alten Meister,"
Weltkunst 1985; Idem., "Das Theater des Lebens: Zur Ikonographie bei
Henri de Toulouse-Lautrec," Weltkunst 4, 1982, pp. 302-306; Idem.,
Henri de Toulouse-Lautrec (Hamburg, 1982), pp. 89ff.

In the notes, works by Lautrec not illustrated or listed in the cata
logue of the exhibition are designated by the abbreviations D (or P, Ic,
M); W (or WP); Del., which refer to the following catalogues raisonnes
of Lautrec's work: M. G. Dortu, Toulouse-Lautrec et son oeuvre, 6 vols.
(New York, 1971); Wolfgang Wittrock, Toulouse-Lautrec: The Complete
Prints (London, 1985); Loys Delteil, Henri de Toulouse-Lautrec: Le
peintre-graveur illustre, vols. 10,11 (Paris, 1920).

For references to the van Gogh correspondence, see The Complete
Letters of Vincent van Gogh (Greenwich, Conn., 1958).

2. Honore Balzac, Contes drolatiques (1855); Miguel de Cervantes, Don
Quixote (1863); Jean de La Fontaine, Fables (1867).

3. Maurice Joyant, Henri de Toulouse-Lautrec: Dessins-estampes-
affiches (Paris, 1927), p. 74.

4. Matthias Arnold, "Van Gogh und die Karikatur," Weltkunst 10, 1980,
p. 1419.

5. Tomas Vlcek, Honore Daumier (Bayreuth, 1981), p. 76.

6. Arsene Alexandre, Honore Daumier: L'Homme et 1'oeuvre (Paris,
1888).

7. Gotthard Jedlicka, "Toulouse-Lautrec," Das Graphische Kabinett 2
(Winterthur), 1924, pp. 15ff.

8. Cf. "Die Frauenbewegung," in Honore Daumier 1808-1879: Bildwitz
und Zeitkritik (Miinster and Bonn, 1978-79), pp. 166ff.; also Honore
Daumier: Die Blaustriimpfe und die sozialistischen Frauen (Berlin,
n.d.).

9. Douglas Cooper, Henri de Toulouse-Lautrec (Stuttgart, 1955), p. 12.

10. Kathe Kollwitz, Ich sah die Welt mit liebevollen Blicken (Hannover,
1968), p. 312.

11. Vlcek, Daumier, p. 62.

12. Maurice Joyant, Henri de Toulouse-Lautrec: Peintre (Paris, 1926),
p. 132.

13. Examples of Daumier's theater depictions are Spectators in the Theater
(1863; National Gallery of Art, Washington, D.C.); The Drama (c. 1860;
Neue Pinakothek, Munich); Comedian on the Scene (1858-62; Musee
du Louvre, Paris); Scapin and Sylvester (1863-65; Musee du Louvre,
Paris).

14. This essay was begun in January 1860 and published in December
1863.

15. Lautrec must have been familiar with the article on Constantin Guys
written by Thadee Natanson and published in La revue blanche 8,
1895, pp. 377ff.

16. Charles Baudelaire, "Le peintre de la vie moderne," in Ecrits sur l'art,
vol. 2 (Paris, 1971), p. 155.

17. Ibid., p. 150.

18. Ibid.

19. Ibid., p. 146.

20. Ibid., p. 191.

21. Cf. Jules Vert, "Toulouse-Lautrec et le cheval" (Diss., Lyon, 1959).

22. Both Manet and Lautrec made various trips to Spain and Holland,
which had a lasting effect on their art.

23. Cf. Paul Leclercq, Autor de Toulouse-Lautrec (Paris, 1921), p. 16; Henri
Perruchot, Manet (Munich and Esslingen, 1959), p. 344; Nicholas
Wadley, Manet (Wiesbaden, 1967), p. 33; Henri Perruchot, Toulouse-
Lautrec (Esslingen, 1958), pp. 296ff. On Manet's Nana cf. Werner
Hofmann, Nana: Mythos und Wirklichkeit (Cologne, 1974); on Manet's
Paris themes see Theodore Reff, Manet and Modem Paris (Washington,
D.C., 1982).

24. Cf. P180, P190.

25. Cf. Manet's Portrait ofEmile Zola (1867-68; Musee du Louvre, Paris),
Portrait of Theodore Duret (1868; Petit Palais, Paris), Portrait of Albert
Wolff (1877; The Solomon R. Guggenheim Museum, New York); and
Lautrec's Cipa Godebski (1896; Private collection, Paris); Maxime
Dethomas at the Opera Ball (1896; National Gallery of Art; Wash
ington, D.C.), or Maurice Joyant as Duck Hunter (1900; Musee
Toulouse-Lautrec, Albi).

26. Cf. P312 or P591.

27. E.g., Manet's Plum Brandy (1877; Collection Paul Mellon, Upperville,
Virginia) and Lautrec's At the Bastille (1888; The Art Institute of
Chicago).

28. Denis Rouart, Manet (Paris, 1957), p. 12.

29. Gotz Adriani and Wolfgang Wittrock, Toulouse-Lautrec: Das gesamte
graphische Werk (Cologne, 1976), p. 54.

30. Sandra Orienti, Edouard Manet: Werkverzeichnis, 2 vols. (Frankfurt
and Berlin, 1981), vol. 2, p. 3.



31. Herbert Asmodi, Toulouse-Lautrec: Moulin Rouge (Feldafing, 1956)
p. 16.

32. Wadley, Manet, p. 26.

33. Hugo von Tschudi, Edouard Manet (Berlin, 1910), p. 5.

34. Gotthard Jedlicka, Henri de Toulouse-Lautrec (Zurich, 1943), p. 42.

35. Wadley, Manet, p. 38.

36. Rouart, Manet, p. 80.

37. Tschudi, Manet, p. 36.

38. Wadley, Manet, p. 26.

39. Pierre Cabanne, Edgar Degas (Munich, n.d.), pp. 7, 26.

40. Francis Jourdain and Jean Adhemar, Toulouse-Lautrec (Paris, [1952]),
p. 28.

41. Cf. Degas's Portrait of Leon Bonnat (1863; Musee Bonnat, Bayonne).

42. Arnold, Henri de Toulouse-Lautrec, p. 19.

43. Frangois Gauzi, Lautrec et son temps (Paris, 1954), p. 144.

44. Cabanne, Degas, p. 18.

45. Lucien Goldschmidt and Herbert Schimmel, eds., Henri de Toulouse-
Lautrec: Lettres 1871-1901 (Paris, 1972), p. 152.

46. Perruchot, Toulouse-Lautrec, p. 164.

47. As had also been the case at one time with Manet, whom Degas had
accused of imitating his cafe-concert pictures.

48. Joyant, Peintre, p. 123.

49. Adriani and Wittrock, Toulouse-Lautrec, p. 54.

50. Perruchot, Toulouse-Lautrec, p. 318.

51. Jean Bouret, TouJouse-Lautrec:DerMensch und sein Werk (Giitersloh,
[c. 1965]), p. 103.

52. Perruchot, Toulouse-Lautrec, p. 217.

53. Jean Bouret, Degas: Der Mensch und sein Werk (Giitersloh, [c. 1965]),
p. 98.

54. Ibid., p. 99.

55. Manet once said to Mallarme: "You poets are terrible and it is often
impossible to visualize your fantasies." (Wadley, Manet, p. 25). Degas
said to Goncourt, Zola, and Daudet: "As a painter, I despise you!"
(Cabanne, Degas, p. 80).

56. There are also two little-known preliminary studies for this work
(P714, P715); cf. also Cats. 16-17, 246.

57. A few examples of the compositional use of the neck of the cello or
contrabass are: Degas's On Stage, two etchings of 1877 [Jean Adhemar
and Frangoise Cachin, Degas: Radierungen, Lithographien, Monoty-
pien (Munich, 1973), nos. 26, 27]; The Cellist Pillet (1868-69; Musee
du Louvre, Paris); At the Ballet (1872; Stadelsches Kunstinstitut,
Frankfurt). Seurat used the neck of the contrabass in the drawing
Singer in the Cafe Concert (Fig. 28) and in the painting The Cancan
(1889-90, Rijksmuseum Kroller-Miiller, Otterlo); Lautrec in his posters
Divan faponais (Cats. 260-261) and Jane Avril (Cats. 253-254) as well
as in the lithograph Miss Loie Fuller (Cats. 38-43; Frontis.) After
Lautrec this motif was employed by Kees van Dongen in The Cellist of
the Moulin de la Galette (1905; Private collection, Switzerland).

58. On Marie Dihau see Cabanne, Degas, p. 84.

59. Toulouse-Lautrec (New York: Knoedler Gallery, 1950), n.p.; cf. also
John Russell, Edouard Vuillard (Ontario, 1971), p. 102.

60. Joyant, Peintre, p. 130.

61. Published by Vollard in 1934 in Paris.

62. Bouret, Degas, pp. 187ff.

63. Cabanne, Degas, pp. 41,15.

64. Thadee Natanson, Un Henri de Toulouse-Lautrec (Geneva, 1951), p. 71.

65. Cabanne, Degas, p. 47.

66. Ibid., p. 28.

67. Joyant, Peintre, p. 192. The fact that Lautrec characterized Degas's
landscapes as "dreams," just as Degas had done, leads one to conclude
that he heard it from Degas or that he had an extraordinary gift of
insight.

68. Bouret, Degas, p. 213.

69. Ibid., p. 120.

70. Federico Fellini, Aufsatze und Notizen (Zurich, 1974), pp. 75ff.

71. Cf. Cabanne, Degas, p. 29; also Frangoise Daulte, "Plus vrai que nature,"
L'Oeil 70, 1960, pp. 49-55.

72. For example, Degas's Cafe-Concert Singer with Glove (1878, Fogg Art
Museum, Cambridge, Mass.) and Lautrec's Maxime Dethomas at the
Opera Ball (1896; National Gallery of Art, Washington, D.C.).

73. Bouret, Degas, p. 126.

74. Ibid., p. 79.

75. Cabanne, Degas, p. 79.

76. For Lautrec's visits to Renoir's atelier, cf. Natanson, Toulouse-Lautrec,
p. 15.

77. Gauzi, Lautrec, p. 145.

78. The style of Lautrec's early works of 1886-88, especially, was influ
enced by Forain. It is unjust that Forain, in whose work there are,
admittedly, great fluctuations in quality, is not familiar to a larger
audience.

79. Presumably, Lautrec adopted the technique of painting on cardboard
with thinned oil paint from Raffaelli; cf. Toulouse-Lautrec: Paintings
(Chicago: The Art Institute of Chicago, 1979), p. 229; Joyant, Dessins, p.
66; Mark Edo Tralbaut, Vincent van Gogh in het caf cone' of het
raak punt met Raffaelli (Amsterdam, 1955).

80. 111. in Dortu, Toulouse-Lautrec, vol. 1, nos. Icl44, Icl47, Icl48, Icl50,
Icl54.

81. Painting: Portrait of Toulouse-Lautrec (1885—86, Private collection,
Paris); drawings: Dortu, Toulouse-Lautrec, vol. 1, nos. Ic95, Ic96.

82. Color ills, of both paintings in Bogomilia Welsh-Ovcharov, Vincent van
Gogh and the Birth of Cloisonism (Toronto, 1981), pis. 2, 4.

83. Ibid., p. 254.

84. Ibid., pi. 30.

85. On Anquetin, see John Rewald, Post-Impressionism: From van Gogh to
Gauguin, 3rd ed. (New York, 1978), pp. 29ff; Hans Hofstatter,
Geschichte der europaischen Jugendstilmalerei (Cologne, 1977), pp.
78ff; Matthias Arnold, "Vincent van Gogh und seine franzosischen
Freunde: Der Cloisonnismus als Stil 1886-1891," Weitkunst 9, 1981,
p. 1320.

86. Dortu, Toulouse-Lautrec, vol. 1, nos. Ic93, Ic94.

87. Pierre Mornand, Em He Bernard et ses amis (Geneva, 1957), p. 57.

88. Ibid., p. 59.

89. Cf. Emile Bernard (Bremen: Kunsthalle, 1967), nos. 68, 6 (In the
Cabaret, 1887); Welsh-Ovcharov, Vincent van Gogh, pp. 268ff.

90. The Brothel and The Dance Hall in J.-B. de la Faille, The Works of
Vincent van Gogh (Amsterdam, 1970), nos. F478, F547. For Bernard's
brothel album see Matthias Arnold, "Eine Mappe mit Zeichnungen
Emile Bernards," Weitkunst 4, 1985, pp. 330-334.

91. Ills, in Mark Roskill, Van Gogh, Gauguin, and the Impressionist Circle
(New York, 1970), nos. 70, 71. There are similar drawings and sketches
in an extensive album with pasted-in sheets by Bernard from the 1880s
and 1890s preserved in the Kunsthalle, Bremen.

92. Gauzi, Lautrec, p. 31.

93. Letter 461. Portier was an art dealer with a shop at 54 rue Lepic, at that
time the residence of the van Gogh brothers. He also handled some of
van Gogh's works.

94. On this work (F381) cf. Welsh-Ovcharov, Vincent van Gogh, p. 118.

95. Ibid., Fl244a recto, Fl244a verso, Fl244b recto, Fl244c recto, Fl244c
verso, Fl244d verso. Cf. also Matthias Arnold, "Vincent van Gogh als
Portratist seines Bruders Theo," Weitkunst 5, 1980, pp. 548ff; Arnold,
"Van Gogh und die Karikatur."

96. A part of the van Goghs' collection of Japanese colored woodcuts is still
preserved in the van Gogh museum in Amsterdam. Lautrec loved not
only Japanese art, but also the painting and drawing implements and
clothing of Japan. Cf. also Arnold, Henri de Toulouse-Lautrec, p. 95.

97. Theo must have passed these on. It is still possible, in principle, that
documents will one day emerge which link van Gogh with Lautrec.

98. Now in the Stedelijk Museum, Amsterdam.



99. Cf. Letter 520.

100. Issues 10 (March 10, 1888] and 27 (July 7, 1888].

101. Naturally, Lautrec's delicate, finely constructed work is overwhelmed
by van Gogh's vividly colored and somewhat larger portrait. This was
seen very clearly in the exhibition, Vincent van Gogh and the Birth of
Cloisonism, shown during 1981 at the Art Gallery of Ontario, Toronto,
and the Rijksmuseum Vincent van Gogh, Amsterdam, where these
works hung side by side for the first time in public (Fig. 25].

102. One of them is P331.

103. "Dubois" and "Pillot" are presumably the result of a misspelling of the
hyphenated name of the pointillist painter Albert Dubois-Pillet.

104. Rewald, Post-Impressionism, pp. 346-347. Henry de Groux was the
son of the painter Charles de Groux, whom van Gogh admired in his
early period. In a letter to Vincent dated October 27, 1888, Theo wrote:
"In Brussels, I met the son of de Groux, who is also a painter. Unfor
tunately this was the last evening of my stay so I wasn't able to see his
things." (Letter T 3].

105. The picture mentioned is Ball at the Moulin Rouge (1890; Collection
Henry P. Mcllhenny, Philadelphia].

106. Vincent van Gogh: Samtliche Briefe, vol. 6 (Zurich, 1968), pp. 304ff.

107. Ibid., p. 306. The amusement over this incident must have been pro
voked by Lautrec, who possessed a subtle sense of such situations.

108. Since the two artists met the pallbearer "on the stairs," it is possible
that they had just come from or were about to leave for Lautrec's atelier.

109. Possibly, Lautrec's profile portraits (e.g., P320, P353) also had some
influence on comparable works of van Gogh from the Auvers period,
such as the so-called Little Arlesienne (F518), which must be given the
date 1890 and not 1888. Perhaps van Gogh also saw Portrait ofHelene
Vary (1888; Kunsthalle, Bremen) in Lautrec's atelier. This work may
have been a model for van Gogh's three portraits of Adeline Ravoux
(F768, F769, F786), painted in Auvers in 1890. It is significant that
Lautrec's Portrait of Vincent van Gogh (Fig. 24) is also a profile.

110. Goldschmidt and Schimmel, Toulouse-Lautrec: Lettres, p. 201.

111. Cf. note 57.

112. Cf. Jean Adhemar, Toulouse-Lautrec: Das graphische Werk (Vienna and
Munich, 1965), p. 9.

113. In the literature on the subject, one occasionally comes across the
unsubstantiated claim that Bonnard had already designed his France-
Champagne poster in 1889. Natanson, quoted in Claude Roger-Marx,
Bonnard Lithographe (Monte Carlo, 1952), p. 16.

114. Adhemar, Toulouse-Lautrec, p. 9.

115. The motif of the dancer riding on the donkey was also used several
times by Lautrec, e.g., in the lithograph A Costume Ball at the Moulin
Rouge (Cat. 62). On the style of the Moulin Rouge poster see Hofstatter,
Jugendstilmalerei, pp. 80ff.

116. Arnold, Henri de Toulouse-Lautrec, p. 73.

117. Color ills, in Charles Terrasse, Bonnard (Paris, 1927), near p. 68; also
Dessins et Aquarelles de Bonnard (Paris: Galerie Sapiro, 1975), p. 10.

118. Roger-Marx, Bonnard Lithographe, p. 20.

119. Private collection, West Germany. According to the owner, this work
dates from 1890. The date is more likely to be 1892-94.

120. On Lautrec's influence on poster art see Hofstatter, Jugendstilmalerei,
p. 82.

121. Thadee Natanson, Peints a leur tour (c. 1948), p. 271.

122. George Besson, Bonnard (Paris, n.d.), no. 3. The pictures of 1895-96
can be found in Jean and Henry Dauberville, Bonnard: Catalogue
raisonne de J'oeuvre peint, 1888-1905 (Paris, 1965), nos. 131,134, 135.

123. Dauberville, Bonnard, no. 80, various replicas of 1897: nos. 151,152,
153.

124. Jules Renard, Naturgeschichten. Illustrations by Bonnard (Zurich,
1960).

125. Dauberville, Bonnard, nos. 265, 299.

126. On Lautrec's influence on the Nabis see also John Rewald, Bonnard
(New York, 1948), p. 26. On the Revue blanche circle see Evelyn
Nattier-Natanson, Les amities de La revue blanche et quelques autres

(Vincennes, 1959); Fritz Hermann and A.B. Jackson, La revue blanche
(1889-1903) (Paris, 1960); Annette Vaillant, "Les amities de La revue
blanche," Catalogue de Texposition La revue blanche (Paris, 1966);
Fritz Hermann, "Die 'Revue Blanche' und die Nabis" (Diss., Zurich
and Munich, 1959).

127. Russell, Vuillard, p. 102.

128. Arthur Gold and Robert Fizdale, Misia (Bern and Munich, 1981), pp.
70ff.

129. For the drawing see Dortu, Toulouse-Lautrec, vol. 1, no. IclOO.

130. Ibid., nos. Ic74, Ic75; both are in the Musee Toulouse-Lautrec, Albi.

131. Gold and Fizdale, Misia, p. 86.

132. Russell, Vuillard, p. 105.

133. The author wishes to express his thanks to Mrs. Sabine Helms
(Munich) for kindly providing access to these and other works.

134. Claude Roger-Marx, L'Oeuvre grave de Vuillard (Monte Carlo, 1948),
no. 13.

135. Edouard Vuillard und die Nabis: Gem aide, Pastelle, Zeichnungen,
Druckgraphik (Bremen, 1983), no. 6; no. 5 shows another early sketch
by Vuillard for the Theatre Libre. For Vuillard's lithograph theater
programs, see Roger-Marx, Vuillard, nos. 16-25.

136. Private collection, New York.

137. Natanson, Un Henri de Toulouse-Lautrec, p. 177.

138. Vuillard (Frankfurt: Kunstverein, 1964), ill. 35, cat. no. 92.

139. Cf. also P617, the painted study for this work.

140. When Bonnat received his new appointment he did not invite Lautrec
to come along to the Academie (Arnold, Henri de Toulouse-Lautrec, p.
21). It is said that Bonnat especially praised Munch's drawings, as he
had those of Lautrec some years earlier [Ingrid Langaard, Edvard
Munch: Modningsar (Oslo, 1960), p. 438]. On Munch and Bonnat see
Matthias Arnold, "Drei Winter in Frankreich," in Edvard Munch
(Hamburg, 1986).

141. Langaard, Munch, p. 438.

142. Ibid., p. 161.

143. In 1900 Munch produced a color lithograph on this theme.

144. Color ill. in Ragna Stang, Edvard Munch . DerMensch und derKiinstler
(Konigstein, 1979), ill. 187.

145. 111. in Gosta Svenaeus, Edvard Munch: Das Universum der Melan-
cholie (Lund, 1968), p. 35.

146. Langaard, Munch, p. 312; Graphik: Zeichnungen 4 (Diisseldorf:
Kunsthandel W. Wittrock, 1982), no. 99.

147. The first version (1885-86) was burned; a later version (1894) is in Oslo.

148. Maurice Exsteens, L'Oeuvre grave et lithographie de Felicien Rops
(Paris, 1928), vol. 2, no. 383.

149. Cf. La revue blanche 9, 1895, pp. 477ff, 528; La revue blanche 10,1896,
pp. 55ff.

150. Cf. Del. 15; Cats. 28-43, 71, 249-250, 253-255, 260-261, 264-265,
268-269, 275-277, 281-284.

151. Information provided by Wolfgang Wittrock, for whose many con
structive suggestions and friendly support the author expresses his
special thanks.

152. A. Willette, Feu Pierrot 1857-19...? (Paris, 1919). Two of Lautrec's
graphic works are related to Willette: the poster La vache enragee, 1896
(Cat. 294), for the periodical of the same name published by Willette,
and the lithograph Picnic, 1898 (Cat. 219), in which certain stylistic
and thematic peculiarities of Willette's are paraphrased.

153. Cf. Arnold, Henri de Toulouse-Lautrec, p. 41.

154. Ibid., p. 122.

155. Cf. two depictions of Messalina by Beardsley; in 1900 Lautrec painted
six pictures based on scenes from the opera Messalina by Isidore de
Lara (P703-708). Beardsley's The Fat Woman (1894, The Tate Gallery,
London) is comparable in terms of subject to numerous depictions by
Lautrec of women in cafes (e.g., P274, P308, P328).

156. La revue blanche 16, 1898, pp. 68ff.

157. Jedlicka, Henri de Toulouse-Lautrec, p. 82.



7TTWH



The Popularization of Lautrec

Phillip Dennis Cate

The entrance of Henri de Toulouse-Lautrec in the

spring and fall of 1882 into the studio of Leon

Bonnat and then into the studio of Fernand Cor-

mon soon established the young artist at the center of the

burgeoning bohemian life of Montmartre. His fellow art

students, the cabarets and dance halls, and a spirit of

independence enticed Lautrec to move, in the summer of

1884, from his father's aristocratic residence at Hotel Perey,

5, Cite du Retiro, located off the Faubourg Saint-Honore

and near the place de la Madeleine, to the unpretentious

apartment of his friends Rene and Lily Grenier at 19 bis, rue

Fontaine, near the boulevard de Clichy on the southern

border of Montmartre. Although the actual distance be

tween the two residences was less than one mile, the

sociological and psychological gap was tremendous. The

move was a decision that had great significance in Lautrec 's

life and art. Once ensconced in the artistic community of

Montmartre he never left it for long. It meant that he had

dissociated himself from the academy and the salon of the

Societe des Artistes Frangais, and had taken the route of

the independent avant-garde artist.

With the salon —the traditional vehicle for success —

closed to Lautrec by his own choice, he, like other young

artists of the 1880s, sought visibility by producing illustra

tions for the new literary and artistic journals that began to

proliferate in Paris with the development of inexpensive

photomechanical printing processes. Indeed, Lautrec 's

first publishers were the editors of journals, as his first

printed works were photomechanical. The journals of the

1880s that often included the work of young artists were Le

chat noir, Le mirliton, Figaro illustre, Le courrier/rangais,

and Paris illustre. Lautrec's first successful attempts as an

illustrator were published in 1886 in Le courrier frangais

and Le mirliton.1

Gin Cocktail, a black-and-white illustration, appeared in

the September 26, 1886, issue of Le courrier frangais (Fig.

1). On December 29 of that year Le mirliton reproduced, as a

double-page spread, Lautrec's oil sketch The Quadrille of

the Louis XIII Chair at the Elysee Montmartre. Both images

were reproduced by means of a photorelief printing pro

cess, as were his four 1887 cover illustrations for Le

mirliton and his four drawings of Parisian street scenes

used to illustrate Emile Michelet's article "L'Ete a Paris" in

the Paris illustre issue of July 7, 1888 (Fig. 2).2 In three of

Lautrec's Paris illustre works he accommodated his draw

ing technique to the basic black-and-white contrast

requirements of the photorelief printing process by using a

maniere noire approach, working from black to white by

scratching away a black background in order to obtain

descriptive white masses and lines. The result is that of a

roughly cut woodblock print, and indeed, these works are

unusual in Lautrec's graphic oeuvre. It was, however, in

Period photograph of the Camis lithographic printing factory, Paris. (From Les arts et les industries du papier, Paris 1894) 77



which used the talents of young artists such as Henri

Riviere, Leon-Adolphe Willette, Caran d'Ache, and The-

ophile- Alexandre Steinlen for its witty, often macabre

illustrations.4 In the spring of 1885 the Chat Noir moved

from 84, boulevard Rochechouart to larger quarters at 12,

rue de Laval (changed in 1887 to rue Victor Masse), and

Bruant established his own cabaret and journal at the Chat

Noir's old address.

Throughout its existence, the majority of Le mirliton's

photorelief covers were colored by stencils. Hand-colored

illustrations (pochoi rs) were relatively inexpensive in con

trast to printing in color from separate relief plates, a sys

tem with which Lautrec was much involved in the 1890s.

In both processes the printer, under instructions from the

artist, was responsible for making the metallic stencils or

plates, for each color. Le mirliton, with Steinlen as its

principal illustrator (Fig. 3), conservatively used from one

to three color stencils. Of Lautrec's four cover illustrations

of 1887, three are stencil colored. However, unlike the work

of Steinlen and others, Lautrec used his limited palette for

dramatic compositional purposes rather than solely for

local description. For instance, in Surle pave: La derniere

goutte (Fig. 4) the only color added is a bright red for the

scarf of the man in the foreground. It is a strong central

accent within a simplified composition in which the

emphasis is on silhouetted black shapes against a stark

white background. In the foreground of Sur le pave: Quel

age as-tu, petite? . . . (Fig. 5), in which an old man in top hat

closely follows and lasciviously eyes a young woman,

Lautrec used three colors: blue, yellow, and pink. The color,

however, is isolated to the center foreground —on the face

and hat of the man and the blouse of the young woman. It

serves as an independent element set against a background

which is minimally and faintly described by the printed

black lines. Finally, in Le dernier salut (Fig. 6), a scene

depicting a funeral procession, Lautrec again used three

colors —purple, yellow, and blue —very economically in

the scarf, face, hat, and pants of the man, who is placed

dramatically against the frontal plane. Traditional perspec

tive systems are ignored; the background is tilted upward

with the black silhouetted figures of the procession run

ning across the white paper as if they were flat figures on a
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three illustrations for Le mirliton that he first used color.3

Le mirliton began publication in the fall of 1885 under

the directorship of Aristide Bruant, the chansonnier popu

late and owner-manager of the recently established caba

ret, the Mirliton. The journal was published irregularly for

over ten years and served primarily as a means for dis

seminating Bruant's songs. Bruant had previously per

formed at Rodolfe Salis's cafe, the Chat Noir, where he had

gained a reputation and strong following for his abrasive,

often insulting, demeanor and his songs of the street peo

ple, sung in the argot of the uneducated, the unsavory, and

the destitute. Undoubtedly, Lautrec had met Bruant at the

Chat Noir where the former was a frequent visitor. The Chat

Noir had opened in December 1881 and soon became a

favorite meeting place for avant-garde writers and artists, as

well as the "in" spot for the upper class and bourgeoisie

to vicariously participate in the risque bohemian life of

Montmartre. In January 1882 Salis began publishing the

journal Le chat noir, a satirical, tongue-in-cheek weekly,

Fig. 1. Henri de Toulouse-Lautrec. Gin Cocktail. From Le courrier
frangais, September 26,1886. Collection Mr. and Mrs. Herbert D.
Schimmel, New York



Fig. 2. Henri de Toulouse-Lautrec. The Omnibus
Trace Horse (Le cotier des omnibus). From Paris
illustre, July 7, 1888. Collection Mr. and Mrs.
Herbert D. Schimmel, New York

shadow-play screen. This was Lautrec's most abstract

illustration to that date and led directly to the bold and

stylistically revolutionary compositional devices of his

first color lithographic poster, Moulin Rouge, of 1891 (Cats.

247-248).

It is specifically in his illustrations for Le mirliton that

Lautrec's nascent concern for simplification and functional

use of the white paper within the composition first

appeared. He explored the photorelief printing process for

his own aesthetic experiments. He did not merely produce

a drawing for reproduction but, rather, took positive advan

tage of the limited capabilities of the process by effectively

coordinating its three basic elements: the simple black

printed line, the white paper, and the stencil colors. This

experience with a printing process which, in general,

required the juxtaposition of flat colors and which lent

itself to surface decoration rather than painterly realism

was to be pertinent to his future work in the medium of

color lithography.

The direct relationship of Lautrec's journal illustrations

to his early works in color lithography is most apparent in

his printed work of 1892. On December 25 Lautrec's

illustration Les redoutes du Casino de Paris —Nouveaux

confetti appeared in L'Echo de Paris (Fig. 7), which had

only five illustrations in color during 1892. Besides Lau

trec's illustration, there were three by Jean-Louis Forain

and an anonymous four-color illustration, Loie Fuller at

the Folies-Be rgere. Four stencils were also used in Lautrec's

design: pink, yellow, blue, and blue-green. Its decorative

two-dimensional quality and its application of color —

juxtaposition of flat areas of color —parallel those of his

posters and prints of the same year, most specifically, Reine

de joie (Cats. 249-250) and The Englishman at the Moulin

Rouge (Cats. 5-11).

Le Mirliton

Fig. 3. Theophile-Alexandre Steinlen. Ste. Mar-
mite. Cover for Le mirliton, January 15, 1886.
Collection Mr. and Mrs. Herbert D. Schimmel,
New York
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Fig. 4. Henri de Toulouse-Lautrec. Sur le pave:
La derniere goutte. Cover for Le mirliton,
January 1887. Collection Mr. and Mrs. Herbert
D. Schimmel, New York

Fig. 5. Henri de Toulouse-Lautrec. Sur le
pave: Quel age as-tu, petite? . . . Cover for Le
mirliton, February 1887. Collection Mr. and
Mrs. Herbert D. Schimmel, New York

Fig. 6. Henri de Toulouse-Lautrec. Le
dernier salut. Cover for Le mirliton, March
1887. Collection Mr. and Mrs. Herbert D.
Schimmel, New York

During the 1890s there were three predominant systems

of printing color whether one used a relief process based on

photography, a traditional intaglio process such as aqua

tint, or the planographic process of lithography. First, but

not in order of dominance, is a painterly system in which

there is a tonal build-up of color by means of superimpos

ing numerous secondary and tertiary colors, sometimes in

combination with grays and primary colors. This was most

often used commercially for reproducing paintings or

watercolors. In Maurias Vachon's Les arts et les industries

du papier en France, 1871-1894, published in 1894, there

is, for instance, an example with nine progressive proofs

of a chromotypogravure, a photorelief process, which

reproduces with nine tones a watercolor or oil design.5

Chromotypogravure is a painstaking system of reproduc

tion in which a craftsman must separate the color of the

original design by eye and produce relief zinc plates for

each color and tone. The initial plate of the overall design is

made photomechanically and is printed in gray to serve as

the guide for the production of numerous color plates.

It was not uncommon, however, for artists who sought a

degree of realistic representation to use a similarly com

plex system of superimposition of colors in the creation of

lithographs. Alexandre Lunois and Riviere, for example,

often built up compositions with numerous colors; the

latter used as many as ten. Most of Riviere's lithographs are

based on his own highly finished watercolors, and for them

this reproductive system was necessary. However, in the

end, his best work consisted of prints with a quality of

spontaneity rather than facsimile.

A second method of color application is the basic three-

color system, first invented in the 1720s by J. C. LeBlon, in

80



which primary colors are combined to produce intermedi

ate colors. In addition to red, yellow, and blue, black is

sometimes incorporated, functioning either as another

color or as the outline of the design. This method was also

used both commercially and for purely artistic purposes in

a variety of printing processes. For instance, Eugene

Delatre, the influential color intaglio printer and son of

the great mid-century printer Auguste Delatre, instructed

numerous artists of the 1890s, including Steinlen, Auguste

Lepere, and Edgar Chahine. It was a decidedly more eco

nomical method of printing color than the painterly system

because theoretically it required at the most only four

plates to obtain all the colors of the spectrum. Indeed, some

of the most colorful and pictorially exciting journals of the

1890s, such as Le rire and Figaro illustre, used the three-

color method with the photorelief process. Vachon de

scribed this application in his 1894 publication:

The basic drawing of the composition is traced on paper

or canvas, in concise lines, in outline, or else in bold,

deliberate strokes, intended to form the partitioning and

the bed of colors. Photography reduces the drawing, in

order to give it more sharpness, and fixes it on the metal

plate. From this first plate a proof is pulled, which the

artist works into color, following the number of tints

which have been settled upon; or sometimes he may

abandon himself to his free inspiration and paint the

drawing without concern for color printing. In the first

instance, the printer's color specialist simply has to

transfer to each plate the corresponding color; in the

second, he may proceed to an interpretation, made rela

tively easy by a predetermined use of colors; and he will

succeed in rendering, with the almost absolute exact

ness of a perfect imitation —by fine stippling, by inge

nious superimpositions, and by special tricks of the

trade —all the subtle nuances and color harmonies of the

original work.6

Numerous artists, including Steinlen, Felix Vallotton,

and Lautrec, were obliged to accommodate themselves to

this system of printing as well as adapt the system to their

particular aesthetics. Lautrec, in his illustrations for Le rire

(Fig. 8), made it work for him better than most artists by

taking full advantage of the white paper as an essential

compositional element that served to invigorate his de

signs. His dealer, Edouard Kleinmann, sold signed and

numbered color proofs of these illustrations in limited

editions just as he often did Steinlen's popular color photo-

relief illustrations for the journal Gil Bias illustre. This is

an indication that Kleinmann saw in these color photo-

relief prints an art form as valid as that in prints created by

traditional mediums.

In 1893 Edouard Duchatel, master printer for the impor

tant lithographic firm of Lemercier, published a treatise on

artistic lithography. It was the first treatise on the subject

specifically for artists since Godefrey Englemann's work of

1835-407 Its function was to instruct artists on the tech

nical aspects of lithographic printing and to reveal the

medium's artistic potential in combination with different

papers and inks.

Duchatel 's instructions for creating a color lithograph

after a watercolor design are to use four stones, one for each

of the three primary colors, and an additional stone for

black. The order of printing is yellow, red, blue, and black.

This is precisely the procedure used by Lautrec for his first

lithographic work, the 1891 poster Moulin Rouge (Cats.

247-248). However, when he overlapped colors such as red

and blue to make purple, it was not for the purpose of

modeling but, rather, to create broad areas of one color, so

that the overall result is a rhythmic pattern of flat colors.

After this first experience with lithography, it became

obvious to Lautrec that the three-color method, although in

general very practical, was a roundabout way of producing

the decorative and exotic color effects that were evolving in

his art. At the Moulin Rouge, La Goulue and Her Sister and

The Englishman at the Moulin Rouge, both of 1892,

Lautrec 's first and second lithographs (Cats. 2-3, 5-11) are

dramatically different in the creation and application of

color from that of his 1891 poster. In these two works and in

all future lithographs and posters he rejected the three-

color system and proceeded in a much more intuitive

manner by juxtaposing, rather than superimposing, a num

ber of solid colors. This became the third and the dominant

method of applying lithographic colors in the 1890s.



In At the Moulin Rouge, La Goulue and Her Sister there

are six colors, one and one half times the number in his first

poster. The color proofs of the print at the Bibliotheque

Nationale reveal that the final sequence of printing the six

stones was olive-green, blue, light green, red, yellow, and

salmon-beige. The initial key stone used to produce each

subsequent color had been mostly erased in the final print

ing; olive-green no longer served as the compositional

outline but instead was a separate juxtaposed color defin

ing, for instance, the dress and blouse of the sister. In The

Englishman at the Moulin Rouge Lautrec utilized six col

ors: olive-green, purple, blue, red, yellow, and black.

Unlike that used in Lautrec 's 1891 poster, the dominant

purple of the print is a premixed ink printed from the

stone, as are all his secondary colors, and is not produced

by the overlapping of the red and blue stones. As in the

photoprinting processes, the artist rarely involved himself

in the mechanical act of printing lithographs. Rather, after

Lautrec, in this case, drew the image upon the lithographic

stones (normally one stone per color) a printer would pull

proofs of the print from the press for the artist to correct or

approve. Once the proofs were acceptable to the artist the

printer would print the full edition. In Lautrec's cover

design for L'Estampe originale, of 1893 (Cats. 14-15),

Le Pere Cotelle, master printer for the shop of Edouard

Ancourt, is depicted at the lithographic press pulling proofs

of a print for the performer Jane Avril.

Lautrec's genius as a printmaker was his ability to con

trol and adapt printmaking techniques for his unique aes

thetic goals. Technical conventions had little sway over his

use of a particular medium. For instance, in 1898 as he was

completing the Yvette Guilbert lithographic album (Cats.

212-216) for Bliss, Sands & Co., the British printer, he wrote

to W. H. B. Sands and inquired: "As for the cover, how do

you want it? In lithography or by the same process as that

for the nursery toy book." The nursery book referred to is

The Motograph Moving Picture Book, of 1898 (Fig. 9), and

the process was color photorelief after a drawing by Lautrec

specifically commissioned for the cover.8 It was agreed that

the cover of the Yvette Guilbert album be done in lithogra

phy. Although this was the medium in which Lautrec was

most prolific and which he appears to have preferred, it did

not diminish in his eyes the status of the photomechanical

processes to which he lent his great talents on numerous

occasions throughout his brief career and which, indeed,

were so fundamental to his artistic development.

By the spring of 1892 it was not only in journals or in the

streets that one could view the printed work of Lautrec. In

Paris the poster Moulin Rouge was exhibited at the eighth

Salon des Independants, while in Antwerp that and Reine

de joie were exhibited along with their progressive proofs.

That summer, for the first time, Lautrec's posters were

available for purchase in the small shop of Edmond Sagot

at 18, rue Guenegaud on the left bank. Sagot was the first

dealer in Paris to champion the relatively new art of poster-

making. As early as 1886 his sale catalogues included

posters and emphasized the work of Jules Cheret. In cata

logue number 33, of July 1892, Sagot lists (entry 5503) the

two most recent productions by Lautrec, Ambassadeurs:

Aristide Bruant and Reine de joie (Cats. 249-250), for sale

at 3 and 4 francs, respectively. The dealer annotated this

entry with the following words of praise: "These two

posters are of an exceptional originality in terms of both

drawing and color; this is the only artist, besides Cheret,

who is truly personal."9 By the end of that year Sagot was

actively seeking work by Lautrec to include in his cata

logues. His desiderata listing for the December 1892 cata

logue (number 35) included requests for prints and posters

by Felicien Rops, Willette, Cheret, Forain, Henri Fantin-

Latour, drawings from the journal Le chat noir, and

especially posters by Henri-Gabriel Ibels; in addition,

Lautrec's drawings, lithographs, and the Moulin Rouge

poster, in particular, were sought. Throughout the decade

Sagot included the work of Lautrec among his vast inven

tory of prints and posters by established and avant-garde

artists.

Sagot was astute in appreciating the artistic activity in

printmaking of the 1880s and 1890s. As soon as new

graphic works came upon the scene, his catalogues listed

them. For instance, his June-July catalogue, of 1893,

included Lautrec's posters Jane Avril and Divan Japonais

(Cats. 253—254, 260-261), while his December catalogue

(number 39, entry 1797) paid homage to the first-year

installment of Andre Marty's important publication



L'Estampe originate: "L'Estampe originate is destined to

assume first place among our published selections of mod

ern printmaking." Sagot was virtually the father of modern

print dealers. Yet as Lautrec's reputation grew, other dealers

followed, many of whom had an even greater effect upon

his career.

Maurice Joyant, Lautrec's boyhood and lifetime friend,

had a direct role in the publication of the artist's work and

its initial exposure to the public. He had replaced Theo van

Gogh in 1890 as the director of the Boussod and Valadon

gallery at 18, boulevard Montmartre. By the end of 1893

Joyant had become a full partner in the gallery, whose

name was changed to Boussod, Manzi, and Joyant. Jean

Adhemar stated that Lautrec's The Englishman at the

Moulin Rouge, of 1892, had been printed by Ancourt for

Boussod. Joyant presented an exhibition of work by Lautrec

and Charles Maurin at the gallery from January 30 to Febru

ary 11,1893. While it was not the first exhibition in Paris to

include Lautrec's posters, it was the first instance in which

his works were critically reviewed, and they were done so

jubilantly by Thadee Natanson in the February issue of La

revue blanche:

The posters that have burst forth upon the walls of Paris

recently, or are still adorning them, have surprised, dis

turbed, and delighted us. The black crowd teeming

around the dancer, with her skirts tucked up, and her

astonishing partner in the foreground, and the masterful

portrait of Aristide Bruant, are equally unforgettable. But

it is the last one especially, that makes one thrill: the

delicious Reine de joie, bright, pretty, and exquisitely

perverse — One's eyes delightedly moved, stop in vain

at the shop window; in the joyous, carefree coloring

of a Cheret, they earnestly seek to rediscover in their

troubling memories the exquisite emotion of art that

the disquieting intentions of M. Toulouse-Lautrec have

made almost painful.10

Boussod and Valadon were also the directors of the

journal Figaro illustre, which in July 1893 published Gus-

tave Geffrey's article, "Le plaisir a Paris: Les restaurants

et les cafes-concerts des Champs Elysees."11 The article

LES FETES URTSIENNES

Redoutes

T

Fig. 7. Henri de Toulouse-Lautrec. Les redoutes du Casino de Paris—
Nouveaux confetti. From L'Echo de Paris, December 25, 1892. Collection
Mr. and Mrs. Herbert D. Schimmel, New York

'/A
V

SKATING
PROFESSION.,! BEAUTY

Fig. 8. Henri de Toulouse-Lautrec. Skating—Profes
sional Beauty. From Le rire, January 11, 1896.
Collection Mr. and Mrs. Herbert D. Schimmel, New
York
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Fig. 9. Henri de Toulouse-Lautrec. Cover for The
Motograph Moving Picture Book, 1898. Collection Mr.
and Mrs. Herbert D. Schimmel, New York

was accompanied by seven color illustrations photo-

mechanically reproduced after designs specifically created

for it by Lautrec. Concurrent with the article was Marty's

publication of The Cafe Concert, a series of twenty-two

black-and-white lithographs by Lautrec and Ibels (Cats.

44-54). Geffroy collaborated again with Lautrec in 1894 by

writing the introduction text of a book on Yvette Guilbert,

illustrated with seventeen lithographs (Cats. 84-87, 90,

92); in 1895 Lautrec illustrated two more articles in Figaro

iilustre written by Romain Coolus.

Dealers who sold and also published work by Lautrec

during the 1890s were Kleinmann, Gustave Pellet, A.

Arnould, and Ambroise Vollard. Other important pub

lishers of his work were Marty and L'Estampe originaJe;

Georges Ondet, publisher of music sheets; Alexandre

Natanson and La revue blanche; Andre Antoine and the

Theatre Libre; Aurelien-Frangois Lugne-Poe and the The

atre de l'Oeuvre; Leon Deschamps and La plume; and

Sands, of Bliss, Sands & Co.

Kleinmann was Lautrec 's first official dealer; he not only

showed the artist's work at his shop on the right bank at 8,

rue de la Victoire but published it as well. Kleinmann's

advertisement in the November 15, 1893, special poster

issue of La plume placed Lautrec with the following artists:

Henri Boutet, Steinlen, Ibels, Willette, Forain, Henry

Somm, and Cheret. By the spring of 1894 Louis Anquetin,

Georges Defeure, Eugene Grasset, Maximillian Luce,

Maurin, and Vallotton were represented by Kleinmann.

Thirty black-and-white lithographs by Lautrec of perfor

mers such as May Belfort and Marcelle Lender were pub

lished or distributed by Kleinmann. The dealer also made

it a practice, as previously stated, to make available to the

public limited editions of color proofs of illustrations for

the journal Le rire on special paper embossed with Klein

mann's distinctive circular chop.

Both the cafe-concert album and the Yvette Guilbert

book were published by Marty. From March 1893 to early

1895 Marty, director of Le journal des arts, published a

series of quarterly albums entitled L'Estampe originaJe.

The albums comprised a total of ninety-five prints by

twenty-four artists. Marty sought to publish prints by

members of the young avant-garde, which included all the

Nabis as well as independent artists such as Lautrec. In

addition, the albums represented more established yet

nonacademic artists such as Pierre Puvis de Chavannes,

Odilon Redon, Paul Gauguin, Cheret, and James McNeill

Whistler. Lautrec 's three prominent contributions to

L'Estampe originaJe were the cover for the album of 1893

(Cats. 14-15), At the Amba ssadeurs —Cafe-Concert Singer,

of 1894 (Cats. 73-79), and the cover for the final album of

L'Estampe originaJe, of March 1895 (Cat. 99). Marty also

published Lautrec's 1893 color lithograph Miss Loie Fuller

(Cats. 38-43) and included the artist's Supper in London

(Cat. 162) in the first installment of L'Estampe originaJe's

1896 publication Etudes de Femme s.12

Ibels, an early member of the Nabis, had studied at the

Academie Julian along with Pierre Bonnard, Edouard

Vuillard, Maurice Denis, and Paul Serusier; he was also

included, along with Lautrec, in La Bare de Boutteville's

exhibition, Impressionist and Symbolist Painters, in the

winter of 1891. When and how the two artists met is not
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known, yet there was ample opportunity from 1888 on

because of their mutual acquaintances. Ibels was a consis

tent link between Lautrec and many of the latter's early

commissions. Henri Perruchot stated that it was Ibels who

had introduced Lautrec to Georges Ondet, the publisher of

sheet music who, under Ibels's influence, commissioned

younger artists to illustrate sheet-music covers with

lithographic designs.13 Ondet published songs and music

by Desire Dihau, Maurice Donnay, and others, which were

first performed at the Chat Noir.

In 1893 Lautrec created lithographic designs for Ondet's

song sheets The Little Erand-Girl (Cat. 33) and Sick Carnot!

(Cat. 30) as well as for the cover and five poems for The Old

Stories (Cat. 18), also published by Ondet. It was Ibels,

along with Henri Rachou, who illustrated the other poems

in this volume by Goudezki (Jean Goudey). Throughout

the 1890s Lautrec illustrated the sheet music for a number

of other publishers such as Paul Dupont (Fig. 10) and Bosc;

the composer Desire Dihau had fourteen of his works

illustrated by Lautrec and published by C. Joubert in 1895

(Cats. 120-125). However, in 1900 Lautrec's last lithograph

for the sheet-music business was once again published by

Ondet. Also in 1893 Lautrec collaborated with Ibels on the

series The Cafe Concert, and they both also produced work

for the Theatre Libre and the journal L'Escarmouche.

In the spring of 1887 Andre Antoine opened the Theatre

Libre in Montmartre. This experimental theater —which

introduced realism to the French stage with productions

by Emile Zola, Henrik Ibsen, and August Strindberg —

used the talents of radical young artists to illustrate its

programs. Thirty-five programs in black-and-white and in

color were issued by the theater during its nine years of

existence. From 1888 to 1894, the theater's most active and

influential period, programs by Willette, Paul Signac,

Vuillard, Ibels, Alexandre Charpentier, Georges Auriol,

Riviere, and Lautrec were commissioned. The 1892-93

season was dominated by a series of eight color lithographs

by Ibels. In reference to this series Antoine remarked: "I

have succeeded in continuing a series of programs which

will be unique. ... I have even had the pleasure of furnish

ing a newcomer with an opportunity to show himself in an

original way by setting aside eight programs for H.-G. Ibels

last year."14 During Antoine 's final years as director of the

Theatre Libre, Lautrec designed three color lithographic

programs (Cats. 34-37, 100).

By 1893, realism had run its course as a movement in

the theater. In its place symbolism began to emerge, with

Lugne-Poe continuing Antoine's practice of commission

ing young artists to illustrate programs. Most of the pro

grams for the Theatre de l'Oeuvre were produced by mem

bers of the Nabis. Lautrec again revealed his theatrical

involvement with designs for such plays as Le Chariot de

Terre Cuite (Cat. 96), by Victor Barrucand, and the com

bined program for Raphael, by Romain Coolus, and

Salome, by Oscar Wilde (Cat. 130). While not all commis

sioned by these theaters, a number of other lithographs

by Lautrec deal with particular personalities, such as

Antoine, and with performances of Antoine's Theatre Libre

and Lugne-Poe's Theatre de l'Oeuvre (Cat. 195). These

works reflect once more his intense attraction to the theater,

which in a nominal way supported his career.

In November 1893 the writer Georges Darien, in collab

oration with the Nabis Anquetin, Bonnard, and Ibels,

founded the short-lived weekly L'Escarmouche. Although

there were only ten issues, Lautrec produced for the journal

twelve lithographs of theater and cafe-concert related

themes.

As we have seen, the works of the Nabis were often

exhibited and published with those of Lautrec. La revue

blanche was a staunch advocate and supporter of the Nabis

and of Lautrec. From July 1893 through December 1894 the

journal published one print each month by one of the

following: Vuillard, Charles Cottet, Ker-Xavier Roussel,

Denis, Paul Ranson, Bonnard, Vallotton, Redon, Ibels,

Lautrec (Cat. 80), Serusier, and Joszef Rippl-Ronai. This

culminated at the end of 1894 with a selection of these

twelve prints published together as the Album de La revue

blanche. In 1894 and 1895, Bonnard and Lautrec, respec

tively, each created a poster (Cats. 272-273) for the journal.

In addition, La revue blanche published, along with works

by other artists, Lautrec's prints of Anna Held and May

Belfort; while NIB, the journal's supplement which ap

peared three times, was illustrated by Vallotton, Bonnard,

and Lautrec (Cats. 93-94).15



Equal to La revue blanche in its support and concern for

the young avant-garde was La plume.16 The latter was

founded in April 1889 by Leon Deschamps, a young poet

and writer. His goal was to create an independent review

that was not aligned with any one school of literature,

philosophy, or art. By 1893 the journal began to emphasize

the visual arts as strongly as the literary arts. Its first special

issue for an individual artist was that of January 15, 1893; it

was dedicated to Ibels. The November 15 issue of that year

dealt exclusively with the art of French posters; among the

artists applauded were Ibels and Lautrec. In February 1894

La plume initiated its Salon des Cent, an important series

of monthly exhibitions which continued throughout the

remainder of the decade. Ibels was chosen to produce the

inaugural poster. A year and a half later Lautrec was given a

similar honor. He designed the poster (Cats. 281-284) for

La plume's six-month long (October 1895-March 1896)

changing exhibition of international posters at the journal's

gallery at 31, rue Bonaparte. In October the twenty sub

scribers to the deluxe edition of La plume received the first

state of Lautrec 's poster as a premium. During the last

month of the exhibition, which in reality was the twentieth

Salon des Cent, Lautrec exhibited his Elles series for the

first time (Cats. 139-145, 147-158). To promote the series,

Lautrec converted its title page into a poster announcing

the display of Elles at La plume (Cats. 141-142). It was also

in 1895 that La plume published Lautrec's Chap Book

(Cats. 278-279) poster; printed in its margin is the journal's

distinctive identification: "Affiches Artistique de LA

PLUME."

While there are a number of interconnecting person

alities related to Lautrec's entire career, it is apparent that

the early careers of Ibels and Lautrec have significant paral

lels, which suggests that the former was instrumental and

indeed influential in many of Lautrec's commissions dur

ing the first half of the 1890s. While in the twentieth

century Lautrec's reputation has certainly overshadowed

that of Ibels, Steinlen, and Cheret, it is important to note

that during the 1890s these artists were, in general, better

known than Lautrec, and their work was more fully appre

ciated and commercially more viable than that of Lautrec.

Until 1900 Lautrec continued to produce posters and

prints for a variety of commercial and literary enterprises.

A more detailed description of the process of accomplish

ing these works can be seen with reference to two projects,

in particular, for which there exists a collection of corre

spondence between Lautrec and one of his publishers. This

group of forty-seven letters, recently the subject of a mono

graph, documents in detail the collaboration between

Lautrec and the British publisher Sands in the creation of

the 1898 Yvette Guilbert album (Cats. 212-216) and the

series Portraits of Actors fr Actresses —Thirteen Litho

graphs by H. de Toulouse-Lautrec (Cats. 198-210). There

are numerous revelations derived from these letters which

reattribute the identity of a number of the actors and

actresses depicted. Most revealing, however, is the fact that

the correspondence sheds some light upon the working

relationship between Lautrec and Sands and upon the

creative process of the former.17

The Sands and Lautrec correspondence also imparts

information dealing with the economic factors involved in

producing the two lithographic albums. The cost factors

for these albums are relevant, as well, to the basic

production of black-and-white lithographic prints in the

1890s and, therefore, are worth discussing in detail.

The January 1899 issue of Sands's journal The Paris

Magazine, published in London and Paris, included an ad

for the Yvette Guilbert album with the following descrip

tion: "Nine Original Drawings by H. de Toulouse-Lautrec.

Printed on the Choisest Hand-made Paper. Text by Arthur

Byl. Translated by A. Teixeira De Mattos. Colombier 4to,

handsomely bound, with cover design by the artist, satin

clasps. Only 350 copies of this edition have been printed.

Price 25f. net."18

Lautrec's fee from Sands was 100 francs per drawing; the

letters confirm payment for the eight primary images but

not for the frontispiece or the cover. Byl's fee was 100 francs.

Assuming that Lautrec eventually received another 200

francs for his cover and frontispiece designs, the cost for

the creation of the drawings and text was 1,000 francs.

Lautrec's printer, Henry Stern, billed Sands 64 francs, 70

centimes for his work, as itemized below:
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Fig. 10. Period photograph of the Paul Dupont printing factory, Paris, showing rotary presses used to print color lithographic posters
from stones. (From Les arts et les industries du papier, Paris 1894)

proofs and preparation of eight stones 40.00

value of the eight stones at 2 francs, 40 centimes 19.20

first packing case 3.90

second packing case 1.60

64.70

In January 1898, while discussing the series Portraits of

Actors £r Actresses, Lautrec had informed Sands that to

print three hundred copies of a lithograph like Polaire (Cat.

197) would "cost 33 francs, not including paper." At this

rate one may calculate that in an edition of 250 it would

cost approximately 38 francs, 50 centimes for each of the

ten images which comprise the entire album, for a total of

385 francs. Therefore, the basic cost for the full edition of

the Yvette Guilbert album, if it had been printed in France

(it was printed in London) would have been about 1,450

francs. The paper and the fee to the translator was, of

course, additional. If one were to, at least, double the figure

of 1,450 francs for deluxe packaging and promotion of the

album, an estimate of 8 francs for the total cost of each

  



album appears legitimate. In relation to the selling price of

25 francs, an 8-franc cost factor agrees with Sands's general

three-to-one profit margin, which he outlined for Lautrec

in a letter of March 1, 1898.

Sagot's sale catalogues of the 1890s as well as the price

listings in La plume serve as the most accessible sources for

the market value of prints and posters. In addition, adver

tisements in La revue blanche and other art and literary

publications such as Le centaure offer additional price

information.19 Yet in most cases information on posters

dominates that available on prints. It was not until 1897

when Andre Mellerio inaugurated his important journal,

L'Estampe et l'affiche, that a regular listing of current

prices and edition sizes became available for prints and

posters. By referring to these sources, one may more readily

evaluate Lautrec 's position relative to the Paris art market.

There are a number of variables —paper quality, remarques,

edition size —which make exact comparisons difficult, but

in 1899, one year after Sands published Yvette Guilbert,

Redon's L'Apocalypse, a series of twelve lithographs (edi

tion of 100), sold for 125 francs, as did a suite of six

lithographs (edition of 100) by Fantin-Latour.

Black-and-white lithography was obviously much less

expensive to produce than color lithography. Pellet's rela

tionship with Lautrec began in 1896 with the publication of

Elles. Located at 9, quai Voltaire, he published not only

Lautrec's work in color but also that by Signac, Luce, and

Lunois.20 It was Lunois, however, the most conservative

artist of the lot, who fetched the highest prices for color

lithographs. His six-color Quieto ou ies derniers moments

de taureau, of 1897, sold for 60 francs with, and 50 francs

without, remarque (L'Estampe et l'affiche, March 1897, p.

56). The top price for any of Lautrec's three six-color

lithographs announced in 1897 issues of L'Estampe et

l'affiche is 50 francs. The real discrepancy between the

artists' work becomes evident when one compares edition

sizes. The Clowness at the Moulin Rouge (Cat. 170) and The

Dance at the Moulin Rouge (Cat. 180) are both in editions of

twenty, while Princely Idyll (Cat. 171) is in an edition of

sixteen. The edition size of Lunois's Quieto is one hundred,

five times as large as those by Lautrec while the price is the

same.

Twenty-five proofs of Lunois's Quieto were set aside to be

included in his La corrida series of eight bullfight subjects.

Therefore, only seventy-five of the edition were available as

single prints. With this in mind, one final calculation may

help to indicate the relative marketability of Lautrec's color

lithographs as compared to some of those of his contempo

raries. The maximum gross income that Lunois and

Lautrec could expect from a print of the same number

of colors and approximate size is: Lunois, 4,000 francs,

Lautrec, 1,000 francs. Pellet, probably realizing that

Lautrec's prints were rather small, limited the edition size.

He also may have known that even with such a small

edition Lautrec's market could not bear a price higher than

that established by Lunois.21

Pellet, like the critic Mellerio, was ahead of the market in

his appreciation of the work of Lautrec, and each promoted

him in his own way. Yet they also saw the validity in the

work of the popular Lunois. Mellerio discussed the merits

of both artists in his 1898 book La lithographie originale

en couleurs:

Toulouse-Lautrec demands to be considered first. He has

contributed in a powerful way to the creation of original

color lithography, both from the point of view of con

ception and of craftsmanship. His personal taste and

circumstances have pushed him to create numerous

works.... Toulouse-Lautrec is certainly gifted for prints

—we think especially for prints.

We even prefer his prints to his painting, in which he

doesn't seem as much at ease, in a medium which is

more elaborate, less direct. His remarkable inspiration

and procedures, his knowledge that was slowly forged

by a training which he evolved himself, have rightly

given him a starring role in original color lithography.

Lunois is a practitioner who really knows the stone.

Formerly he made reproductions, but he has since, by

his numerous and varied works earned himself an

important place in original prints —particularly in color

lithography. ... Lunois's conscientious work, his tech

nical knowledge, and his recent progress point to him as

capable of exercising a strong influence on the color



lithography movement, even more- so because he pro

duces so much.22

Color lithographic posters were far less expensive than

prints. For instance, in 1894 Lautrec's Moulin Rouge (Cats.

247-248) sold for 15 francs while one could buy his

smaller Divan Japonais (Cats. 260-261) for 2 francs or 3

francs, 50 centimes, mounted on linen. The primary func

tion of a poster, of course, is to sell a product; the more

available and visible, the better the promotion. So not only

was it counterproductive to place a high price on posters, it

was also unnecessary. Posters were printed in large quan

tities of one, two, three thousand, or even more. Therefore,

the unit production cost was quite low. These costs are

detailed in Amadee Member's 1898 book Traite de

lithographie.23 Below is Member's guide to poster formats

and the tax for each:24

XA colombier 151/2 x 12" 10 [6 centimes]

Vz colombier 23/2 x 15/2" 2V&0 [12 centimes]

jesus 27 x 25" 3V20 [18 centimes]

colombier 23V2 x 31" 3V40 [18 centimes]

grand aigle 44 x 27" 50 [24 centimes]

double colombier 49 x 33" 50 [24 centimes]

double grand aigle 55 x 44" 50 [24 centimes]

quadruple colombier 67 x 49" 50 [24 centimes]

quadruple grand aigle 88 x 55" 50 [24 centimes]

triple colombier 33 x 67" 50 [24 centimes]

The sizes most often used were the double and quadru

ple colombier. For instance, Reine de joie, Babylone

d'Allemagne, and Eldorado: Aristide Bruant (Cats.

249-251, 262-263) each fit within the dimensions of the

double colombier, while Moulin Rouge (without the added

strip at the top) fits within the quadruple; Divan Japonais

is simply a colombier. Although there were a number of

exceptions, in most cases a tax was charged and a tax stamp

was physically placed upon a poster hung outdoors if it

included the address of the fabricator of the product.

The cost factors involved in the production of a typical

double colombier poster such as Reine de joie were as

follows: for an affiche artistique the artist fee, paper, and

press work for one thousand copies was 1,000 francs; for

the second thousand copies, add 300 francs for press work,

and for each additional thousand copies add another 250

francs.25 In addition, a tax of 24 centimes (1898) was levied

on each poster, and a 15-centime fee for actually pasting it

to a wall was charged as well. Therefore, the cost per copy

of Reine de joie was most likely: 1.39 francs if printed in an

edition of one thousand; 1.04 francs if printed in an edition

of two thousand; .91 francs if printed in an edition of three

thousand. The cost per copy of Moulin Rouge was most

likely: 2.42 francs, 1.67 francs, and 1.42 francs, respectively.

It is obvious by the number of posters that still exist

today that all posters were not glued to walls and thus

destroyed. Some were sold directly to art dealers and col

lectors.26 As may be seen in the well-known photograph of

Lautrec in front of Cheret's Ball at the Moulin Rouge,

posters were also displayed inside framed glass cases

owned by particular companies; in this situation there

were additional monthly rental charges but no posting

charge.

Poster mania was rampant among collectors in the late

1880s and 1890s.27 The price of a poster was affected by its

rarity, as with Grasset's Librarie romantique, of 1887, con

sidered by Sagot in 1894 to be "tres rare" and thus valued at

20 francs, or affected by its uniqueness as was Lautrec's The

Hanged Man (Cat. 270), which Sagot listed in the same

catalogue at 25 francs and stated: "Center of poster, without

any lettering; veritable print. This is the artist's first poster;

it is extremely rare." Proofs before the addition of letters

were also at a premium. Lautrec's La revue blanche with

letters was 2 francs, 50 centimes, and before letters 5 francs,

but when it was one of twenty-five proofs without letters,

with a remarque, signed and numbered, its price rose to

10 francs. This also occurred with May Belfort (Cats.

268-269), in which the special twenty-five proofs included

a remarque of a "cat with a ruff and a monocle."

During the last two decades of the nineteenth century

and the first decade of the twentieth century, the franc

remained stable in relation to other monetary units. From

1884 to 1910 the Baedeker guidebooks to Paris consistently

valued one franc at 20 United States cents, 93A British

pence, and 80 German pfennigs. Indeed, inflation was not a
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problem in France during the 1890s; this is confirmed by

the fact that basic prices for restaurants, taxis, and enter

tainment remained static from the beginning of the decade

to the end of the century.

In order to place in perspective the relative monetary

value of prints and posters at the end of the century and,

therefore, the extent of their accessibility to the general

public, it is worthwhile to investigate some aspects of the

daily cost of living in Paris for different levels of society.

Two young American artists, chronicled in Bohemian

Paris of To-day, living for four years in Paris beginning

about 1894, were able to rent for 800 francs a year, or 160

dollars, an apartment/studio on the left bank off the rue

St. Andre-des-Arts. It cost them 150 francs to furnish it;

one student was even able to fill his room with posters

by Cheret, Alphonse Mucha, and Steinlen!28 Although

Lautrec was not the typical bohemian artist, he did live

within a relatively stringent budget. His monthly expenses

for the first half of 1893, excluding rent, averaged about 250

francs, or about 50 dollars. In 1894 he rented a new apart

ment in Montmartre at 27, rue Coulaincourt for 800 francs a

year, hired a live-in maid for 40 francs a month, and, in

addition, had a studio which he rented across the way at

7, rue Tourlaque.

Salaries, of course, varied greatly; a sample gives some

extent of the extremes in fin-de-siecle Paris: Yvette Guilbert

at the peak of her career received 21,000 francs a month

while she performed at the Scala; a lead actor at the Theatre

du Montparnasse earned 100 francs weekly; models for

students at the Ecole des Beaux-Arts were paid 30 francs a

week whether they were children or adults; while a seam

stress received 2 to 2 francs, 50 centimes for a twelve-hour

work day.

The humorous journal Le rire was 15 centimes. The Chat

Noir advertised lunch at 2 francs, 50 centimes and dinner

at 3 francs. Admission to the Salon des Cent was one franc,

the same as that for the official salons of the Societe des

Artistes Frangais and Societe Nationale des Beaux-Arts.

However, the entrance for varnishing day at the last two

exhibitions was 10 francs. The price of a poster was equiva

lent to an evening of bourgeois entertainment. For an aver

age price of 3 to 5 francs, one could enjoy the cafes con

certs. While there was no admission fee to these nightspots,

drinks were required at premium prices of 75 centimes to 5

francs. For 3 francs, 50 centimes one could attend the

Nouveau Cirque, the Cirque Fernando, or indulge in the

risque atmosphere of the Moulin Rouge and the Folies-

Bergere.

Those who purchased 50-franc color lithographs could

also afford to attend masked balls during Lent at the Opera

from midnight until dawn at a charge of 20 francs for men,

10 francs for women. The best seat at the Opera was the loge

at 17 francs; less desirable seats were available at 2 francs.

Fig. 11. The first woman bill poster in Paris



Seats at other legitimate theaters such as the Theatre Fran-

gais, Opera Comique, Odeon, and Theatre de la Renais

sance ranged from 10 to 12 francs and 2 to 3 francs.

If, however, one were very poor, one did not buy posters,

much less prints, nor frequent cafes concerts, nor climb the

Eiffel Tower. Instead, humble workers such as those

depicted by Steinlen spent Sunday evenings in Mont-

martre dancing at the Moulin de la Galette, for which the

admission was 50 centimes for men, 25 centimes for

women. Yet, as noted previously, even these people were

not deprived of an opportunity to view Lautrec's art. The

posters by Lautrec and fellow artists of the period were, as

critics wrote, the "frescoes of the poor" and the "salon of

the street (Fig. 11)."

In photomechanical journal illustrations, posters, and

limited-edition lithographs Lautrec's printed work reached

a vast and varied audience. His fifteen-year career as

illustrator and printmaker reveals an artist in tune with his

time. His graphic oeuvre not only epitomizes the exploita

tion of new print technology by the avant-garde, which

expanded the confines of art, but indeed, is also syn

onymous with fin-de-siecle aesthetics.

1. As early as the summer of 1881 Lautrec had created drawings
specifically to be used as illustrations. That year his friend,
Etienne Devisme, had written the novel Cocotte, which he asked
Lautrec to illustrate. Still "a painter in embryo," as Lautrec
referred to himself in regard to this project, he made twenty-three
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published at that time; rather, it appeared in 1953 and only then
because of the reputation of the artist, not that of the author.
See Henri Perruchot, Toulouse-Lautrec, trans. Humphrey Hare
(London, 1962), pp. 60-61.

Another ill-fated project was initiated in June 1884 by Cormon.
Both Henri Rachou and Lautrec were asked by their mentor to
create drawings for an illustrated edition of Victor Hugo's La
legende des siecles. In the spring of that year Lautrec also pro
duced a drawing for Figaro illustre, which, again, did not appear.
See Lucien Goldschmidt and Herbert Schimmel, Unpublished
Correspondence of Henri de Toulouse-Lautrec (New York, 1969),
p. 81, letter 58, n. 1.

2. For illustrations see Philippe Huisman and M. G. Dortu, Lautrec
by Lautrec (New York, 1964), p. 253.
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6. Ibid., pp. 108-109 (trans. Cathy Suroweic).

7. Godefrey Engelmann, Traite theorique et pratique de lithographie
(Mulhouse, 1835-40); Edouard Duchatel, Traite de lithographie
artistique (Paris, 1893).

8. Herbert D. Schimmel and Phillip Dennis Cate, The Henri de
Toulouse-Lautrec and W. H. B. Sands Correspondence (New York,
1983), letter no. 29, pp. 68-69. See The Motograph Moving Picture
Book (London, 1898) and French edition, Le motographe album
d'images animees (Paris, 1899).

9. I wish to thank M. Jean-Claude Romand, Director of the Galerie
Sagot-Le Garrec, 24, rue du Four, for making available to me the
sale catalogues of his great-grandfather.

10. La revue blanche, no. 16, February 1893, p. 146.

11. Figaro illustre, 2nd series, no. 40, July 1893, pp. 137-140.

12. For more information on L'Estampe originate see Donna Stein and
Donald H. Karshan, L'Estampe originale: A Catalogue Raisonne
(New York, 1970).

13. Perruchot, Toulouse-Lautrec, p. 175.

14. Quoted in Cate and Hitchings, The Color Revolution, p. 18.

15. For more information on La revue blanche see Fritz Hermann and
A. B. Jackson, La revue blanche (1889-1903) (Paris, 1960).

16. For a detailed discussion on La plume see Phillip Dennis Cate,
"La plume and Its Salon des Cent: Promoters of Posters and Prints
in the 1890s," Print Review 8, 1978, pp. 61-68.

17. Schimmel and Cate, Toulouse-Lautrec and W. H. B. Sands.

18. The Paris Magazine, vol. 1, no. 2, January 1899, p. ii (pub. Clarke &
Co., 225, rue St. Honore, Paris, and Sands & Co., 12 Burleigh Street,
London).

19. The fall 1895 issues of La revue blanche advertised its own print
and poster publications; L'Album de la revue blanche with twelve
prints by twelve artists was priced at 25 francs with individual
prints at 5 francs. Lautrec's Anna Held and May Belfort prints were
10 francs each, and the two La revue blanche posters by Bonnard
and Lautrec were 5 francs each.

20. Pellet was in direct competition with his right-bank counterpart
Ambroise Vollard, who among other things published in the 1890s
the color lithographic albums of Denis, Bonnard, and Vuillard.
Lautrec's only collaboration with Vollard occurred in 1897 with
the inclusion of his Country Outing (Cats. 191-192) in the group
publication Album D'Esta mpe originale de la Galerie Vollard:
Peintres-graveurs.

21. This limited market is confirmed by the following letter which
Lautrec wrote to Pellet on November 30, 1898: "Dear Sir/On July 8,
1897, you took twenty-five impressions in black (Interieur de Bras
serie) [Cat. 183] at a net price of ten francs and twelve impressions



of Femme dans la Loge [Cat. 169] at twenty francs net. You have
sold two imp. of Brasserie, making twenty francs, and one impres
sion of La Loge at twenty francs. Making a total of forty francs. You
advanced me 200 francs on the lot, 160 now outstanding. There
fore I am leaving you eight impressions of La Loge on deposit and
taking back the rest." (Goldschmidt and Schimmel, Unpublished
Correspondence, letter 221, p. 198.]

Therefore, within a year and a half, Pellet was only able to sell
one copy of the artist's color lithograph (edition of 12] and two of
the black-and-white image (edition of 25]. One may assume that
The Large Theater Box (Cat. 169] was sold at the price of his other
works in color and that Pellet made 30 francs on each sale. In
another letter two years earlier (December 2, 1896) to E. Deman, a
publisher in Brussels, Lautrec stated: "I have had a Lender [Cats.
102-106] proof sent to you. For you 30 francs, for the public 50
francs." (Goldschmidt and Schimmel, Unpublished Correspon
dence, letter 209, p. 191.) The edition size of this color lithograph
was 111. By 1897 it was apparent that Lautrec and Pellet no longer
found it profitable to produce such large editions; however, the
same retail price level is maintained.

22. Andre Mellerio, La lithographie originale en couleurs pub. by
L'Estampe et l'affiche (Paris, 1898). Quoted material comes from
the complete translation of Mellerio's book by Margaret Needham,
in Cate and Hitchings, The Color Revolution, pp. 79-97.

23. See Amadee Meunier, Traite de lithographie (Paris, 1898), pp.
142-145.

24. Poster sizes, originally in meters and centimeters, have been con
verted to inches, using the formula: cm x .39 = in. Taxes, orig
inally in hundredths of a franc, have been converted to original
centimes (in 1898 a franc = 200, 100 centimes = 1 franc), and then
to United States cents.

25. In 1895 Lautrec received from La plume a 200-franc artist's fee for
Irish and American Bar, Rue Royale — The Chap Book (Cats.
278-279). (Goldschmidt and Schimmel, Unpublished Correspon
dence, letter 196, p. 182.)

26. Posters, usually mounted on canvas and sold directly to dealers or
collectors, did not have the 15-centime affichage charge; in a letter
of 1896 to an unidentified individual Lautrec stated: "I have some
Aube [Cat. 291] posters at your disposal, stamped impressions, at
M. Ancourt's, at a price of 50 francs for 50." (Goldschmidt and
Schimmel, Unpublished Correspondence, letter 208, p. 109.)
L'Aube fits into the colombier format, and even in an edition of
one thousand probably only cost 50 to 75 centimes each to pro
duce.

27. For more information on this period of postermaking and collect
ing, see Cate and Hitchings, The Color Revolution.

28. W. C. Morrow, Bohemian Paris of To-day (London, 1899), p. 21.
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For a true understanding of the lithographs of Henri de

Toulouse-Lautrec it is necessary to study them in the

context of his paintings and drawings. Lautrec was already

a highly experienced draftsman when he began making

lithographs in 1891. The catalogue raisonne of his work

lists more than 3,000 drawings as well as 400 paintings

before that year. In all his sketches and drawings Lautrec

carefully refined individual images until he arrived at a

form appropriate to his expressive intention. He strove to

capture the inner soul rather than the surface detail of his

subjects, a focus which set him apart from many of the

other artists of his time. The sketch served as a visual

reminder of the live model while Lautrec worked on a final

composition in the printer's workshop.

Lautrec was so gifted that he usually drew single-color

lithographs directly on the stone without corrections. For

this reason, almost no multiple states of these prints exist.

The intense concentration needed to draw directly on the

stone (corrections were technically difficult and time-

consuming) in most cases resulted in the creation of

lithographs of finer quality than his drawings on paper.

When Lautrec received a commission for a color litho

graph, he preferred to use an image he had already

explored in painting. Before 1896 he still had the ability to

transform a somewhat sketchy painting into a complete,

finished lithograph. In 1897, however, when alcohol and

illness began to take their toll, his creative powers

diminished, and he began to rely on more detailed

paintings executed earlier as the basis for his color

lithographs. In these prints, the compositions more or less

duplicate those of the paintings, but it is to the great credit

of the artist that they can still be counted among his finest

works. Also, after 1897 Lautrec began to use photographs

more frequently than sketches to develop his portraits of

actors and actresses.

The trial proofs in the exhibition illustrate how Lautrec

and his congenial printer, most often Henry Stern, worked

on a color lithograph. Technical standards in printing

reached their peak during the 1890s; the demands of

commercial printing gave rise to tremendous technological

advances, and the use of twenty to thirty stones and colors

for one print became possible. However, Lautrec and his

printers never exploited the entire range of technology

available to them. The maximum number of stones they

used to print a color lithograph remained a modest eight.

It was, instead, Lautrec's powerful imagination and sen

sitivity combined with a delicately balanced collabora

tion with his printer that differentiated his lithographs

from those of his contemporaries. Alexandre Lunois

(1863-1916), for example, enjoyed greater popularity and

success than Lautrec. Lunois's more than ten years'

experience in professional lithography had familiarized

him with the latest technical innovations, but without the

aesthetic genius of Lautrec, Lunois's work can merely be

characterized as colorful. Lautrec, on the other hand, had

the ability to create works of greater brilliance using more

limited means. The three series of color trial proofs in the

exhibition are excellent examples of how Lautrec achieved

these results. Their examination provides us with an

imaginary glimpse of the artist at work.

There are more than 260 paintings and drawings directly

related to Lautrec's 364 lithographs and posters, not

counting the many works which indirectly depict similar

subjects. The drawings and paintings included in this

exhibition can be classified in the following groups, for

which examples are given:

A. Sketches drawn from life: Head of Yvette Guilbert (Cat.

88); Yvette Guilbert Standing, Singing (Cat. 89).

B. Drawings and paintings on paper or board in which the

artist has deliberately formulated his composition for a

lithograph: Father Cotelle and Jane Avril Looking at a

Proof (Cats. 12, 13); Paula Brebion (Cat. 55); Jane Avril

(Cat. 297); Jane Avril Dancing (Cat. 252); Le Divan Japo-

nais (Cat. 259).

C. Previously executed paintings from which the composi

tion for a color lithograph derives: The Englishman at

the Moulin Rouge (Cat. 4); The Toilette—Woman

Combing Her Hair (Cat. 138); At the Moulin Rouge: The

Waltzing Couple (Cat. 179); The Large Theater Box (Cat.

168).

D. Paintings very closely related to lithographs, emphasiz

ing the artist's strong interest in a particular subject:

Chilperic (Cat. 101); Miss May Belfort (Cat. 266); La

Goulue Entering the Moulin Rouge (Cat. 1).



In the catalogue listings, titles and dates of lithographs

conform to those cited in Wolfgang Wittrock, Toulouse-

Lautrec: The Complete Prints (London, 1985). The medium

"lithograph" is used for those works printed in a single

color, usually black, olive-green, sanguine, or blue. The

paper on which a lithograph is printed is cited only in

cases where several kinds of paper were used within the

same edition.

Dimensions are given in inches and centimeters, height

preceding width. Composition size is given for individual

lithographs, and page size for illustrated books.

The following catalogues are referred to in the entries:

Delteil: Loys Delteil, Henri de Toulouse-Lautrec: Le

peintre-graveur illustre, vols. 10, 11 (Paris, 1920).

Dortu: M. G. Dortu, Toulouse-Lautrec et son oeuvre,

6 vols. (New York, 1971).

Garvey: Eleanor M. Garvey, The Artist and the Book:

1860-1960 (Boston and Cambridge, Mass.,

1961).

Inscriptions by the artist, usually dedications, are noted.

Prints listed as "unpublished" exist in only a few

impressions. The number appearing with an illustration

refers to the catalogue entry. An asterisk at the end of the

catalogue entry indicates that the work is illustrated.





Lithographs, Drawings, and Paintings

1. La Goulue Entering the Moulin Rouge (La Goulue entrant

au Moulin Rouge). 1891.

Oil on cardboard, 3iy4 x 23W (79.4 x 59 cm).

Dortu P423.

The Museum of Modern Art, New York. Gift of Mrs. David

M. Levy, 1957.*

At the Moulin Rouge, La Goulue and Her Sister (Au

Moulin Rouge, La Goulue et sa soeur). 1892.

2. Lithograph, 18% x 13%" (46.2 x 34.8 cm).

Wittrock 1, first state, proof of key stone. Delteil 11.

Private collection.

3. Lithograph, printed in color, 18Y8 x 13%" (46.1 x 34.8 cm).

Wittrock 1, second state, published edition. Delteil 11.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

La Goulue (Louise Weber; 1870-1929) was nicknamed
after her friend Goulue Chilapanne. She began dancing
in 1886, appeared at the Moulin Rouge in 1889, and
became the dancing star of Paris. Due to her excessive
lifestyle, she had to leave the Moulin Rouge in 1894. She
tried belly dancing, animal taming, and after a continual
decline died in poverty in 1929. Valentin Le Desosse
(The Disjointed; Jacques Renaudin; c. 1845-1906) was for
many years the amateur dancing partner of La Goulue
(see Cats. 83, 247-248).



4. The Englishman at the Moulin Rouge (L'Anglais au

Moulin Rouge: M. Warner). 1892.

Oil and gouache on cardboard, 33% x 26" (85.7 x 66 cm).

Dortu P425.
The Metropolitan Museum of Art, New York. Bequest of

Miss Adelaide Milton de Groot (1876-1967), 1967.*

The Englishman at the Moulin Rouge (L'Anglais au

Moulin Rouge). 1892.

5. Lithograph, I8V2 x 14%" (47 x 37.3 cm).

Wittrock 2, first state. Delteil 12.

Bibliotheque Nationale, Paris.

6. Lithograph and watercolor, IQV2 x 14%" (47 x 37.3 cm).

Wittrock 2, first state. Delteil 12. Dortu A198.

Bibliotheque Nationale, Paris.*

7. Lithograph, 20% x 145/i6" (52.8 x 36.3 cm).

Wittrock 2, second state, trial proof i. Delteil 12.

Bibliotheque Nationale, Paris.*

8. Lithograph, printed in color, 20% x 145/i6" (52.8 x 36.3 cm).

Wittrock 2, second state, trial proof ii. Delteil 12.

Bibliotheque Nationale, Paris.*

9. Lithograph, printed in color, 18% x 14%" (47.4 x 37.3 cm).

Wittrock 2, second state, trial proof iii. Delteil 12.

Bibliotheque Nationale, Paris.

10. Lithograph, printed in color, I8V2 x 14%" (47 x 37.3 cm).

Wittrock 2, second state. Delteil 12.

Bibliotheque Nationale, Paris.

11. Lithograph, printed in color, I8V2 x 14%" (47 x 37.3 cm).

Wittrock 2, second state, published edition. Delteil 12.

Collection Nelson Blitz, Jr., New York.*

The Englishman, William Tom Warrener (1861—1934),
was a painter and the son of an influential family in Lin
coln, England. He moved to Paris in the mid-1880s to
study at the Academie Julian, and exhibited at the Salon
and the Royal Academy with some success. He met
Lautrec in the early 1890s after moving to Montmartre.
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12. Father Cotelle (Le Pere Cotelle). 1893.

Charcoal and colored crayon on tan wove paper, 20 x 135/8"

(50.7x34.6 cm).

Dortu D3434.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*

13. fane Avril Looking at a Proof (Jane Avril regardant une

epreuve). 1893.

Gouache on paper, 20 x 12V2" (51 x 32 cm).

Dortu A206

Collection Henry W. Bloch, Shawnee Mission, Kansas.*

Cover for L'Estampe originate (Couverture de L'Estampe

originale). 1893.

14. Lithograph, 22^4 x 251Me" (56.5 x 65.2 cm).

Wittrock 3, proof of key stone. Delteil 17.

Smith College Museum of Art, Northampton, Massa

chusetts. Gift of Selma Erving '27, 1978.*

15. Lithograph, printed in color, 2214 x 251Me" (56.5 x 65.2 cm).

Wittrock 3, published edition. Delteil 17.

Private collection.*

Le Pere Cotelle was master printer of the Imprimerie
Edouard Ancourt & Cie.

Jane Avril (1868-1943), nicknamed "La Melinite" (an
explosive), was discovered in 1891 by Zidler at the
Moulin Rouge. She usually danced alone but sometimes
danced in the quadrille there and at the Jardin de Paris.
In 1897 she performed in London with Mademoiselle
Eglantine's troupe, and in 1900 she toured the French
provinces. After a month's sojourn in New York in 1901,
she returned to Paris, where she performed in musical
comedies and revues at the transformed Moulin Rouge.
After a short trip to Spain she stopped dancing, married,
and had a son. She died destitute in a home for the aged
in Paris.

Andre Marty published L'Estampe originale, a port
folio comprised of original lithographs by various artists.
The cover for its first issue depicts Jane Avril examining
a proof pulled by Pere Cotelle in the workshop of the
Ancourt printing firm.
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The Milliner, Renee Vert (La modiste, Renee Vert). 1893.

16. Lithograph, printed in color, 18% x ll7/i6" (46 x 29 cm).

Wittrock 4, first state, trial proof i; inscribed a Kleinmann.

Delteil 13, second state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

17. Lithograph, printed in color, 1715/ie x 12" (45.5 x 30.5 cm).

Wittrock 4, second state, published edition; inscribed a

Kleinmann. Delteil 13, first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

Renee Vert was a fashion designer and milliner.
In 1893 she married the painter Joseph Albert.

18. The Old Stories, Cover-frontispiece (Les vieilles histoires,

couverture-frontispice). 1893.

Lithograph, printed in color, 13% x 21W (34 x 54 cm).

Wittrock 5, second state, published edition. Delteil 18,

second state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

19. The Old Stories, Portrait of Desire Dihau Playing the

Bassoon (Les vieilles histoires, Portrait de Desire Dihau

jouant du basson). 1893.

Pencil drawing on paper, 11% x 8%" (28.5 x 22 cm).

Dortu D3383.
Collection Mr. and Mrs. Edward M.M. Warburg, New York.*

Les Vieilles

 <'T —  "

Poesies

de Jean Goudezki

mises en musique

P ar n :

Desire Dihau
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For You!.. . (Pour toi! . . . 1893.

20. Lithograph, 1013/i6 x 73A" (27.5 x 19.7 cm).

Wittrock 6, first edition. Delteil 19, first state.

Impression on imitation Japan paper.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

21. Lithograph, 1013/i6 x 73A" (27.5 x 19.7 cm).

Wittrock 6, first edition. Delteil 19, first state.

Impression on mounted wove paper.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

22. Lithograph, 1013/ie x 73A" (27.5 x 19.7 cm).

Wittrock 6, first edition. Delteil 19, first state.

Impression on wove paper with stencil coloring.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

23. Lithograph, 1013/ie x 7%" (27.5 x 19.7 cm).

Wittrock 6, song sheet edition. Delteil 19, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

24. Lithograph, 1013/i6 x 73A" (27.5 x 19.7 cm).

Wittrock 6, Floury edition. Delteil 19.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

Desire Dihau (1825-1909) was a composer and musician
who played the bassoon in the Paris Opera. He was a
close friend of Lautrec and Degas, whom he introduced
to each other.

25. Your Mouth (Tabouche). 1893.

Lithograph with stencil coloring, 915/i6 x 615/i6" (25.3 x

17.7 cm).
Wittrock 7, first edition on wove paper. Delteil 21, first state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

26. Sleepless Night (Nuit blanche). 1893.

Lithograph with stencil coloring, 1014 x 6%" (26 x 17.5 cm).

Wittrock 8, first edition on wove paper. Delteil 20, first state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.
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27. Chastity (Sagesse). 1893.

Lithograph, 107/i6 x Wie" (26.5 x 18 cm).

Wittrock 9, first edition on mounted wove paper. Delteil 22,

first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

28. Last Ballad (Ultime ballade). 1893.

Lithograph with stencil coloring, 107/i6 x 73/i6" (26.5 x

18.2 cm).

Wittrock 10, first edition on wove paper. Delteil 23,

first state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

29. Study of Woman (Etude de femme). 1893.

Lithograph with stencil coloring, 107/ie x 7Va" (26.5 x 20 cm).

Wittrock 11, first edition on wove paper. Delteil 24,

first state.
The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

30. Sick Camot! (Carnot malade!). 1893.

Lithograph with stencil coloring, 9% x 75/i6" (24.4 x

18.6 cm).

Wittrock 12, first edition on wove paper. Delteil 25,

first state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

President Sadi Carnot's illness in the summer of 1893
inspired the writing of the monologue Carnot malade!, a
political satire comparing the state of the government to
his physical malady. Carnot recovered from the illness,
but was murdered by an anarchist in June 1894.

31. Poor Streetwalker! (Pauvre pierreuse!). 1893.

Oil on cardboard, 13 x 10" (33 x 25.4 cm).

Dortu P492.

Private collection.*

32. Poor Streetwalker! (Pauvre pierreuse!). 1893.

Lithograph, 97/ie x 6%" (24 x 17.2 cm).

Wittrock 13, first edition on imitation Japan paper.

Delteil 26, first state.

Museum of Fine Arts, Boston. Bequest of W. G. Russell

Allen.*
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33. The Little Errand-Girl (Le petit trottin). 1893.

Lithograph, 11 x 7%" (28 x 19 cm).

Wittrock 14, first edition. Delteil 27, first state.

The Brooklyn Museum, New York.*

The Hairdresser —Program for the Theatre Libre

(Le coiffeur —Programme du Theatre Libre). 1893.

34. Lithograph, printed in color, 1215/i6 x 10" (33 x 25.5 cm).

Wittrock 15, second state, first edition. Delteil 14, first state.

Boston Public Library. Albert H. Wiggin Collection.*

35. Lithograph, printed in color, 12% x 97/i6" (31.5 x 24 cm).

Wittrock 15, theater program edition. Delteil 14,

second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

The Theatre Libre was founded in 1887 by Andre
Antoine (1858-1943) for the production of plays by the
new French and foreign naturalist playwrights. Its inno
vations in directing and acting had a great influence on
contemporary French theater. Owing to financial diffi
culties, it closed in April 1896.

Ill
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The Loge with the Gilt Mask —Program for the Theatre

Libre (La loge au mascaron dore —Programme du Theatre

Libre). 1893.

Lithograph, printed in color, 14% x 12%" (37.2 x 32.7 cm).

Wittrock 16, first edition. Delteil 16, first state.

The Metropolitan Museum of Art, New York. Gift of

Clifford A. Furst, 1958.*

Lithograph, printed in color, 12V8 x 97/i6" (30.8 x 24 cm).

Wittrock 16, theater program edition (1894). Delteil 16,

second state.
Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Miss Loie Fuller. 1893.

Lithograph, 109/i6 x 6%" (26.8 x 16.2 cm).

Wittrock 17, trial proof i. Delteil 39.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

Lithograph, printed in color, 14V2 x 109/i6" (36.8 x 26.8 cm).

Wittrock 17, published edition; inscribed a Stern. Delteil 39.

Boston Public Library. Albert H. Wiggin Collection.*

Lithograph, printed in color, 14V2 x 109/i6" (36.8 x 26.8 cm).

Wittrock 17, published edition. Delteil 39.

Boston Public Library. Albert H. Wiggin Collection.*

Lithograph, printed in color, 14Y2 x 109/i6" (36.8 x 26.8 cm).

Wittrock 17, published edition; inscribed a R Marx.

Delteil 39.
The Brooklyn Museum, New York.*

Lithograph, printed in color, 14V2 x 109/i6" (36.8 x 26.8 cm).

Wittrock 17, published edition. Delteil 39.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

Lithograph, printed in color, in the original mat,

14y2 x 109/ie" (36.8 x 26.8 cm).

Wittrock 17, published edition. Delteil 39.

Bibliotheque Nationale, Paris.*

Loie Fuller (1862-1928) was born in Chicago and began
her career at the age of five as a singer. After giving tem
perance lectures, performing Shakespeare with a touring
acting company, and appearing in burlesque in Chicago
and New York, she was discovered in Paris at the Folies-
Bergere in 1892. She created a sensation with her unique
approach to dance: standing immobile, she simulated
movement through the manipulation of long veils of
flowing drapery attached to her dress. The projection of
multicolored electric lights onto her veils created strik
ing visual effects.

38.

39.

40.

41.

42.

43.

36.

37.
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The Cafe Concert (Le cafe concert). 1893. [44-54.]

A portfolio of 22 lithographs, 11 by Henri-Gabriel Ibels (not

in the exhibition) and 11 by Toulouse-Lautrec, with text by

Georges Montorgueil.

Published by L'Estam pe originate (Andre Marty), Paris.

Deluxe edition on laid Japan paper.

Collection Mr. and Mrs. Gilbert Rothschild.

44. Jane Avril.

Lithograph, 10y2 x &7/i6" (26.6 x 21.5 cm).

Wittrock 18. Delteil 28.*

45. Yvette Guilbert.

Lithograph, 915/i6 x 83A" (25.3 x 22.3 cm).

Wittrock 19. Delteil 29.

(see Cat. 92)





Paula Brebion.

Lithograph, 105/i6 x 73/ i" (26.2 x 19.7 cm).

Wittrock 20. Delteil 30.*

(see Cat. 55)

Mary Hamilton.

Lithograph, 109/i6 x 67/i6" (26.8 x 16.3 cm).

Wittrock 21. Delteil 31.

Edmee Lescot.

Lithograph, 10Va x 7V2" (27 x 19 cm).

Wittrock 22. Delteil 32.

Madame Abdala.

Lithograph, 105/8 x 7%" (27 x 20 cm).

Wittrock 23. Delteil 33.

Aristide Bruant.

Lithograph, 109/i6 x 87/i6" (26.8 x 21.5 cm).

Wittrock 24. Delteil 34.*

(see Cat. 251)

Caudieux —Petit Casino.

Lithograph, 1013/i6 x 8%6" (27.5 x 21.8 cm).

Wittrock 25. Delteil 35.*

(see Cat. 255)

Ducarre at the Ambassadeurs (Ducarre aux

Ambassadeurs).

Lithograph, 10V4 x 713/i6" (26 x 19.9 cm).

Wittrock 26. Delteil 36.

46.

47.

48.

49.

50.

51.

52.
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53. A Spectator (Une spectatrice).

Lithograph, 109/ie x 7W (26.9 x 18.5 cm).

Wittrock 27. Delteil 37.*

54. American Singer (Chanteur americain).

Lithograph, 1015/ie x 8Vvi" (27.8 x 20.5 cm).

Wittrock 28. Delteil 38.*

The cafes concerts were at once places to meet, converse,
and smoke as well as places to listen to instrumental and
vocal music. Originated in the eighteenth century as
cafes with musical entertainment, the first independent
cafe concert was the Estaminet Lyrique, which opened
in 1848. Its patrons were the workmen and clerks of the
neighborhood. This new forum for entertainment, subse
quently copied throughout Paris, was called a beuglant
(from beugler, to bellow) and was generally as glamour-
less as its colloquial name implies. In 1891 the unpreten
tious cafe chantant became the elegant cafe concert.
There were no less than 274 cafes concerts in Paris in
1896, presenting 10,000 to 15,000 new songs each year.
While many of the female entertainers were originally
dressmakers, milliners, or artists' models, at the better
establishments they usually had some musical training,
and aspired to sing at the Opera or in musical comedy.
The male performers, too, were from all walks of life. The
two main cafe-concert districts during Lautrec's time
were located on the boulevard de Strasbourg and the
boulevard de Sebastopol and on the Champs-Elysees.
Only three establishments of importance were located
in Montmartre: Divan Japonais (a combination of
cafe concert and cabaret artistique ), Cigale, and
Decadents.
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55. Paula Brebion. 1893.
Black chalk on wove paper, 10 x 7n/i6" (25.4 x 19.5 cm).

Not in Dortu.
Museum Boymans-van Beuningen, Rotterdam.*

Paula Brebion (born I860] began her career at Scala. She
sang soldiers' songs while performing contortions at the
Eldorado and Alcazar.

56. The Disasters of War (Los Desastres de la Guerra). 1893.

Lithograph, HVs x 15%" (28.2 x 39.1 cm).

Wittrock 29. Delteil 295. Unpublished.

Private collection.*

57. Why Not?. . . Once Is Not a Habit (Pourquoi pas? . . . Une fois

n'est pas coutume). 1893.

Lithograph, 133/i6 x 10%" (33.5 x 26 cm).

Wittrock 30, published edition. Delteil 40.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

58. Dress Rehearsal at the Folies-Bergere (Repetition generale

aux Folies-Bergere). 1893.

Lithograph, printed with brown tint stone, 14% x 10%"

(37.5 x 26 cm).
Wittrock 34, second state, second edition. Delteil 44.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*
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59. Folies-Bergere: The Censors of Monsieur Prudhomme

(Folies-Bergere: Les pudeurs de Monsieur Prudhomme).

1893.
Lithograph, 14% x 105/8" (37.5 x 27 cm).

Wittrock 36, published edition. Delteil 46.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

60. Af the Renaissance: Sarah Bernhardt in Phedre (A la

Renaissance: Sarah Bernhardt dans Phedre ). 1893.

Lithograph, 1315/i6 x 9y4" (35.5 x 23.5 cm).

Wittrock 37, trial proof; inscribed a Bruant. Delteil 47.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

Sarah Bernhardt (1844-1923) was a French actress who
was also an accomplished painter, sculptress, and author
of plays and poetry. She began her acting career in 1862
at the Comedie-Frangaise and during the 1880s directed
and managed her own theaters. From 1893 to 1898 the
Theatre Renaissance was under her management, and
she played the leading roles there in her own produc
tions. She made her New York debut in 1880.

61. Af the Opera: Madame Caron in Faust (A l'Opera:

Madame Caron dans Faust). 1893.

Lithograph, 14% x 107/i6" (36.2 x 26.5 cm).
Wittrock 39, proof inscribed Faust Mme Caron bon a tirer,

50 vert, 50 noir [crossed out], 5 Japon vert, 5 noir [crossed

out]. Delteil 49.
The Art Institute of Chicago. The John H. Wrenn Memorial

Collection.*

Rose Caron (Rose-Lucille Meuniez; 1857-1930) was a
famous singer of the Paris Opera. She is shown here in
the role of Marguerite from Charles-Frangois Gounod's
Faust, which made her a star. This performance coin
cided with a subscription to raise funds for a statue of

Gounod.
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62. A Costume Ball at the Moulin Rouge (Une redoute au

Moulin Rouge). 1893.
Lithograph, ll5/8 x 18Y2" (29.6 x 47 cm).

Wittrock 42, published edition. Delteil 65.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

63. Rejane and Galipaux in Madame Sans-Gene (Rejane et

Galipaux dans Madame Sans-Gene). 1893.

Lithograph, 12% x IOV4" (31.5 x 26 cm).

Wittrock 44, published edition. Delteil 52.

Boston Public Library. Albert H. Wiggin Collection.*

Rejane (Gabrielle-Charlotte Reju; 1857-1920) began her
career in 1875 at the Theatre du Vaudeville. She was soon
recognized as a leading comedic talent and appeared fre
quently in many Parisian theaters. In 1906 she opened
her own theater. She appeared in Madame Sans-Gene in

New York in 1895.
Felix Galipaux (1860-1931) made his debut at the

Palais-Royal and later performed at the Renaissance,
Vaudeville, and Gymnase. He was renowned for his orig
inal monologues, which he called monomimes.





64. Thiffier and Moreno in Les Femmes Savantes (Truffier et

Moreno dans Les Femmes Savantes ). 1893.

Lithograph, 14% x 107/ie" (37.5 x 26.5 cm).

Wittrock 46, published edition. Delteil 54.

The Metropolitan Museum of Art, New York. The Alfred

Stieglitz Collection, 1949.*

Charles-Jules Truffier (1856—1943) joined the Comedie-
Franpaise in 1875, where he played in the ancient and
modern repertoires.

Marguerite-Monceau Moreno (born 1871) made her
acting debut at the Comedie-Franpaise in 1890.







65. Mademoiselle Lender in Madame Satan (Mademoiselle

Lender dans Madame Satan). 1893.

Lithograph, 1313/i6 x 10%" (35.1 x 26.4 cm).

Wittrock 47, proof. Delteil 58, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

(see Cat. 101)

66. Lugne-Poe in Image (Lugne-Poe dans Image). 1894.

Lithograph, 1215/i6 x 97/i6" (32.9 x 24 cm).

Wittrock 49, proof; inscribed a Lugne Poe. Delteil 57.

Sterling and Francine Clark Art Institute, Williamstown,

Massachusetts.

Aurelien-Frangois Lugne-Poe (1869—1940) was an actor,
director, and theater manager who founded the Theatre
de l'Oeuvre in 1893. He appeared in many of his own
productions until 1899. Many Symbolist plays by
authors such as Andre Gide, Henrik Ibsen, Gerhard
Hauptmann, Maxim Gorki, Oscar Wilde, and Alfred Jarry
(Ubu Roi) opened at the Theatre de l'Oeuvre. Programs
were designed by leading avant-garde artists of the day.

67. The Swoon (L'Evanouissement). 1894.

Lithograph, 1415/i6 x lOW (37.9 x 26.1 cm).

Wittrock 50. Delteil 294. Unpublished.

The Art Institute of Chicago. The Clarence Buckingham

Collection.*

68. Brandes and Le Bargyin Cabotins (Brandes et Le Bargy

dans Cabotins). 1894.

Lithograph, 16% x 1215/W' (42.8 x 33 cm).

Wittrock 52, published edition. Delteil 61.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Judic. 1894.

69. Lithograph, 1413/i6 x IOV2" (37.7 x 26.7 cm).

Wittrock 54, proof in strong light green. Delteil 56.

Boston Public Library. Albert H. Wiggin Collection.

70. Lithograph, 1413/ie x 10y2" (37.7 x 26.7 cm).

Wittrock 54, published edition on imitation Japan paper.

Delteil 56.

Boston Public Library. Albert H. Wiggin Collection.*

Judic (Anne-Marie Judic) was born in Semur in 1850.
She made her debut at the Gymnase in 1867 and per

formed at the Eldorado in 1868 and, later, at the Gaite,
Folies-Bergere, Bouffes, Varietes, and Eden theater.

71. Wounded Eros (Eros vanne). 1894.

Lithograph, ll7/i6 x 8%" (29 x 22.5 cm).

Wittrock 56, second edition. Delteil 74, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

72. The Old Gentlemen (Les vieux messieurs). 1894.

Lithograph, 9% x 69/i6" (24.6 x 16.7 cm).

Wittrock 57, song sheet edition. Delteil 75, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

At the Ambassadeurs — Cafe-Concert Singer (Aux Ambas-

sadeurs —Chanteuse au cafe concert). 1894.

73. Lithograph, impression of key stone in olive green.

Wittrock 58, trial proof i. Delteil 68.

Bibliotheque Nationale, Paris.*

74. Lithograph, impression of yellow stone.

Wittrock 58, trial proof ii. Delteil 68.

Bibliotheque Nationale, Paris.*

75. Lithograph, impression of yellow and beige-gray stones.

Wittrock 58, trial proof iii. Delteil 68.

Bibliotheque Nationale, Paris.*

76. Lithograph, impression of yellow, beige-gray, and salmon-

pink stones.

Wittrock 58, trial proof iv. Delteil 68.

Bibliotheque Nationale, Paris.*

77. Lithograph, impression of yellow, beige-gray, salmon-pink,

and black stones.

Wittrock 58, trial proof v. Delteil 68.

Bibliotheque Nationale, Paris.*

78. Lithograph, impression of yellow, beige-gray, salmon-pink,

black, and blue stones.

Wittrock 58, trial proof vi. Delteil 68.

Bibliotheque Nationale, Paris.*

79. Lithograph, printed in color, 12 x 9%" (30.5 x 24.7 cm).

Wittrock 58, published edition from L'Estampe originale.

Delteil 68.

Bibliotheque Nationale, Paris.*

The Ambassadeurs was one of the most elegant outdoor
cafes concerts on the Champs-Elysees. Founded in the
early 1800s, it was directed by Pierre Ducarre in the 1890s.
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80. Carnival (Carnaval). 1894.

Lithograph, 105/8 x 814" (27 x 21 cm).

Wittrock 61, second state. Delteil 64, undescribed state.

Boston Public Library. Albert H. Wiggin Collection.

81. Ida Heath at the Bar (Ida Heath au bar). 1894.

Lithograph, 13% x 10" (34 x 25.5 cki).

Wittrock 62, published edition. Delteil 59.

The Metropolitan Museum of Art, New York. The Alfred

Stieglitz Collection, 1949.*

82. Miss Ida Heath, English Dancer (Miss Ida Heath, danseuse

anglaise). 1894.

Lithograph, 143/i6 x 10%" (36 x 26.3 cm).

Wittrock 64, published edition; inscribed a Cheret.

Delteil 165.

The Metropolitan Museum of Art, New York. Gift of

Clifford A. Furst, 1958.*

83. La Goulue. 1894.

Lithograph, 12% x lOVs" (31.4 x 25.7 cm).

Wittrock 65, first edition. Delteil 71, first state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*
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84. Yvette Guilbertby Gustave Geffroy. Paris, L'Estampe

originale, 1894. 17 lithographs, 15 x 15" (38 x 38 cm).

Wittrock 69—85. Delteil 79—95. Garvey 301.

The Museum of Modern Art, New York. The Louis E. Stern

Collection, 1964.

85. Cover for the album Yvette Guilbert (Couverture de l'album

Yvette Guilbert). 1894.

Lithograph, 15146 x 1614" (38.3 x 41 cm).

Wittrock 69, published edition. Delteil 79.

Boston Public Library. Albert H. Wiggin Collection.*

86. Yvette Guilbert. 1894.

Lithograph, 10% x 714" (27 x 18.1 cm).

Wittrock 70, proof before text. Delteil 80, first state.

Smith College Museum of Art, Northampton, Massachu

setts. Gift of Selma Erving '27, 1972.*

87. Yvette Guilbert. 1894.

Lithograph, 1214 x 87/i6" (31.7 x 21.5 cm).

Wittrock 71, proof before text. Delteil 81, first state.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*

88. Head of Yvette Guilbert (Yvette Guilbert, profil de tete

relevee). 1894.
Graphite drawing on ivory wove paper, 14 x 914"

(23.2 x 35.7 cm).
Dortu D3638, recto of a two-sided drawing (Dortu D3637).

The Art Institute of Chicago. Albert H. Wolf Collection.*

89. Yvette Guilbert, Standing, Singing (Yvette Guilbert,

debout, chantant). 1894.

Pencil drawing on white wove paper, 13% x 814"

(34 x 21 cm).

Dortu D3640.
Collection Dr. and Mrs. Martin L. Gecht, Chicago.*

90. Yvette Guilbert. 1894.

Lithograph, 137/i6 x 715/i6" (34.2 x 20.2 cm).

Wittrock 73, proof before text. Delteil 83, first state.

Staatliche Museen, Preussischer Kulturbesitz,

Kupferstichkabinett, Berlin.*
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91. Yvette Guilbert Taking a Curtain Call (Yvette Guilbert

saluant). 1894.

Crayon, watercolor, and oil on tracing paper mounted on

cardboard, 16% x 9" (41.6 x 22.8 cm).

Dortu A214.

Museum of Art, Rhode Island School of Design. Gift of

Mrs. Murray S. Danforth.*

. Yvette Guilbert. 1894.

Lithograph, 13% x 69/ie" (34 x 16.7 cm).

Wittrock 85, trial proof. Delteil 95, second state.

Bibliotheque Nationale, Paris.*

Yvette Guilbert (1865-1944) began her career as a singer
in 1887. By 1890, at the Divan Japonais, she had invented
her distinctive style of recitation and dress— the long
black gloves became her trademark and were worn
throughout her entire career. She quickly became the
outstanding performer of the cafe-concert circuit. In the
early 1900s she changed the focus of her repertoire to old
French songs. One of her last roles was Mrs. Peachum in
Bertolt Brecht's Threepenny Opera in 1937.
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NIB supplement accompanying La revue blanche,

January 1, 1895. [93—94.]

93. Recto:
The Amateur Photographer (Le photographe-amateur).

1894.

Lithograph, 103/i6 x 97/W (25.9 x 24 cm).

Wittrock 86, regular edition. Delteil 99, second state.*

Footit and Chocolat (Footit et Chocolat). 1894.

Lithograph, 7% x 95/s" (20 x 24.5 cm).

Wittrock 87, regular edition. Delteil 98, second state.

The Art Institute of Chicago. The Charles F. Glore

Collection.*

94. Verso:

Anna Held in Toutes ces Dames au Theatre (Anna Held

dans Toutes ces Dames au Theatre). 1894.

Lithograph, 13M6 x 89/w" (33.2 x 21.8 cm).

Wittrock 88, regular edition. Delteil 100, second state.

The Museum of Modem Art, New York. Gift of Eastman

Kodak Company, 1951.*

Anna Held (1865-1918) was an actress of Polish and
French origin who was a leading player in the Yiddish

Theater Company in Paris until 1895. She also performed
at the Eldorado and at the Scala. In 1896 she moved to
New York, where she played mainly in musical come
dies. She married Florenz Ziegfeld, the founder of the
Ziegfeld Follies.

95. Footit and Chocolat (Footit et Chocolat). 1894.

Lithograph, 97/i6 x 9%" (24 x 24.7 cm).

Wittrock 87, trial proof. Delteil 98, first state.

Private collection.*

George Footit (1864-1921) was an English clown who
played at the Nouveau Cirque. His stooge was Chocolat,
a black man from Bilbao.

96. Program for Le Chariot de Terre Cuite (Programme pour

Le Chariot de Terre Cuite). 1895.

Lithograph, printed in color, 175/i6 x llVs" (44 x 28.2 cm).

Wittrock 89, theater program edition. Delteil 77, second

state.
Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Le Chariot de Terre Cuite was presented at the Theatre de
l'Oeuvre in 1894. Victor Barrucand wrote a French adap
tation of this classic Hindu drama of ancient India, and
Lautrec designed the stage set for Act I.
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97. Mr. and Mrs. Alexandre Natanson Invitation (Invitation

Mr. and Mrs. Alexandre Natanson). 1895.

Lithograph, lOMe x 6Ye" (25.6 x 15.5 cm).

Wittrock 90, with text. Delteil 101, second state.

Staatliche Museen, Preussischer Kulturbesitz,

Kupferstichkabinett, Berlin.*

98. Bouillabaisse, Sescau Menu (La Bouillabaisse, menu

Sescau). 1895.

Lithograph, 9Vi6 x S^ie" (23.1 x 14.5 cm).

Wittrock 94. Delteil 144.

Boston Public Library. Albert H. Wiggin Collection.

99. Cover for L'Estampe originate (Couverture de L'Estampe

originale). 1895.

Lithograph, printed in color, 23 x 329/i6" (58.5 x 82.7 cm).

Wittrock 96, regular edition. Delteil 127.

The Metropolitan Museum of Art, New York. Rogers Fund,

1922.*

Depicted here is Misia Natanson in a theater box over
looking the backstage curtain of the Theatre de l'Oeuvre
for a performance of Le Chariot de Terre Cuite.

TOUTESCES DAMES AU THEATRE
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100. Program for V Argent (Programme pour L'Argent). 1895.

Lithograph, printed in color, 129/i6 x 9%" (31.9 x 23.9 cm).

Wittrock 97, theater program edition. Delteil 15,

second state.
Boston Public Library. Albert H. Wiggin Collection.*

101. Chilperic. 1896.

Oil on canvas, 57Yb x 59" (145 x 150 cm).

Dortu P627.
Collection Mrs. John Hay Whitney, New York.*

Marcelle Lender (Anne-Marie Marcelle Bastien;
1862-1926) made her debut at the Theatre Montmartre
at the age of 16 and then appeared at the Gymnase. Her

greatest success was in 1895 at the Varietes in Herve's
operetta Chilperic, in which she played the role of

Galswinthe.

Bust of Mademoiselle Marcelle Lender (Mademoiselle

Marcelle Lender, en buste). 1895.

102. Lithograph, 173/i6 x 13V8" (43.7 x 33.3 cm).

Wittrock 99, first state. Delteil 102, first state.

The Metropolitan Museum of Art, New York. Harris

Brisbane Dick Fund, 1928.

103. Lithograph and watercolor, 17V8 x 129/i6" (43.5 x 32 cm).

Wittrock 99, first state. Delteil 102, first state. Dortu A231.

Bibliotheque Nationale, Paris.*

104
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104. Lithograph, 1215/ie x 9Y2" (32.9 x 24.2 cm).

Wittrock 99, third state. Delteil 102, second state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1947.*

105. Lithograph, printed in color, 1215/i6 x 9%" (32.9 x 24.4 cm).

Wittrock 99, fourth state, Pan French edition.

Delteil 102, third state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

106. Lithograph, printed in color, 1215/i6 x 95/8" (32.9 x 24.4 cm).

Wittrock 99, fourth state, Pan German edition. Delteil 102,

second state.
The Museum of Modern Art, New York. Given anony

mously, 1960.

107. Mademoiselle Marcelle Lender, Standing (Mademoiselle

Marcelle Lender, debout). 1895.

Lithograph, printed in color, 147/i6 x 99/tt>" (36.7 x 24.3 cm).

Wittrock 101, second state, second edition. Delteil 103.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

108. Lender Dancing the Bolero in Chilperic (Lender dansant

le pas du bolero dans Chilperic). 1895.

Lithograph, 149/i6 x 1015/i6" (37 x 27 cm).

Wittrock 103, proof. Delteil 104.

Bibliotheque Nationale, Paris.*

108 109
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109. Lender from the Back, Dancing the Bolero in Chilperic

(Lender de dos, dansant le bolero dans Chilperic). 1895.

Lithograph, 14% x 107/W' (37.5 x 26.5 cm).

Wittrock 105, published edition. Delteil 106.

Boston Public Library. Albert H. Wiggin Collection.*

110. Lender Bowing (Lender saluant). 1895.

Lithograph, 129/i6 x 10%" (32 x 26.4 cm).

Wittrock 106, published edition. Delteil 107.

Boston Public Library. Albert H. Wiggin Collection.*

111. Zimmerman and His Machine (Zimmerman et sa

machine). 1895.

Lithograph, 9Yw x 5%" (23 x 13.6 cm).

Wittrock 111, proof. Delteil 145, first state.

Boston Public Library. Albert H. Wiggin Collection.

112. Le bezigue. 1895.

Lithograph, oil paint, and watercolor, 12V8 x lOXs"

(30.8 x 26.5 cm).

Wittrock 112. Delteil 115. Dortu A226.

The Art Institute of Chicago. The Clarence Buckingham

Collection.*

Le bezigue was a novella by Romain Coolus (see
Cat. 130).

113. CecyLoftus. 1895.

Lithograph, 149/ie x 913/ie" (37 x 25 cm).

Wittrock 113, published edition. Delteil 116.

Staatliche Museen, Preussischer Kulturbesitz,

Kupferstichkabinett, Berlin.*

Cecy Loftus (Marie Cecilia McCarthy) was born in 1876
in Glasgow, the daughter of a well-known vaudeville
performer. Her appearance as a mimic in the Oxford
Music Hall in 1893 made her a star. In 1899 she went to
the United States and performed her imitations of well-
known actresses.

Miss May Belfort, Large Plate (Miss May Belfort, grande

planche). 1895.

114. Lithograph, printed in color, 2015/i6 x 16%" (53.3 x 42.5 cm).

Wittrock 114, third state, trial proof ii. Delteil 119.

Museum of Fine Arts, Boston. Gift of Mrs. Charles Gaston

Smith's Group.

115. Lithograph, printed in color, 21% x 16%" (54.3 x 42.6 cm).

Wittrock 114, third state, second edition. Delteil 119,

first state.

Boston Public Library. Albert H. Wiggin Collection.*

May Belfort (May Egan) was a singer of Irish origin who
began her career in London music halls in 1890 and was
discovered in Paris in 1893. In performance she always
dressed like a little girl and carried a black kitten. Her
appearance at the Petit Casino was brief, and afterward
she disappeared from the Paris stage.

116. Miss May Belfort Bowing (Miss May Belfort saluant).

1895.

Lithograph, 14% x 10%' (37.5 x 26 cm).

Wittrock 115, published edition. Delteil 117.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.
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117. Miss May Belfort Bareheaded (Miss May Belfort en

cheveux). 1895.

Lithograph, 12"/™ x &V™" (32.3 x 22 cm).

Wittrock 116, published edition. Delteil 118.

Boston Public Library. Albert H. Wiggin Collection.

118. Miss May Belfort at the Achille Bar (Miss May Belfort

au Bar Achille). 1895.

Lithograph, 1215/i6 x lCP/b" (33 x 26.3 cm).

Wittrock 119, published edition. Delteil 123.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

119. Desire Dihau. 1895.

Lithograph, x 5%" (14.4 x 14.3 cm).

Wittrock 123; inscribed a Degas souvenir de Dihau et de

Lautrec. Delteil 176.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*

Melodies by Desire Dihau (Melodies de Desire Dihau).

1895. [120-125.]
Six lithographs from a series of 14 created to illustrate song
sheets for Desire Dihau 's music with lyrics by Jean
Richepin. Twenty impressions of each were printed with
out text before they were published as song sheets by
C. Joubert, Paris. These popular images were reprinted
several times, most recently in 1978.

Jean Richepin (1849-1926) was a French poet and dra
matist, famous during his own time for his plays, which
were an important aspect of his work then, but are now
forgotten. They were usually performed at the Comedie-
Frangaise. Lautrec's last poster (Cat. 299) announces his
play La Gitane at Theatre Antoine.

120. Listening to the Rain (Ce que dit la pluie). 1895.

Lithograph, 6V2 x 75/™" (16.6 x 18.6 cm).

Wittrock 126, first edition. Delteil 131, first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

121. The Butterflies (Les papillons). 1895.

Lithograph, 8% x 7%" (21.3 x 20 cm).

Wittrock 128, first edition. Delteil 133, first state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

122. Pickled Herring (L'Hareng saur). 1895.

Lithograph, 9Vb x 87/ie" (23.2 x 21.4 cm).

Wittrock 129, first edition. Delteil 134, first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

123. Shooting Stars (Etoiles filantes). 1895.

Lithograph, 107/i6 x 81/4" (26.5 x 20.9 cm).

Wittrock 131, second state, first edition. Delteil 136,

second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

124. Nocturnal Sea (Oceano Nox). 1895.

Lithograph, lOVs x 8Va" (25.8 x 20.6 cm).

Wittrock 132, first edition. Delteil 137, first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*
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125. Springtime (Floreal). 1895.

Lithograph, 815/ie x 75/i6" (22.8 x 18.6 cm).

Wittrock 134, first edition. Delteil 139, first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

126. The Rabbit's Waltz (La valse des lapins). 1895.

Lithograph, 12Y2 x 97/«>" (31.7 x 24 cm).

Wittrock 138, proof before first edition. Delteil 143.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1947.*

127. Napoleon. 1895.

Lithograph, printed in color, 235/ie x 18V8" (59.3 x 46 cm).

Wittrock 140, published edition. Delteil 358.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*





128. At the Velodrome (Au velodrome). 1895.

Lithograph, 13% x 1715/i6" (34 x 45.5 cm).

Wittrock 142. Delteil 147. Unpublished.

Private collection.*

129. At the Ice Skating Rink (Au palais de glace). 1895.

Lithograph, 129/i6 x 915/i6" (32 x 25.3 cm).

Wittrock 144. Delteil 190. Unpublished.

The Art Institute of Chicago. The Clarence Buckingham

Collection.*

130. Oscar Wilde andRomain Coolus (Oscar Wilde et Romain

Coolus). 1896.

Lithograph, ll15/ie x 195/ie" (30.3 x 49 cm).

Wittrock 146, theater program edition. Delteil 195,

fourth state.
Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

Oscar Wilde (1854-1900) was an Irish poet, wit,
aesthete, dramatist, and novelist, who went to Paris after
his release from imprisonment on a charge of sodomy.
There he lived under the name Sebastian Melmoth, and
wrote The Ballad of Reading Gaol.

Romain Coolus (Rene Weil; 1868-1952) was a poet
and close friend of Lautrec.
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131. Leaving the Theater (Sortie de theatre). 1896.
Lithograph, 129/i6 x 107/i6" (32 x 26.5 cm).
Wittrock 147, published edition. Delteil 169.
The Brooklyn Museum, New York.*

132. The Theater Box—Faust (La loge—Faust). 1896.
Lithograph, 145/8 x 109/i6" (37.2 x 26.8 cm).
Wittrock 148, published edition. Delteil 166.
The Art Institute of Chicago. The Charles F. Glore

Collection.*
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Lebaudy Drial, Testimony of Mademoiselle Marsy (Proces

Lebaudy, deposition de Mademoiselle Marsy). 1896.

133. Lithograph, 18% x 2315/ie" (47.5 x 60.8 cm).

Wittrock 152, first state, first edition; inscribed a Klein-

mann mon vieux marchand et ami. Delteil 194, first state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

134. Lithograph, 12 x 7W (30.5 x 19 cm).

Wittrock 152, third state, third edition. Delteil 194,

third state.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

Max Lebaudy was a rich young man whose associates,
after his early death, were accused of blackmailing him.

135. White and Black (Blanche et noire). 1896.

Lithograph, 1713/ie x WW (45.3 x 29.3 cm).

Wittrock 153, published edition. Delteil 171.

The Art Institute of Chicago. The Clarence Buckingham

Collection.*

136. Slumber (Le sommeil). 1896.

Sanguine drawing on transparent paper, 8 x IOV2"

(20.3 x 26.6 cm).

Dortu D4266.

Museum Boymans-van Beuningen, Rotterdam.*

137. Slumber (Le sommeil). 1896.

Lithograph, 9M6 x 125/a" (23 x 32.1 cm).

Wittrock 154, published edition. Delteil 170.

The Art Institute of Chicago. The Mr. and Mrs. Carter

H. Harrison Collection.*









Paris. Lautrec periodically lived in these establishments
to objectively record the daily lives of the women.

138. La Toilette— Woman Combing Her Hair (La toilette —

celle qui se peigne). 1891.

Oil on cardboard, 22% x I8V4" (58 x 46 cm).

Dortu P389.

Visitors of the Ashmolean Museum of Art and Archeology,

Oxford.*

Elles. 1896. [139-145; 147-158.]
The Elles series consists of a lithographic cover, frontis
piece, and ten color lithographs printed on paper with the
watermark G. Pellet/T. Lautrec, specially made for this
portfolio. Published in an edition of 100 by Gustave Pellet,
Paris, April 1896.

Lautrec chose this title (which translates literally as
them —feminine gender) to refer to the private world of
the prostitutes who inhabited the luxurious brothels in





139. Cover for Elles (Couverture, Elles). 1896.

Lithograph, 229/ie x 187/i6" (57.3 x 46.8 cm).

Wittrock 155, first state. Delteil 179.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

140. Frontispiece for Elles (Frontispice, Elles). 1896.

Lithograph, printed in color, 20% x 15%" (52.4 x 40.4 cm).

Wittrock 155, second state. Delteil 179.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

Poster for Elles (Affiche, Elles). 1896.

141. Lithograph, printed in color, 121Yi6 x 18V4" (57.7 x 46.3 cm).

Wittrock 155, third state. Delteil 179.

Collection Dr. Henry M. Selby, New York.

142. Second copy: The Museum of Modern Art, New York.

Gift of Mr. and Mrs. Richard Rodgers, 1961.

143. The Seated Clowness (Mademoiselle Cha-u-ka-o)

(La clownesse assise). 1896.

Lithograph, printed in color, 20% x 1515/i6" (52.7 x 40.5 cm).

Wittrock 156, published edition. Delteil 180.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

(see Cat. 170)

144. Woman with 7Fay—Breakfast (Femme au plateau —Petit

dejeuner). 1896.

Lithograph, 1513/ie x 20%" (40.2 x 52 cm).

Wittrock 157, published edition. Delteil 181.

Harvard University Art Museums, Fogg Art Museum,

Cambridge, Massachusetts. Museum Purchase.*

145. Sleeping Woman —Awakening (Femme couchee —

Reveil). 1896.

Lithograph, 1515/i6 x 20iyi6" (40.5 x 52.5 cm).

Wittrock 158, published edition. Delteil 182.

Harvard University Art Museums, Fogg Art Museum,

Cambridge, Massachusetts. Museum Purchase.*

146. Woman at the Tub (Femme au tub). 1896.

Sanguine drawing on white wove paper, 15% x 20"

(39 x 50.8 cm).

Dortu D4121.

The Minneapolis Institute of Arts. Bequest of

P. D. McMillan, 1961.*

Woman at the Ihb —The Tub (Femme au tub —Le tub).

1896.

147. Lithograph, impression of key stone in olive green.

Wittrock 159, trial proof i. Delteil 183.

Bibliotheque Nationale, Paris.*

148. Lithograph, impression of beige-olive stone.

Wittrock 159, trial proof ii. Delteil 183.

Bibliotheque Nationale, Paris.

149. Lithograph, impression of key stone in olive green plus

five color stones.

Wittrock 159, trial proof iii. Delteil 183.

Bibliotheque Nationale, Paris.
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150. Lithograph, impression of key stone in olive green plus

four color stones with outlines of woman and picture

frame redrawn in crayon and inscribed a mettre . ..jaune.

Wittrock 159, trial proof iv. Delteil 183.

Kunsthalle, Bremen.

151. Lithograph, impression of key stone in olive green plus

five color stones.

Wittrock 159, trial proof vi. Delteil 183.

Bibliotheque Nationale, Paris.

152. Lithograph, printed in five colors, 15% x 20iyie"

(40 x 52.5 cm).

Wittrock 159, published edition, Delteil 183.

Harvard University Art Museums, Fogg Art Museum,

Cambridge, Massachusetts. Museum Purchase.*

153. Woman Washing Herself —The Toilette (Femme qui se

lave—La toilette). 1896.

Lithograph, printed in color, 20aVi6 x 15%" (52.5 x 40.3 cm).

Wittrock 160, published edition. Delteil 184.

Harvard University Art Museums, Fogg Art Museum,

Cambridge, Massachusetts, Museum Purchase.*

154. Woman with Mirror — The Hand Mirror (Femme a

glace —La glace a main). 1896.

Lithograph, printed in color, 209/i6 x 153A" (52.2 x 40 cm).

Wittrock 161, published edition. Delteil 185.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

155. Woman Combing Her Hair — The Hairdo (Femme qui se

peigne —La coiffure). 1896.

Lithograph, printed in color, 201M6 x 15%" (52.5 x 40.3 cm).

Wittrock 162, published edition. Delteil 186.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*
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156. Woman in Bed, Profile —Awakening (Femme au lit,

profil —Au petit lever). 1896.

Lithograph, printed in color, 15% x 2OV2" (40.4 x 52 cm).

Wittrock 163, published edition. Delteil 187.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

157. Woman in Corset — Conquest of Passage (Femme en

corset —Conquete de passage). 1896.

Lithograph, printed in color, 201Fi6 x 1515/i6"

(52.5 x 40.5 cm).

Wittrock 164, published edition. Delteil 188.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

158. Reclining Woman —Laziness (Femme sur le dos —

Lassitude). 1896.

Lithograph, printed in color, 1513/i6 x 209/i6"

(40.2 x 52.3 cm).

Wittrock 165, published edition. Delteil 189.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*
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159. Debauchery (first study) (Debauche, premiere pensee).

1896.

Lithograph, 93/i6 x 12%" (23.4 x 32.4 cm).

Wittrock 166. Delteil 177. Unpublished.

Private collection.*

Debauchery (second plate) (Debauche, deuxieme

planche). 1896.

160. Lithograph, printed in color on silk, 95/s x 12%"

(24.4 x 32.3 cm).

Wittrock 167, second state, proof. Delteil 178.

Boston Public Library. Albert H. Wiggin Collection.

161. Lithograph, printed in color, 95/s x \2"A% (24.4 x 32.3 cm).

Wittrock 167, second state, second edition. Delteil 178,

second state.
Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

162. Supper in London (Souper a Londres). 1896.

Lithograph, 1214 x 1414" (31.2 x 36.2 cm).

Wittrock 169, published edition. Delteil 167.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*
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163. At the Picton Bar, American Bar, rue Scribe (Au Bar

Picton, American Bar, rue Scribe). 1896.

Lithograph, 11% x 97/i6" (29.8 x 24 cm).

Wittrock 170, published edition. Delteil 173.

Boston Public Library. Albert H. Wiggin Collection.*

164. Menu for the Tamais Dinner (Menu du diner des

Tarnais). 1896.
Lithograph, 7% x 7%" (18.8 x 18.8 cm).

Wittrock 172. Delteil 197.

Private collection.*

165. A Merry Christmas. 1896.

Lithograph, 6aVi6 x 5" (17 x 12.8 cm).

Wittrock 173. Delteil 202.
Boston Public Library. Albert H. Wiggin Collection.*

166. The Swiss Guard, Menu (Le Suisse, menu). 1896.

Lithograph, 149/i6 x 107/i6" (37 x 26.5 cm).

Wittrock 174, with menu text. Delteil 199, second state.

The Art Institute of Chicago. The Mr. and Mrs. Carter

H. Harrison Collection.*

167. The Crocodile, Menu (Le crocodile, menu). 1896.

Lithograph, 12aM6 x 87/8" (32.3 x 22.6 cm).

Wittrock 175, first state, with menu text. Delteil 200,

second state.
The Art Institute of Chicago. The Charles F. Glore

Collection.*
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168. The Large Theater Box (La grande loge). 1896.

Oil and gouache on board, 21% x 18%" (55.5 x 47.5 cm).

Dortu P651.

Private collection.*

It is probable that this painting was executed in late
1896, as it preceded the lithograph of the same subject
which appeared in January 1897.

169. The Large Theater Box (La grande loge). 1897.

Lithograph, printed in color, 203/i6 x 15%" (51.3 x 40 cm).

Wittrock 177, published edition. Delteil 204.

Thyssen-Bornemisza Collection, Lugano, Switzerland.*

This work depicts Madame Brazier, manager of the
lesbian cafe the Hanneton, with the actress Emilienne
D'Alengon (see Cat. 202). In the adjacent box is Tom,
the Rothschilds' coachman.

170. The Clowness at the Moulin Bouge (La clownesse au

Moulin Rouge). 1897.
Lithograph, printed in color, 16Yb x 12%6" (41 x 32 cm).

Wittrock 178, published edition. Delteil 205.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

Cha-u-ka-o was a female clown and acrobat who
appeared regularly at the Moulin Rouge and the
Nouveau Cirque. Her name is an orientalization of
chahut-chaos, a dance.

171. Princely Idyll (Idyll princiere). 1897.

Lithograph, printed in color, 1415/i6 x 1114" (38 x 28.5 cm).

Wittrock 179, published edition. Delteil 206.

Kornfeld Collection, Bern, Switzerland.*

Depicted are Clara Ward, daughter of a Detroit million
aire who married Prince Caraman-Chimay at the age of
eighteen, and the gypsy Rigo with whom she ran away
after six years of marriage. Ward and Rigo were married
in 1904.

186
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Elsa, Called The Viennese (Elsa, dite La Viennoise). 1897.

172. Lithograph, 1913/i6 x 12V2" (50.3 x 31.8 cm).

Wittrock 180, trial proof i. Delteil 207.

Private collection.*

173. Lithograph, impression of key stone in gray plus color

stones in blue and sanguine with additional lines in

sanguine crayon.

Wittrock 180, trial proof ii. Delteil 207.

Collection Mr. and Mrs. Heinz Friederichs, Frankfurt.*

174. Lithograph, impression of key stone in dark olive green

plus color stones in blue, sanguine, and red.

Wittrock 180, trial proof iii. Delteil 207.

Collection Mr. and Mrs. Heinz Friederichs, Frankfurt.
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175. Lithograph, impression of key stone in dark olive green

plus blue stone, sanguine stone now printed in grayish-

mauve, and red stone.

Wittrock 180, trial proof iv. Delteil 207.

Collection Mr. and Mrs. Heinz Friederichs, Frankfurt.

176. Lithograph, impression of key stone in black plus color

stones in blue, grayish-mauve, and red.

Wittrock 180, trial proof v. Delteil 207.

Collection Mr. and Mrs. Heinz Friederichs, Frankfurt.*

177. Lithograph, impression of key stone in black plus color

stones in blue, grayish-mauve, and red, the colors more

perfectly balanced.

Wittrock 180, trial proof vi. Delteil 207.

Collection Mr. and Mrs. Heinz Friederichs, Frankfurt.

178. Lithograph, printed in color, 2213/ie x 153A" (58 x 40 cm).

Wittrock 180, published edition. Delteil 207.

Thyssen-Bornemisza Collection, Lugano, Switzerland.*

Elsa was a resident of a brothel on the rue des Moulins.

179. At the Moulin Rouge: The Waltzing Couple (Au Moulin

Rouge: Les deux valseuses). 1892.

Oil and gouache on board, 365/a x 3IV2" (93 x 80 cm).

Dortu P428.

National Gallery, Prague.*

180. The Dance at the Moulin Rouge (La danse au Moulin

Rouge). 1897.

Lithograph, printed in color, 1715/ie x 143/ie" (45.5 x 36 cm).

Wittrock 181, published edition. Delteil 208.

Thyssen-Bornemisza Collection, Lugano, Switzerland.*
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181. The Small Theater Box (La petite loge). 1897.

Lithograph, printed in color, 9V2 x 129/i6" (24.2 x 32 cm).

Wittrock 182, second state, published edition. Delteil 209,

second state.

The Brooklyn Museum, New York.*

182. Invitation to a Cup of Milk (Invitation a une tasse de lait).

1897.

Lithograph, IOV2 x 8Vi6" (26.7 x 20.5 cm).

Wittrock 183. Delteil 326.

Staatliche Museen, Preussischer Kulturbesitz,

Kupferstichkabinett, Berlin.

183. At the Souris —Madame Palmyre (A la Souris —Madame

Palmyre). 1897.

Lithograph, 14a/i6 x 915/i6" (35.8x 25.2 cm).

Wittrock 184, published edition. Delteil 210, second state.

Boston Public Library. Albert H. Wiggin Collection.

The Souris was Madame Palmyre 's lesbian cafe.

184. In the Bois de Boulogne (Au bois). 1897.

Lithograph, 13g/w x 9%" (34.5 x 24.5 cm).

Wittrock 185, published edition. Delteil 296.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

185. Au pied du Sinai by Georges Clemenceau. Paris, Henri

Floury, 1898 (executed in 1897). 11 lithographs: cover plus

ten illustrations printed on China paper with additional

suite on wove paper, 10% x 8Ya" (26.4 x 20.4 cm).

Wittrock 188-198, regular edition. Delteil 235-245.

Garvey 302.

The Museum of Modern Art, New York. The Louis E. Stern

Collection, 1964.*

186. Cover for Au pied du Sinai (Couverture pour Au pied du

Sinai). 1897.
Lithograph, printed in color, 105/i6 x 16W (26.2 x 41.3 cm).

Wittrock 188, book cover edition. Delteil 235, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Georges Clemenceau (1841-1929) studied medicine,
traveled, taught, married in America, became mayor of
Montmartre in 1870, and pursued a political career in
the Third Republic. In 1892-93 he was implicated in
the Panama Canal scandal, which disrupted his politi
cal career. He spent the following decade writing arti
cles and books and pursuing the review of the Dreyfus
case. He is best known for his role in writing the Ver

sailles Treaty.

184 185 The Cloth Market (Wittrock 197)
195
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187. Histoires naturelles by Jules Renard. Paris, Henri Floury,

1899 (executed 1897). 23 lithographs: cover plus 22

illustrations, 12Vt x 8%" (31 x 22 cm).

Wittrock 202-224. Delteil 297-319. Garvey 304.

The Museum of Modern Art, New York. The Louis E. Stern

Collection, 1964.*

188. The Horse (Le cheval). 1897.

Lithograph, 8% x 79/ie" (22.5 x 19.3 cm).

Wittrock 224, proof. Delteil 319, first state.

Graphische Sammlung Staatsgalerie Stuttgart.

Bound into a book with drawings by the artist, formerly

collection M. Loncle, Paris.*

Jules Renard (1864-1910) was a novelist, playwright,
and essayist. He wrote Poil de Carrotte and Monsieur
Vernet, both successful plays.

Tandem Team (Attelage en tandem). 1897.

189. Lithograph, 10% x 1614" (26.4 x 41.2 cm).

Wittrock 227. Delteil 218. Unpublished.

Private collection.*

190. Lithograph and watercolor, 10% x 1614" (26.4 x 41.2 cm).

Wittrock 227; inscribed a Stern. Delteil 218. Dortu A254.

The Art Institute of Chicago. The Olivia Shaler Swan

Memorial Collection.*

Country Outing (Partie de campagne). 1897.

191. Lithograph, 1213/ie x 19%" (32.5 x 49.9 cm).

Wittrock 228, trial proof i. Delteil 219.

Bibliotheque Nationale, Paris.*

192. Lithograph, printed in color, 1515/i6 x 2OV2" (40.5 x 52 cm).

Wittrock 228, published edition. Delteil 219.

Guardsmark, Inc., Collection, Memphis.*





199









193. The Chestnut Man (Le marchand de marrons). 1897.

Lithograph, 10% x 6%" (25.8 x 17.5 cm).

Wittrock 232, first edition. Delteil 335.

Staatliche Museen, Preussischer Kulturbesitz,

Kupferstichkabinett, Berlin.

194. Cover for Les courtes joies (Couverture pour Les courtes

joies). 1897.
Lithograph, printed in color, 7Vi6 x 913/i6" (18 x 25 cm).

Wittrock 236, 1925 edition. Delteil 216.

The Museum of Modern Art, New York. Gift of Emilio

Sanchez, 1961.

Les courtes joies included 115 poems by Julien Sermet
and a preface by Gustave Geffroy.

195. Le Gage. 1897.

Lithograph, 11V2 x 97/i6" (29.3 x 24 cm).

Wittrock 237, proof; inscribed a Stern. Delteil 212,

first state.
The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

This image was designed as a theater program for
Le Gage (The Forfeit), a comedy by Frantz Jourdain
performed at the Theatre de l'Oeuvre.

196. New Year's Greetings (Le compliment du jour de l'an).

1897.

Lithograph, 913/ie x fPYis" (25 x 22 cm).

Wittrock 238. Delteil 217.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.

197. Polaire. 1898.

Lithograph, 173/i6 x 815/i6" (43.7 x 22.8 cm).

Wittrock 248, 1930 edition. Delteil 227.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

Polaire (Emilie-Marie Bouchaud, or Zouze) was born in
Algiers in 1879. She began her career at the Ambas-
sadeurs and sang in many Parisian cafes concerts dur
ing the 1890s. She became a leading actress in musical
comedies.

Portraits of Actors & Actresses —Thirteen Lithographs

byH. de Toulouse-Lautrec (Portraits d'acte urs &

d'actrices —Treize lithographies par H. de Toulouse-

Lautrec). 1898. [198-210.]

A series of portraits initially conceived by the English

publisher W. H. B. Sands, London, but ultimately not pub

lished by him. The first edition appeared in Paris c. 1906.

This suite is printed in gray-black on loose beige wove

paper, 157/ie x 12%" (39.2 x 32 cm).

Wittrock 249-261. Delteil 150-162.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

198. Sarah Bernhardt.

Lithograph, 11% x 9Y2" (29.5 x 24.2 cm).

Wittrock 249. Delteil 150.

199. Jeanne Granier.

Lithograph, 11% x 97/ie" (29.3 x 24 cm).

Wittrock 250. Delteil 154.

201

203





200. Anna Held.
Lithograph, 1134 x 99/i6" (29.2 x 24.3 cm).

Wittrock 251. Delteil 156.

201. MayBelfort.
Lithograph, 11% x 934" (29.5 x 24.2 cm).

Wittrock 252. Delteil 160.*

202. Emilienne D'Alenqon.

Lithograph, 1134 x 99/i6" (29.3 x 24.3 cm).

Wittrock 253. Delteil 161.

Emilienne D'Alengon (born 1869) began her career in

1889 at the Cirque d'Ete. She went on to dance at the

Folies-Bergere, Casino de Paris, and Menus-Plaisirs.

203. Coquelin Aine.

Lithograph, ll7/i6 x 934" (29 x 24.2 cm).

Wittrock 254. Delteil 153.

Coquelin Aine (Benoit-Constant Coquelin; 1841-1909)

was a famous interpreter of Moliere. Here he appears as

Sganarelle in Le Medecin Malgre Lui.

204. fane Hading.
Lithograph, 1134 x 934" (28.6 x 24.2 cm).

Wittrock 255. Delteil 162.

205. Louise Balthy.
Lithograph, 11% x 9%" (29.5 x 24.4 cm).

Wittrock 256. Delteil 157.*

Louise Balthy (born 1869) made her acting debut at the

Menus-Plaisirs in 1892. She later performed at the

Folies-Dramatiques.

206. Sybil Sanderson.

Lithograph, 1015/i6 x 9%" (27.8 x 24.4 cm).

Wittrock 257. Delteil 151.

Sybil Sanderson was born in 1865 in Sacramento, Cal

ifornia. She studied music in Paris and made her debut

in 1889 at the Opera-Comique in EscJarmonde. She

went on to play Manon, Thais, and Gilda in Rigoletto.

207. Cleo de Merode.

Lithograph, 1134 x 97/i6" (29.3 x 24 cm).

Wittrock 258. Delteil 152.*

Cleo de Merode (c. 1875-1966) was born in Belgium

and was one of the stars of the Paris Opera. She made

her American debut in 1897.

208. Lucien Guitry.

Lithograph, 11% x 9%" (29.6 x 24.4 cm).

Wittrock 259. Delteil 155.*

Lucien Guitry (Lucien-Germain Guitry; 1860-1925)

made his acting debut at the Gymnase in 1878 and

performed there until 1881. He then spent several years

acting in Russia and returned to Paris in 1891.

207 208
205



209. Marie-Louise Marsy.

Lithograph, ll9/ie x 99/ie" (29.4 x 24.3 cm).

Wittrock 260. Delteil 158.

Marie-Louise Marsy (Anne-Marie-Louise-Josephine

Brochard; 1866-1942) made her debut at the Comedie-

Frangaise in 1883. She left the theater in 1886, returned

in 1888, and rejoined the Comedie-Frangaise in 1890.

210. Polin.

Lithograph, \V/z x 95/i6" (29.2 x 23.7 cm).

Wittrock 261. Delteil 159.

Polin (Pierre-Paul Marsales; born 1863) made his cafe-
concert debut in 1886 and performed at the Alcazar
d'Ete, Nouveautes, and Scala. He was known for his
risque portrayals and sailors' songs.

211. Mademoiselle Leconte. 1898.

Lithograph, ll9/ie x 9%" (29.4 x 23.8 cm).

Wittrock 268. Delteil 225. Unpublished.

Boston Public Library. Albert H. Wiggin Collection.

Yvette Guilbert — On Stage (Yvette Guilbert —Sur la

scene). 1898.

212. Lithograph, 11% x 9y2" (29.8 x 24.2 cm).

Wittrock 272, proof; inscribed a Stern. Delteil 252.

Private collection.

213. Lithograph, printed with beige tint stone, 11% x 9V2"

(29.8 x 24.2 cm).

Wittrock 272, first edition 1898. Delteil 252.

The Art Institute of Chicago. The William McCallin McKee

Memorial Collection.*

214. Lithograph, printed in sanguine, 11% x 9%"

(29.8 x 24.2 cm).

Wittrock 272, second edition 1930. Delteil 252.

The Art Institute of Chicago.





215. Yvette Guilbert — "Linger, longer, loo." 1898.

Lithograph, lln/i6 x 9V2" (29.7 x 24.2 cm).

Wittrock 278, proof; inscribed a Stern. Delteil 259.

Private collection.*

216. Yvette Guilbert — Taking a Curtain Call (Yvette

Guilbert —Saluant le public). 1898.

Lithograph, llTie x 9W (29.7 x 24.2 cm).

Wittrock 279, proof; inscribed a Stern. Delteil 260.

Private collection.*

217. Invitation to an Exhibition (Invitation a une exposition).

1898.

Lithograph, 89/ie x 5%" (21.7 x 13.7 cm).

Wittrock 281. Delteil 232.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

218. Philibert the Pony (Le poney Philibert). 1898.

Lithograph, 14 x 10" (35.6 x 25.4 cm).

Wittrock 284. Delteil 224.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

219. Picnic (Pique-nique). 1898.

Lithograph, 8I/4 x 7%" (21 x 20 cm).

Wittrock 286. Delteil 174.

Boston Public Library. Albert H. Wiggin Collection.*

220. Cover for L'Etoile rouge (Couverture pour L'Etoile rouge).

1898.

Lithograph, 8% x 9%" (22.5 x 24.4 cm).

Wittrock 289, proof; dedicated to Leclercq. Delteil 231,

first state.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.

221. In Bed (Au lit). 1898.

Lithograph, 12V4 x lOYa" (31.1 x 25.7 cm).

Wittrock 290, published edition. Delteil 226.

The Brooklyn Museum, New York.*

222. Cabaret Singer (Chanteuse legere). 1898.

Lithograph, 129/ie x lOW (32 x 26 cm).

Wittrock 291, published edition. Delteil 269.

Library of Congress, Washington, D.C.*
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223. The Automobile Driver (L'Automobiliste). 1898.

Lithograph, 14% x 109/i6" (37.5 x 26.8 cm).

Wittrock 293, published edition. Delteil 203.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

Depicted here is Lautrec's cousin, Dr. Gabriel Tapie de
Celeyran.

224. Guy and Mealy in Paris qui Marche (Guy et Mealy dans

Paris qui Marche). 1898.

Lithograph, 107/e x 9Yb" (27.7 x 23.2 cm).

Wittrock 295, published edition. Delteil 270.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Georges-Guillaume Guy (1859—1917) made his debut at
the Theatre Lyrique in 1878 and later performed at the
Folies-Dramatiques, Renaissance, and Varietes.

Juliette-Josserand Mealy (born in 1867) made her
debut at the Eldorado in 1887 and later performed at
the Menus-Plaisirs, Varietes, and Gaite. In the 1890s
she performed in London, Austria, Rumania, and
St. Petersburg.

225. At the Hanneton (Au Hanneton). 1898.

Lithograph, 14Yie x 10" (35.7 x 25.4 cm).

Wittrock 296, published edition. Delteil 272.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

213



226. The Fine Printmaker (Adolphe Albert) (Le bon graveur).

1898.

Lithograph, 13Y2 x 95/b" (34.3 x 24.5 cm).

Wittrock 297, published edition. Delteil 273, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Adolphe Albert was an artist and student at Cormon's
studio. Lautrec met him there in the early 1880s.

227. At the Cafe (Au cafe). 1898.

Lithograph, 9% x ll5/s" (23.8 x 29.6 cm).

Wittrock 300. Delteil 330. Unpublished.

Private collection.*

228. Amazon and Carriage (Amazone et tonneau). 1898.

Lithograph, 95/ie x 11%" (23.7 x 29.3 cm).

Wittrock 301, published edition. Delteil 284.

Staatliche Museen, Preussischer Kulturbesitz,

Kupferstichkabinett, Berlin.

229. Proposal (first plate) (Declaration, premiere planche).

1898.

Lithograph, 11% x 87/b' (29.8 x 22.5 cm).

Wittrock 305, re-edition before 1926. Delteil 327.

Boston Public Library. Albert H. Wiggin Collection.

230. Proposal (second plate) (Declaration, deuxieme planche).

1898.

Lithograph, 12% x 93/i6" (31.5 x 23.3 cm).

Wittrock 306; inscribed a Stern. Delteil 328.

Private collection.*

231. Promenade (Promenoir). 1898.

Lithograph, 18V8 x 13%" (46 x 35 cm).

Wittrock 307, published edition. Delteil 290.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

227
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The Jockey (Le jockey). 1899.

232. Lithograph, oil paint, and watercolor, 2014 x 145/ie"

(51.5 x 36.3 cm).

Wittrock 308, first state, trial proof. Delteil 279.

Dortu A259.

Private collection.*

233. Lithograph, 2014 x 145/ie" (51.5 x 36.3 cm).

Wittrock 308, first state, first edition. Delteil 279.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

234. Lithograph, printed in color, 20% x 1414" (51.8 x 36.2 cm).

Wittrock 308, second state, trial proof iii. Delteil 279.

National Gallery of Art, Washington, D.C. Rosenwald

Collection, 1952.*

235. The Paddock (Le paddock). 1899.

Lithograph, 1414 x 121V/i6" (36.9 x 32.3 cm).

Wittrock 310. Delteil 280. Unpublished.

Private collection.

236. Jockey Led to the Post (Le jockey se rendant au poteau).
1899.

Lithograph and watercolor, 1714 x 13%" (44.5 x 34 cm).

Wittrock 311, second state, proof. Delteil 282, second state.
Dortu A264.

Museum of Fine Arts, Boston. Helen and Alice Colbum
Fund.*
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237. The Dog and the Parrot (Le chien et le perroquet). 1899.

Lithograph, 12% x 105/ie" (30.8 x 26.2 cm).

Wittrock 312, first state. Delteil 277. Unpublished.

The Art Institute of Chicago. The Charles F. Glore

Collection.*

238. The Thainer (L'Entraineur). 1899.

Lithograph, 95/ie x 17%" (23.6 x 45.4 cm).

Wittrock 313, published edition. Delteil 172.

Sterling and Francine Clark Art Institute, Williamstown,

Massachusetts.

239. Fantasy (Fantaisie). 1899.

Lithograph, 11 x 97/ie" (28 x 24 cm).

Wittrock 315; inscribed a Stern. Delteil 332. Unpublished.

Private collection.*
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240. The Horse and the Dog with the Pipe (Le cheval et le
chien a la pipe). 1899.

Lithograph, 414 x 73/ie" (11.4 x 18.3 cm).

Wittrock 321. Delteil 289. Unpublished.

Private collection.*

241. At the Star (Le Havre) (Au Star). 1899.

Lithograph, 18Vie x 14%;" (45.9 x 37.3 cm).

Wittrock 325, published edition. Delteil 275.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

242. The Sailor's Song —Miss X in the Alabamah Coons (La
chanson du matelot). 1899.

Lithograph, printed in color, 139/ie x 10%" (34.5 x 27 cm).

Wittrock 326; inscribed bon a tirer/Miss X in/the ala-

bamah/coons. Delteil 276.

Collection Ruth Irving, Courtesy Pace Master Prints,
New York.*

243. Couple at the Cafe Concert (Couple au cafe concert). 1899.

Lithograph, 1014 x 12%" (26 x 31.8 cm).

Wittrock 327. Delteil 331. Unpublished.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.

244. The Animal Tamer before the Court (La dompteuse

devant le tribunal). 1899.

Lithograph, 11% x 9%" (29.7 x 24.5 cm).

Wittrock 329, published edition. Delteil 148.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

Depicted here is La Goulue in a trial that followed a
dance organized by the journal Fin de siecle.

245. Zamboula-Polka. 1900.
Lithograph, 8% x 97/ie" (22.3 x 24 cm).
Wittrock 333, early impression. Delteil 334, first state.
Kunsthalle, Bremen.
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246. Le Margoin (Mademoiselle Louise Blouet). 1900.

Lithograph, 129/ie x lOVe" (32 x 25.8 cm).

Wittrock 334, published edition. Delteil 325.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

Le Margoin (often spelled Margouin) worked for the
fashion designer and milliner Renee Vert. Her nickname
is Parisian slang for model. She was a friend of Adolphe
Albert and Maurice Joyant.
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Moulin Rouge (La Goulue). 1891.

247. Lithographic poster, printed in color, 753/ie x 46146"

(191 x 117 cm).

Wittrock Pl/B. Delteil 339.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*

248. Lithographic poster, printed in color, 66y8 x 46%"

(168 x118.8 cm).

Wittrock Pl/C. Delteil 339.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

Reine de joie. 1892.

249. Lithographic poster, printed in color, 535/s x 365/s"

(136.2 x 93 cm).

Wittrock P3. Delteil 342.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

250. Second copy: The Museum of Modern Art, New York. Gift

of Mr. and Mrs. Richard Rodgers. 1961.*

Reine de joie is a novel by Victor Joze (the Polish writer

Victor Dobrski).

251. Eldorado: Aristide Rruant. 1892.

Lithographic poster, printed in color, 545/ie x 3713/ie"

(138 x 96 cm).

Wittrock P5. Delteil 344.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

Aristide Bruant (1851-1923) founded the Mirliton
cabaret in 1885 and performed there until 1905.

252. fane Avril Dancing (Jane Avril dansant). 1893.

Oil on cardboard, 3815/i6 x 285/i6" (99 x 72 cm).

Dortu P482.

Private collection.*

Jane Avril. 1893.

253. Lithographic poster, printed in color, 4813/i6 x 36"

(124 x 91.5 cm).

Wittrock P6/B. Delteil 345, first state.

Guardsmark, Inc., Collection, Memphis.*

254. Lithographic poster, printed in color, 4813/i6 x 36"

(124 x 91.5 cm).

Wittrock P6/C. Delteil 345, second state.

World-Wide Volkswagen Corp.
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Aristide Bruant in His Cabaret (Aristide Bruant dans son

cabaret). 1893.

256. Lithographic poster, printed in color, 50% x 37%"

(127.3 x 95 cm).

Wittrock P9/A. Delteil 348, first state.

258. Aristide Bruant. 1893.

Lithographic poster, printed in color, 323/ie x 21%"

(81.7 x 55 cm).

Wittrock PlO/A. Delteil 349, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

The Museum of Modern Art, New York. Gift of Emilio

Sanchez, 1961.*

257. Lithographic poster, printed in color, 50% x 37%"

(127.3 x 95 cm).

Wittrock P9/C. Delteil 348, second state.

The Metropolitan Museum of Art, New York. Harris

Brisbane Dick Fund, 1932.

255. Caudieux. 1893.
Lithographic poster, printed in color, 49Vi6 x 35%"

(124.6x89.5 cm).

Wittrock P7. Delteil 346.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

Caudieux was a popular comedian who performed at
the Petit Casino, Eldorado, and Ambassadeurs.
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259. Le Divan Japonais. 1893.

Black chalk drawing on paper, 31% x 24%"

(80.5 x 62.5 cm).

Dortu D3223.

Private collection.*

Divan Japonais. 1893.

260. Lithographic poster, printed in color, 3113/ie x 2315/i6"
(80.8 x 60.8 cm).

Wittrock Pll. Delteil 341.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

261. Second copy: The Museum of Modern Art, New York.

Abby Aldrich Rockefeller Fund, 1949.*

The Divan Japonais cabaret was taken over by Edouard
Fournier from Jehan Sarrazin in late 1892. New fire reg
ulations necessitated building reconstruction and led to

sporadic closings over the course of two years. Divan
Japonais was open to the public only a few short weeks:
late 1892—February 1893, October-December 1893, Jan
uary-February 1894. (There is a note in L'Escarmouche,
January 1894, about the newly reopened and lux
uriously renovated establishment with a reference to
Lautrec's poster.) After February 1894 Fournier sold
Divan Japonais and it became the Concert Lisbonne.

Portrayed here are Jane Avril, the music critic
Edouard Dujardin, and, performing on stage, Yvette
Guilbert, who in fact had not appeared there since 1890.

Babylone d'Allemagne. 1894.

262. Lithographic poster, 47% x 3213/ie" (120 x 83.3 cm).

Wittrock P12, proof. Delteil 351.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

263. Lithographic poster, printed in color, 47% x 33%"
(120 x 84.5 cm).

Wittrock P12/B. Delteil 351, second state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1940.*

Confetti. 1894.

264. Lithographic poster, printed in color, 227/ie x 15%"
(57 x 39 cm).

Wittrock P13. Delteil 352.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

265. Second copy: Collection Mr. and Mrs. Norman Diamond,

Washington, D.C.*

266. Miss May Belfort. 1895.

Oil on cardboard, 29% x 16%" (74.6 x 41.5 cm).
Dortu P587.

Private collection, New York.*

267. Miss May Belfort. 1895.

Gouache on paper, 32% x 24%" (83 x 62 cm).
Dortu P589.

Collection Barbara Ginn Griesinger, Gates Mills, Ohio.*

May Belfort. 1895.

268. Lithographic poster, printed in color, 315/ie x 24"
(79.5 x 61 cm).

Wittrock P14/B. Delteil 354, second state.

Collection Mr. and Mrs. Ira A. Lipman, Memphis.

269. Lithographic poster, printed in color, 30% x 239/ie"
(77.5 x 59.8 cm).

Wittrock P14/C, trial proof. Delteil 354.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

270. The Hanged Man (second plate) (Le pendu, deuxieme
planche). 1895.

Lithographic poster, printed in color, 31% x 23%"
(80 x 60.3 cm).

Wittrock P15. Delteil 340, second state.

The Museum of Modern Art, New York. Purchase Fund,
1949.
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271. La revue blanche —Portrait of Madame Misia Natanson.
1895.

Oil on cardboard, 37 x 281/4" (94 x 71.8 cm).

Dortu P568.

Private collection.*

La revue blanche. 1895.

272. Lithographic poster, printed in color, 49% x 35%"

(125.5 x 91.2 cm).

Wittrock P16/B. Delteil 355, first state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

273. Lithographic poster, printed in color, 49% x 35%

(125.5x91.2 cm).

Wittrock P16/C. Delteil 355, second state.

The Museum of Modern Art, New York. Purchase, 1967.*

La revue blanche was an extremely important intellec
tual bi-monthly journal published by Alexandre Natan
son in 1891-1903. Contributors included his brothers
Thadee and Alfred, Lucien Muhfeld, and Paul Leclercq,
as well as many of the new literary (Andre Gide, Marcel
Proust, Romain Coolus, Jules Renard, and Tristan Ber
nard) and artistic talents, especially Felix Vallotton, the
Nabis, and Toulouse-Lautrec. Lautrec frequently visited
the offices, which became a meeting place for the intel
lectual avant-garde in Paris.

Misia Godebska (1872—1950) married Thadee Natan
son in 1893. Most of their friends were members of the
Nabis and included Pierre Bonnard, Felix Vallotton, and
Edouard Vuillard, who painted numerous portraits of
her. In 1905 she married the publisher Alfred Edwards,
and in 1920 the Spanish painter Jose-Maria Sert.
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274. Miss May Milton. 1895.

Drawing in blue and black crayon on light brown paper,

29y8 x 233/ie" (74 x 58.9 cm).

Dortu D3887.

Yale University Art Gallery, New Haven. Gift of Walter

Bareiss.*

May Milton. 1895.

275. Lithographic poster, 29Vs x 23%" (74 x 60.6 cm).

Wittrock P17, trial proof. Delteil 356.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

276. Lithographic poster, printed in color, 315/ie x 24"
(79.5 x 61 cm).

Wittrock P17/B. Delteil 356, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

277. Second copy: Guardsmark, Inc., Collection, Memphis.

May Milton, an English dancer and close friend of Jane
Avril, frequented the Irish and American Bar. She
appeared on a tiny stage at the rue Fontaine for only one
season and then went to the United States.



Irish and American Bar, rue Royale — The Chap Book.

1895.

278. Lithographic poster, printed in color, I6I/4 x 245/i6"

(41.2 x 61.8 cm).

Wittrock P18/A. Delteil 362, first state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.

279. Lithographic poster, printed in color, I6V4 x 245/i6"

(41.2 x 61.8 cm).

Wittrock P18/B. Delteil 362, second state.

Guardsmark, Inc., Collection, Memphis.*

The Chap Book was an American magazine. This scene
takes place in the Irish and American Bar in Paris,
frequented by English horseracing fans, trainers, and
grooms. Tom, the Rothschilds' coachman, is seated
at the right, and Ralph, a San Franciscan, tends
the bar.

280. The Passenger from Cabin 54 (La passagere du 54). 1896.

Pencil drawing on paper, 21 x 15Y2" (53.3 x 39.4 cm).

Dortu D4254.

Private collection.

The Passenger from Cabin 54—Sailing in a Yacht

(La passagere du 54—Promenade en yacht). 1896.

281. Lithograph, crayon, and gouache, 2215/i6 x 16Y8"

(58.2 x 41 cm).

Wittrock P20, first state, proof. Delteil 366. Not in Dortu.

The Art Institute of Chicago. The John H. Wrenn Memorial

Collection.*

282. Lithograph, 235/s x 153/4" (60 x 40 cm).

Wittrock P20, first state, first edition. Delteil 366, first state.

Boston Public Library. Albert H. Wiggin Collection.

283. Lithograph, printed in color, 24 x 179/ie" (61 x 44.7 cm).

Wittrock P20, second state, second edition. Delteil 366.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*

284. Lithographic poster, printed in color, 231Vi6 x 153/4"

(60.2 x 40 cm).

Wittrock P20, third state. Delteil 366, second state.

The Metropolitan Museum of Art, New York. Gift of Mrs.

Bessie Potter Vonnoh, 1941.
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285. Mademoiselle Eglantine's Company (Troupe de

Mademoiselle Eglantine). 1896.

Charcoal drawing and gouache on cardboard,

29Va x 36%" (74 x 93 cm).

Dortu P631.

Private collection.*

Mademoiselle Eglantine's Company (La troupe de

Mademoiselle Eglantine). 1896.

286. Lithographic poster, printed in color, 245/ie x 315/a"

(61.7x80.4 cm).

Wittrock P21/A. Delteil 361, first state.

Harvard University Art Museums, Fogg Art Museum,

Cambridge, Massachusetts. Purchase Francis H. Burr

Memorial Fund.

287. Lithographic poster, printed in color, 245/ie x 315/a"

(61.7 x 80.4 cm).

Wittrock P21/C. Delteil 361, third state.

Maxwell Davidson Gallery, New York.

288. Second copy: The Museum of Modern Art, New York. Gift

of Abby Aldrich Rockefeller, 1940.*
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Sescau, Photographer (Le photographe Sescau). 1896.

289. Lithographic poster, printed in color, 23% x 31VY'

(60.7 x 80 cm).

Wittrock P22/B. Delteil 353.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

290. Lithographic poster, printed in color, 23% x 3IV2"
(60.7 x 80 cm).

Wittrock P22/C. Delteil 353.

Boston Public Library. Albert H. Wiggin Collection.

291. L'Aube. 1896.

Lithographic poster, printed in color, 24 x 31V2"

(61 x 80 cm).

Wittrock P23. Delteil 363.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1940.*

292. L'Artisan Moderne. 1896.

Lithographic poster, printed in color, 357/ie x 253/ie"

(90 x 64 cm).

Wittrock P24/B. Delteil 350, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

293. The Simpson Chain (La Chaine Simpson). 1896.

Lithographic poster, printed in color, 329/ie x 47%"

(82.8 x 120 cm).

Wittrock P26. Delteil 360.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

La Chaine Simpson was a bicycle chain company man
aged by Louis Bougie ("Spoke"), an amateur racing
cyclist who organized races in London and Paris to
demonstrate his products. (The poster had to be
redrawn because Spoke noticed that the pedals were
incorrectly placed.)
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294. La vache enragee. 1896.

Lithographic poster, printed in color, 3iya x 225/b"

(79 x 57.5 cm).

Wittrock P27/B. Delteil 364, second state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

La vache enragee was a journal founded by the artist
Leon-Adolphe Willette. The first issue appeared March
11,1896, and it was published until 1897. The festival of
La Vache Enragee was held annually in Montmartre by
the bohemian artists and writers.

At the Concert (Au concert). 1896.

295. Lithographic poster, printed in color, 129/i6 x 915/ie"

(32 x 25.2 cm).

Wittrock P28/C. Delteil 365, third state.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.*

296. Second copy: Collection Dr. and Mrs. George E. Paley,

Torrington, Connecticut.
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297. Jane Avril. 1899.

Pencil drawing on white wove paper, 22Vs x 15"

(56 x 37.8 cm).

Dortu SD29; inscribed rouge/bleu roi/noir.

Private collection.*

298. Jane Avril. 1899.

Lithographic poster, printed in color, 22a/i6 x 11%"

(56 x 29.8 cm).

Wittrock P29/A. Delteil 367, first state.

The Museum of Modern Art, New York. Gift of Abby

Aldrich Rockefeller, 1946.*

300. Ten autograph letters:

A. From Lautrec (Harry) to his mother, the Countess Adele

de Toulouse-Lautrec, September 1891.

B. From Lautrec (H.) to his mother, September 1891.

C. From Lautrec (H. T. Lautrec) to the print dealer and pub

lisher Edouard Kleinmann, February 9, 1894.

D. From Lautrec (H. T. Lautrec) to the art critic and author

of Yvette Guilbert, Gustave Geffroy, June 21, 1894.

E. From Lautrec (Lautrec) to the editor of the literary and

artistic periodical La plume, Leon Deschamps, October

11,1895.

F. From Lautrec (Henri) to his mother, Summer 1897.

G. From Lautrec (H. de Toulouse Lautrec ) to the publisher

and print dealer Gustave Pellet, November 30, 1898.

H. From Lautrec (H. de Toulouse Lautrec ) to the publisher

W. H. B. Sands, March 27, 1898.

I. From Lautrec's printer Henry Stern to W. H. B. Sands,

April 1, 1898.

J. From Yvette Guilbert to Lautrec, May 6, 1898.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

301. Various items related to Yvette Guilbert, including sheet

music, photographs, theater programs, letters, publication

announcement, magazine article, and books.

Collection Mr. and Mrs. Herbert D. Schimmel, New York.

299. La Gitane. 1899.

Lithographic poster, printed in color, 3513/ie x 25"

(91 x 63.5 cm).

Wittrock P30. Delteil 368.

The Art Institute of Chicago. The Mr. and Mrs. Carter H.

Harrison Collection.*

La Gitane, by Jean Richepin, made its debut at the The
atre Antoine on January 22, 1900. Depicted is Marthe
Mellot, actress and wife of Alfred Natanson.
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The Moulin Rouge, from a period

painting by Ducourtiou

La Goulue

Loie Fuller

Chronology 1891-1901

This chronology is limited to the ten years in which Henri de Toulouse-Lautrec

made lithographs and posters, and provides a sampling of

cultural and political events of the final decade of the nineteenth century.

France The World

1891

Henri de Toulouse-Lautrec creates his first Beginning of wireless telegraphy

poster, Moulin Rouge, depicting La Goulue

and her dancing partner Valentin Le Desosse Theo van Gogh dies in Holland, only one year

after the death of his brother Vincent

The journal La revue blanche is founded by

Alexandre Natanson International Copyright Act passed by Unit

ed States Congress

Claude Monet exhibits Haystack paintings at

Durand-Ruel gallery Opening of London-to-Paris telephone line

James McNeill Whistler's Portrait of My Painter Paul Gauguin arrives in Tahiti,

Mother is bought by the French government June 8

General Georges Boulanger commits sui

cide

Former prefect of the Seine Baron Georges-

Eugene Haussmann dies in poverty, Jan

uary 11

Painter Jean-Louis-Ernest Meissonier dies,

January 31

Painter Georges Seurat dies, March 29

Poet Arthur Rimbaud dies, November 10

1892

Henri Matisse begins studies with Gustave Paul Gauguin paints Manao Tupapua (Spirit

Moreau at Ecole des Beaux- Arts of the Dead Watching] in Tahiti

First Salon des Rose + Croix, founded by Sar Pan-German League founded

Peladan, opens with fanfare by composer Erik

Satie Young Turk Movement formed in Geneva

Claude Monet begins Rouen Cathedral paint- George Bernard Shaw begins writing plays

ings

Debut of dancer Loie Fuller at the Folies-

Bergere
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France The World

Bombing on the rue de Clichy

Claude Debussy composes L'Apres-midi

d'une faune

Bombs explode on the rue de Clichy; subse

quent arrest and execution of anarchist

bomber Ravachol, March-July

Cholera epidemic, July-October

1893

Prints by Kitagawa Utamaro and Ando

Hiroshige shown at Durand-Ruel gallery

Sarah Bernhardt appears in Phedre at the

Theatre Renaissance

Paul Gauguin returns from Tahiti

Aristide Bruant appears in his cabaret, the

Mirliton

Les Vingts, the Belgian avant-garde group

begun in 1884, is disbanded and succeeded by

Libre Esthetique

Chicago World Exhibition

Henry Ford builds his first automobile

Grover Cleveland begins second term as 24th

president of the United States

Sarah Bernhardt in Phedre

Ambroise Vollard opens first gallery in Paris Painter Joan Miro born in Barcelona, April 20

Aurelien-Franqois Lugne-Poe founds Theatre

de l'Oeuvre

Ferdinand and Charles de Lesseps and

Charles Eiffel receive prison sentences for

their roles in the Panama Canal scandal

Lautrec depicts dancer Jane Avril on cover of

L'Estampe originate

Novelist Guy de Maupassant dies, July 6

Aristide Bruant

1894

First Salon des Cent poster exhibition

Lautrec paints The Salon on the rue des

Moulins

Gustave Caillebotte's Impressionist collection

rejected by the Luxembourg Museum

Lumiere brothers invent the cinematograph

Captain Alfred Dreyfus convicted of treason

Lautrec illustrates Yvette Guilbert by Gustave

Geffroy

President Sadi Carnot assassinated

The Yellow Book, a British review, begins

publication

Thomas Alva Edison opens kinetoscope the

ater in New York

The Dual Alliance is signed by France and

Russia
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Brothel at 5, rue des Moulins

Captain Alfred Dreyfus degraded

France

1895

Paul Cezanne paints portrait of Gustave

Geffroy

Marcelle Lender appears in the operetta

Chilperic

First public film showing in Paris held at Hotel

Scribe

Dreyfus sent to Devil's Island

Scandal caused by death of Max Lebaudy

Chemist Louis Pasteur dies, September 28

1896

Lautrec's print series Elles shown at Salon des

Cent

S. Bing shows first exhibition of work by

Edvard Munch at Maison de l'Art Nouveau

Marcel Proust's first book of short stories is

published

Oscar Wilde's play Salome is performed in

Paris

France annexes Madagascar

Czar Nicholas II visits Paris

Jimmy Michael, English bicyclist, races at

Tristan Bernard's velodrome

Poet Paul Verlaine dies, January 8

Novelist Edmond de Goncourt dies, July 16

1897

Lautrec moves to his last studio on avenue

Frochot

Henri Rousseau paints The Sleeping Gypsy

Physicist Antoine Henri Becquerel discovers

the electron

Rodolphe Salis, owner of the Chat Noir

cabaret, dies

The World

Pan, a German review, begins publication

H. G. Wells writes The Time Machine

Physicist Wilhelm C. Roentgen discovers

X rays

Publication of Studies of Hysteria by Sigmund

Freud

Bulgarian premier Stephan Stambulov

assassinated

Paul Gauguin returns to Tahiti

Marchese Guglielmo Marconi receives first

patent for radio-telegraphy

Publication of The Jewish State by Theodor

Herzl

Nobel Prize established

Giacomo Puccini composes La Bohe me

Revolution in Nicaragua precipitates landing

of United States Marines, March 20

Poet and artist William Morris dies, October 3

Queen Victoria's Diamond Jubilee

United States annexes Hawaii

Brussels World Exhibition

William McKinley becomes 25th president of

the United States



Yvette Guilbert

Marcelle Lender

France

1898

Emile Zola writes J'Accuse, is tried and

convicted of libel, and flees to England

Colonel Henry admits to having forged a

document in the Dreyfus case and commits

suicide

Chemists Marie and Pierre Curie discover

radium

Sculptor Auguste Rodin finishes Monument

to Balzac

Poet Stephane Mallarme dies, September 9

Painter Pierre Puvis de Chavannes dies,

October 24

Treaty of Paris signed by Spain and the United

States, December 10

The World

Empress Elizabeth of Austria is assassinated

United States battleship Maine explodes in

Havana harbor, February 15

United States declares war on Spain, April 25

Artist Aubrey Beardsley dies, March 16

Statesman Otto von Bismark dies, July 30

1899

Lautrec is treated in a sanatorium for eleven Boer War between the British and Dutch

weeks

Painter Alfred Sisley dies, January 29

Painter Rosa Bonheur dies, May 25

begins in South Africa

First Peace Conference meets at The Hague

and establishes permanent court of arbitration

among 26 nations

First magnetic recording of sound

Novelist Ernest Hemingway born

1900

Universal Exhibition opens and is visited by

over 50 million people

Pablo Picasso goes to Paris for the first time,

paints Le Moulin de la Galette

Inauguration of the Paris Metro, with

entrances designed by Hector Guimard

Oscar Wilde dies, November 30

Publication of Interpretation of Dreams by

Sigmund Freud

Max Planck postulates quantum theory

Boxer Rebellion in China against Europeans

Umberto I of Italy assassinated

Philospher Friedrich Wilhelm Nietzsche dies,

August 25

Oscar Wilde

1901

Pablo Picasso's first exhibition at Ambroise Queen Victoria dies and is succeeded by

Vollard gallery Edward VII
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France The World

Jimmy Michael, English bicyclist

Paul Gauguin's book Noa-Noa is published

Painter Jean Dubuffet born

Rene F. A. Sully Prudhomme wins first Nobel

Prize for literature

Lautrec dies, at Malrome, near Bordeaux,

September 9

Massacre of students in St. Petersburg

Composer Giuseppe Verdi dies, January 27

President William McKinley assassinated,

September 6

Theodore Roosevelt becomes 26th president

of the United States, September 14

Compiled with the assistance of Herbert D. Schimmel

Lautrec 's studio at 14,

avenue Frochot

Malrome
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Lenders to the Exhibition

Staatliche Museen, Preussischer Kulturbesitz,
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Museum of Fine Arts, Boston
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Mr. and Mrs. Herbert D. Schimmel, New York

Dr. Henry M. Selby, New York
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Mrs. John Hay Whitney, New York

Eight anonymous lenders
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