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Abstract 

Published in 1896, Badauderies Parisiennes is an illustrated book in which 

Octave Uzanne (1851-1931) requested Félix Vallotton (1865-1925) to design thirty 

relief prints related to contemporary Parisian street life in the late 19th century. His 

ambition was to ask fifteen writers from the avant-garde revue La Revue Blanche to 

write thirty stories after Vallotton’s prints which would at their turn been enlivened by 

over one hundred vignettes realized by François Courboin (1865- 1926). With the 

illustrations made prior to the text, this singular production process initiated by Uzanne 

for an illustrated book underscores the priority of images over words. 

Uzanne proclaims his ambition in the preface that this publication was meant to 

play a transitional role by combining the art of illustration of the past with that of the 

future. This study is based on this premise and examines to which extent Badauderies 

Parisiennes plays a transitional role in the history of illustrated books. This thesis is 

divided into three chapters, each one centering on aspects that may help understand at 

different levels the intrinsic transitional dimension of the book. 

Chapter one examines the book from the perspective of the medium by comparing 

the illustrations of Vallotton and Courboin who respectively epitomize a modern and a 

traditional style. Besides, it focuses on the controversial issue of the printing technique 

at stake in Badauderies Parisiennes and discusses its transitional role in terms of 

printing technique. 

Chapter two analyzes the book’s thematic perspective, by recontextualizing the 

specificity of Vallotton’s book jacket, the thirty relief prints and his previous depictions 

of the urban crowd at the time when sociological theories of the crowd were reaching 

their peak. Built upon this sociological background, the contrast between the badaud 

and the flâneur will be underlined. In addition to Vallotton’s fascination with and 

depiction of the badaud, this chapter will also bring into discussion how this figure was 

gradually shaped in Fait divers, a newspaper column, around the end of 19th century 

 



 
ii 

France. Such a comparative study on the badaud in Fait divers will provide a context 

for a more thorough understanding of its depiction in Vallotton’s work. 

Chapter three studies the relationship between image and text in terms of the 

history of illustrated books. Resting upon the priority of image over text in the 

production process of Badauderies Parisiennes, this chapter argues that such a unique 

phenomenon heralds the emergence of the Artist’s Book and thereby manifests the 

transitional role that Badauderies Parisiennes embodies in the history of illustrated 

books. 

 

Keywords: Félix Vallotton, Octave Uzanne, La Revue Blanche, crowd, illustration, 

badaud, flâneur, image and text, transition, Paris, Fin-de-Siècle 
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中文摘要 

本論文旨在探討《巴黎的愛湊熱鬧者：聚集，街道的群像》一書，在法國插

畫書歷史中的時代意涵。 

此本書內容是以藏書家 Octave Uzanne邀請畫家 Félix Vallotton製作三十幅

描繪巴黎當代街道的生態景象版畫作為主軸，並伴隨著受 Vallotton 版畫所啟發

的十五位《白雜誌》（La Revue Blanche）作家所創作的三十個短文故事及版畫家

François Courboin超過百幅的插畫。在此圖先於文的情況下，此本書的圖像已不

再像傳統般隸屬於文字之下，而是它自身賦予自身的意義。再者，Uzanne 在此

書序文中表示，此本書中的圖樣是「過往圖樣與未來圖樣的轉捩點」，本論文便

是基於上述的脈絡，透過「圖像風格」、「主題呈現」、以及「圖文關係」的三

重脈絡分析，意欲論證《巴黎的愛湊熱鬧者：聚集，街道的群像》具有重新定義

插圖書的意圖，收錄於此書的圖像亦因此具備變動的性質。 

本論文分三章。第一章「圖像風格」一開始探討 Uzanne 邀請 Vallotton 製

作群眾版畫的動機，接著比較 Vallotton及 Courboin 在此插畫書中的插畫風格的

差異，進而理解這兩位插畫家分別代表了傳統及現代的藝術風格。在比較兩者差

異之後，突顯了此本書的圖像在插畫書歷史中有承先啟後的效果，進而理解

Uzanne 雇用兩位插畫家的意圖。再者，藉由討論次本書的插畫技法，確立不僅

是在圖像視覺表現上，而在圖像技法運用上也都有著承先啟後的意圖。 

第二章是「主題呈現」分成兩個部分來討論。第一部分研究 Vallotton的群

眾圖像，研究 Vallotton 替此書製作的書皮及三十幅版畫，並比較之前作品，討

論 Vallotton 的藝術風格，進而帶出此本書的主角—群眾。在十九世紀末，社會

學有關群眾的理論到達高峰，第二部分便在群眾研究脈絡下，藉由研究十九世紀

法國報紙社會新聞欄的圖像 (Fait divers) 討論愛湊熱鬧者（Badaud）是如何在十

九世紀末被視覺化，並比較相對概念的漫遊者（Flâneur）之間的關係。此章藉由

爬梳愛湊熱鬧者（Badaud）的視覺形塑轉變，確立 Vallotton 的群眾圖像的時代

意涵。 

第三章「圖文關係」研究在十九世紀插畫書的圖文關係中，插畫的地位漸

漸地超越了文字，而由於此本書的圖先於文之前，在插畫書的歷史中是相當獨特
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的，而在這樣圖文關係之下，揭示了藝術家之書(Artist’s Book)的出現。透過此三

重脈絡分析，檢視此本插畫書展現出的時代變動性質。 

 
關鍵字：費利克斯·瓦洛(Félix Vallotton)、歐克達夫· 余詹(Octave Uzanne)、白

雜誌、群眾、插畫、愛湊熱鬧者、漫遊者、圖文關係、轉捩點、巴黎、世紀末 
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Introduction 

My research focuses on Badauderies Parisiennes—les Rassemblements, 

physiologies de la rue (Episodes of Parisian Gawking: Gatherings, Physiologies of the 

Street) (Fig. 1), an illustrated book that depicts the crowd on the Parisian street scene 

of the end of the nineteenth century.1 It constitutes the first printed work published by 

the Bibliophiles Indépendants—a publishing house founded by the critic and 

bibliophile Octave Uzanne (Fig. 3) in 1896—and edited by Henri Floury in the Libraire 

de la société.2 Of a small size—only 23.6 x 17.6 x 2.8 cm, it was printed in 220 copies.3 

It is composed of a series of thirty stories, each of which is accompanied with one 

photomechanical relief print by Swiss artist Félix Vallotton (Fig. 4) and a number of 

vignettes by French engraver François Courboin. 

In Badauderies Parisiennes, the crowd itself is the protagonist. This collective 

protagonist is called badaud in French. Different from Baudelaire’s philosophical 

figure of the flâneur, the badaud is a gathering of individuals that are curious and 

overreact to everything they see in the street. Félix Vallotton illustrates these appealing 

moments in which the crowd of passers-by and idlers transform into gawkers and gather 

to watch some events, or non-significant events as diverse as a horse tumbling in a 

traffic accident (Fig. 5), acrobats performing on the street (Fig. 6), a poster-hanger 

displaying a new advertisement (Fig. 7), an angler fishing on the river embankment 

(Fig. 8), gentlemen having arguments outside the National Assembly (Fig. 9), a drown 

                                                   
1 Octave Uzanne ed., Badauderies Parisiennes —les Rassemblements, physiologies de la rue, with 
contributions by Paul Adam, Alfred Athys, Victor Barrucand, Tristan Bernard, Léon Blum, Romain 
Coolus, Félix Fénéon, Gustave Kahn, Ernest La Jeunesse, L. Muhlfeld, Thadée Natanson, Edmond 
Pilon, Jules Renard, Pierre Veber et Veek and illustrated by Félix Vallotton and François Courboin, 
Paris 1896. 
2 Willa Z. Silverman, The new bibliopolis : French book collectors and the culture of print, 1880-1914, 
Toronto 2008, p. 54. 
3 Badauderies Parisiennes’ size information is from Museum of Fine Arts Boston: 
http://www.mfa.org/collections/object/les-rassemblements-physiologies-de-la-rue-badauderies-
parisiennes-250517( access on 26 May 2016);  only 220 copies were printed, 200 of which were 
addressed to the subscribers of the Bibliophiles Indépendants while 20 were reserved to the literary and 
artistic collaborators of Badauderies Parisiennes. The book information page indicates the book’s 
owner and its printing number. 
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body found on the river bank (Fig. 10), an army parade walking on the street (Fig. 11), 

well dressed women and gentlemen listening a summer concert (Fig. 12), a hawker 

selling his goods to passersby (Fig. 13), police officers arresting an offender (Fig. 14), 

road workers digging road (Fig. 15), a couple of bride and bridegroom in a wedding 

(Fig. 16), a drunkard mocked by naughty children (Fig. 17), people lifting a coffin to 

hearse in a funeral (Fig. 18), policemen guarding a bomb (Fig. 19), suspects arrested 

and put inside a police van (Fig. 20), firemen climbing a ladder to rescue people from 

a fire (Fig. 21), and of course, the gawkers themselves.4 These eye-catching or non-

significant events provide thirty themes for the equivalent number of chapters. Each of 

them presents two different elements: first, the visual illustrations by Félix Vallotton 

displayed on a full page; second, the texts written by the authors of La Revue Blanche 

(The White Review) enliven by François Courboin’s vignettes (Fig. 2). 

The multi-participatory aspect of this book is due to its singular production 

process. Its idea derives from a project initiated by Uzanne who firstly requested the 

artist Vallotton to contribute with thirty drawings on the theme of street disturbance. 

Uzanne then invited fifteen writers from La Revue Blanche—a French art and literary 

avant-garde magazine that ran between 1889 and 1905 and also shared close ties with 

the Nabis group—to write thirty stories based on Vallotton’s prints.5 In the traditional 

sense, the illustrated book translates a situation depicted by the text into its visual form. 

In such a translating process, the illustration—either as a full-page picture or as a 

vignette—follows the text as closely as possible since the role of the illustration is a 

supplementary one whose task is to stay faithful to the text and offer a visual 

explanation to what the text seeks to present.6 However, such a common habit in the 

                                                   
4 Richard S. Field, “Exteriors and Interiors: Vallotton’s Printed Oeuvre,” in: Sasha M. Newman ed., 
Félix Vallotton, New Haven 1991, pp. 43-91, p. 68. 
5 Translations of this thesis are all mine except for those indicated. 
Octave Uzanne, “Prologue: Félix Vallotton et l’origine de ce Livre des Rassemlements; La bibliophilie 
et la jeunesse littéraire contemporaine,” in: Badauderies Parisiennes, i-v: “An idea came to me to ask 
him a series of brutal prints on the Parisian gawkers…” (L’idée me vint de lui demander une série 
d’estampes brutalistes sur la Badauderie parisiennes…). 
6 Ulrich Finke, “French painters as book illustrators: from Delacroix to Bonnard,” in: French 19th 
century painting and literature: With special reference to the relevance of literary subject-matter to 
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field ceases to exist in the case of Badauderies Parisiennes. The initiator of the book 

under scrutiny is no longer a writer but an illustrator. This fact shows that the illustrator 

played the initiating role in the fabrication process of Badauderies Parisiennes. With 

the image made before the text, such a production process deconstructs the traditional 

hierarchy of the illustrated book, according to which the text precedes the image in 

terms of the creation process and thereby secures a superior role in its relationship with 

the image. This mode of fabrication grants the image a status of independence as well 

as autonomy, a status which has to be considered as groundbreaking in the history of 

the illustrated book. 

Uzanne, the initiator of this groundbreaking book, explains his ambition at the 

beginning of the book, in the preface, mentioning that this publication attempts to be a 

transitional one that combines the art of illustration of the past with that of the future. 

As he claims in the preface: 

“[The editor] … he specially attempted to show a work of 

transition, indicating the heterodox marriage between the 

illustration of yesterday and that of tomorrow, with all foreseen 

possibilities for obtaining a divorce without lacerations or ill-

treatment”7 

As can be seen in the above citation, Uzanne’s ambition to present an illustrated 

book—whose visual contents will embody a transitional role in the history of 

illustration—is loud and clear. Borrowing from the analogy of a heterodox marriage, 

he anticipates a positive career for Badauderies Parisiennes in which the combination 

between the past and future illustrations is groundbreaking. However, what comes 
                                                   
French painting, Ulrich Finke ed., New York 1972, p. 339. 
7 “[L’Editeur]…il a surtout prétendu montrer une œuvre de transition, indiquant le mariage hétérodoxe 
entre l’illustration d’hier et celle de demain, avec toutes possibilités prévues pour un divorce à obtenir 
sans lacérations ni sévices.” Octave Uzanne, “Prologue: Félix Vallotton et l’origine de ce Livre des 
Rassemblements; La bibliophilie et la jeunesse littéraire contemporaine,” in: Badauderies Parisiennes, 
VIII. 
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along with such great ambition is also Uzanne’s concern for the risk associated with 

the possible inability of Badauderies Parisiennes to live up to the stated expectation. 

This thesis is based on this expectation and examines whether this analogy of a 

heterodox marriage of the past and future illustrations succeeds in reconciling them or 

ultimately fails in an inevitable divorce. 
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State of Research 

Since François Courboin’s vignettes and the stories by the writers of La Revue 

Blanche were inspired by Félix Vallotton’s relief prints, it makes sense to focus on the 

latter’s creation. In the studies on Félix Vallotton, there is a tendency to prefer his 

paintings to his printing artwork. Such a preference results in a potential risk of 

overlooking Vallotton’s contribution to the printing field. Besides, researches on 

Vallotton’s woodcuts had paid much attention to Intimités (Intimacies) in an attempt 

to focus on the issues of femininity and interiority, while Badauderies Parisiennes—

one of his illustration book—has not yet been received the attention it deserves.8 Thus, 

I want to bridge the gap in the studies of Félix Vallotton by means of exploring his 

printing artwork with the example of Badauderies Parisiennes. 

Richard S. Field is one among the early scholars who have discussed Badauderies 

Parisiennes. In the article “Exteriors and Interiors: Vallotton’s Printed Oeuvre” 

published in 1991, Field demonstrates that two notions could be differentiated in 

“Vallotton’s printed oeuvre: the exterior and the interior.”9 Field employs the notion 

of the exterior to show how the crowd in Vallotton’s printing works reflects a social 

and political phenomenon that can be connected with Gustave Le Bon’s 1895 book, La 

Psychologie des Foules (The Psychology of Crowds). Even though Field does draw on 

issues associated with the technique of Vallotton’s prints in Badauderies Parisiennes, 

he only uses this publication as one among many elements that will shape up his line 

of argumentation for the distinction between exterior and interior. 

In 1999, Luce Abélès published the essay “Tradition et modernité: Les 

Rassemblements, un livre de transition.” This is the first research entirely devoted to 

                                                   
8 Lise Holst, Felix Vallotton’s Intimités: Le Cauchemar d’un Erudit, Thesis, Oberlin College, 1975; 
Nicole Schwager, Considering Ideologies of Femininity in the Bourgeois Interiors and Commercial 
Spaces of the Fin-de-Siècle Prints of Félix Vallotton, Thesis, University of Colorado, 2011. 
9 Field, (as note 4), pp. 43-91. 
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the Badauderies Parisiennes.10  Abélès’s article attempts to define the transitional 

place occupied by Uzanne’s book from three perspectives. 

The first perspective departs from a literary tradition of physiology that became 

trendy around 1840s in Paris.11 Since the complete title of the book is Badauderies 

Parisiennes—Les Rassemblements, Physiologies de la Rue, Abélès examines its 

physiological aspect. The literary tradition of physiology is said to provide a panoramic 

view of the whole of the French contemporary population. 12  Abélès retraces the 

derivation of this sort of literature of physiology through comparing Badauderies 

Parisiennes and many other publications of the same type.13 

The second perspective undertaken by the French scholar focuses on the 

illustrations. In this part, Abélès examines Vallotton’s style by comparing it with 

Vallotton’s previous works on the crowd. In the article, Abélès focuses only on 

Vallotton’s prints and leaves Courboin’s contribution unexamined. Such an omission 

might be the consequence for developing a study devoted to Vallotton alone; however, 

without an appropriate discussion of Courboin’s works, the transitional role of 

Badauderies Parisiennes would be hard to underscore since the stylistic counterpart to 

Vallotton is absent from critical attention.14  

The third point analyzed by Luce Abélès concerns the texts. In this part, she 

examines first the reason why Uzanne, the initiator of the book, engaged authors who 

were all members of La Revue Blanche, then emphasizes the fact that the illustrations 

were made before the texts, and finally analyzes their content.15 However, this part 

                                                   
10 Only one essay mainly discuses the book Badauderies Parisiennes: Luce Abélès, “Tradition et 
modernité: Les Rassemblements, un livre de transition,” in: L’illustration: Essais d’iconographie; Actes 
du Séminaire CNRS, Paris (GDR712), 1993-94, ed. Maria Teresa Caracciolo and Ségolène Le Men, 
Paris 1999, pp. 311-330. 
11	   Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 438.	  
12 Luce Abélès, “Tradition et modernité: Les Rassemblements, un livre de transition,” in: L’illustration: 
Essais d’iconographie. Maria Teresa Caracciolo and Ségolène Le Men ed., Paris 1999, p.311. 
13 Abélès, (as note 12), pp. 311-314. 
14 Abélès, (as note 12), pp. 314-318. 
15 Abélès, (as note 12), pp. 318-321. 
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does not clearly show the book’s transitional place but only presents its avant-garde 

dimension. Abélès’s article constitutes nevertheless a landmark in the scholarship about 

Badauderies. It is oftentimes cited as a working material in support of the latest 

contributions by Willa Z. Silverman and Bridget Alsdorf.  

In 2008, Willa Z. Silverman published one monograph, The New Bibliophiles: 

French Book Collectors and the Culture of Print, focusing on book collectors and print 

culture in nineteenth century. In her book, Silverman shows how the public reacted in 

front of the new reproduction technologies used for prints, and discusses how the 

collectors demonstrated their admiration for the medium and became in that era the new 

bibliophiles.16 In this context, Silverman chose Uzanne as the key example to illustrate 

the emergence of a new bibliophilic culture at the turn of the century. Though she 

assigns a portion of the discussion to Badauderies Parisiennes, she does not pay due 

attention to the publication in question, but treats it as one among many examples that 

characterize the development of bibliophilia. 

Finally, in 2015, Bridget Alsdorf published an essay entitled “Félix Vallotton’s 

Murderous Life.”17 In the first part of this essay, Alsdorf centers on Vallotton’s mock-

autobiographical novel, La Vie Meurtière (The Murderous Life) published in 1907, to 

explore his unique visual language in both image and text with topological connections 

to his fin-de-siècle prints.18 In the second part of her discussion on the Paris scene 

depicted by the artist, Alsdorf begins to focus on Badauderies Parisiennes, considering 

that Vallotton’s accidental vision of The Murderous Life is inspired from his mid-1890s 

images.19 

In this part, she connects Badauderies Parisiennes to the theories of the 

psychology of the crowd that developed during the late nineteenth century. She 
                                                   
16 Silverman, (as note 2). 
17 Bridget Alsdorf, “Félix Vallotton's Murderous Life,” in: The Art Bulletin 97:2, 2015, pp. 210-228. 
18 Alsdorf, (as note 17), pp. 210-218. 
19 Alsdorf, (as note 17), pp. 218-224. 
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discusses the badaud, a figure for the attractions of urban spectatorship that is distinct 

from the far more studied flâneur. In the part devoted to Badauderies Parisiennes, she 

mainly emphasizes on the issue of the crowd rather than the book’s visual presentation, 

in her analysis of the book jacket.20 

In this light, this thesis will take up the line of analysis devoted to Vallotton’s 

work and recontextualize it in an attempt to fill in the discursive gap surrounding the 

transitional role that Badauderies Parisiennes embodies. I will compare both Vallotton 

and Courboin’s illustrations and analyze the whole book as a collective work made by 

the two illustrators at issue here and the different authors who wrote texts to accompany 

the illustrations. I will trace the relationship between the images and the texts and 

examine how this book produced at the end of the nineteenth century plays a transitional 

role if we consider the historical progression that progressively gave a priority to the 

image over the text, and how the former gradually breaks free from its subservient 

status. Furthermore, in order to measure plainly the transitional place occupied by this 

book, I will analyze more in detail its main protagonist—the badaud—by comparing it 

with the notion of the flâneur and recontextualize the theories on the crowd that 

developed at that time. 

                                                   
20 Alsdorf, (as note 17), p. 219. 
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Chapter One 

Old and New: Two Contradictory Styles of Illustration 

As an illustrated book, Badauderies Parisiennes is mainly composed of two 

elements: illustration and text. Generally, the text constitutes the main content for an 

illustrated book and the illustration is responsible for translating it into a visual form. 

Under this context, the illustration is usually subordinated to the text.21 However, 

Badauderies Parisiennes constitutes a special case, since the illustration was made 

before the text. 

In this case, illustrations were made by two illustrators, Félix Vallotton and 

François Courboin. The former made thirty relief prints playing the initiating role in 

the process of producing the book; the latter made over hundred vignettes to company 

Vallotton’s illustrations within the text. In the history of illustrated books, collaborative 

projects for producing an illustrated book were not without precedents. The result could 

always reach a coherent style through the collaboration of several illustrators, for 

instance, Les Français peints par eux-mêmes, one illustrated revue published from 1840 

to 1842, in which many well-known illustrators such as Daumier, Grandville, P. 

Gavarni, Pauquet among others collaborated.22 However, if we juxtapose Vallotton’s 

and Courboin’s illustrations, their styles are almost contradicting: the style of the 

former is flat while the style of the latter is three dimensional. Following this context, 

it is necessary to ask what was Uzanne’s intention to gather in one illustrated book these 

two illustrators whose styles differ completely. 

Thus, this chapter aims not only to answer the previous question but will also 

analyze how Badauderies Parisiennes through the display of two radically different 

types of images plays a transitional role in the context of the illustrated publications of 

                                                   
21 Finke, (as note 6), p. 339. 
22 Roger Chartier and Henri-Jean Martin ed., Histoire de L’édition française 3, Le temps des éditeurs: 
du romantisme à la Belle époque, Paris 1990, p. 336. 
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the late nineteenth century. In order to reach this goal, it is necessary to clarify the 

relationship between the publisher and the illustrators. 

1.1. The Publisher’s Intention: Two Styles of Illustration Coexisting in One Book 

Uzanne and Vallotton  

Uzanne, the initiator of the Badauderies Parisiennes was a well-known 

bibliophile by the end of the nineteenth century.23 He was also an author himself, a 

journalist, and a publisher who founded three reviews devoted to books as well as two 

bibliophiles companies.24 Before Uzanne invited Vallotton to make the prints for the 

Badauderies Parisiennes, he had already shown him his admiration in 1892 in one of 

his reviews, L’Art et l’Idée (1892-93), in an article entitled “La Renaissance de la 

gravure sur bois: Un Néo-Xylographe M. Félix Vallotton” (“The Woodcut’s 

Renaissance: a Neo- Xylographer Mr. Félix Vallotton”).25 

In this essay, Uzanne mentions that the speed proper to the industrialization had 

been responsible for a new type of printing technique, named Gillotage that tended to 

respond to the market of the illustration. By comparing the old and new techniques, he 

retraces the history of xylography and discusses its revival that took place around 1830 

and 1840, giving the example of two illustrated books, the Diable à Paris and the 

Français peints par eux-mêmes. 26  According to him, contemporary xylographers 

forgot the attitude and the essence of their predecessors, because they were too busy 

                                                   
23 “Octave Uzanne, the Bibliophile’s dream!” exclaimed by the Belgian Symbolist painter Félicien 
Rops (1833-1898). Willa Z. Silverman, “Books Worthy of Our Era?: Octave Uzanne, Technology, and 
the Luxury Book in Fin-de-Siècle France,” in: Book History 7, 2004, p. 239, quoted from the letter of 
Félicien Rops to Léon Dommartin. 
24 Le Livre : Bibliographie moderne (1880-89), Le Livre Moderne (1890-91) and L’Art et l’Idée (1892-
93) ; One is the Société des Bibliophiles Contemporains (1889-94), and the other is Société des 
Bibliophiles Indépendants (1896-1901); Mme Evanghélia Stead, “L’Illustration. Essais 
d’iconographie,” in : Romantisme 126, 2004, p. 126. 
25 Octave Uzanne, “La Renaissance de la graveur sur bois: Un Néo-Xylographe M. Félix Vallotton,” 
in: L’Art et l’Idee, 1892, p. 113-119. 
26 “…Gavarni’s characters in le Diable à Paris and the illustrations of Les Français peints par eux-
mêmes—What a virtuosity! what a grace!! what a splendor!!! ” (…les personnages de Gavarni dans le 
Diable à Paris et les illustrations des Français peints par eux-mêmes—Quelle virtuosité! quelle grâce!! 
Quelle splendeur!!!) Uzanne, (as note 25), p. 116. 
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competing with the delicacy and preciseness of photographic reproduction. Uzanne 

emphasizes that: 

 “It is not through the polishing up of the wood that they will 

rediscover the glory and success of the vanished masteries, it is 

rather through the brutality of the means, through a return to the 

primitive craftsmanships…”27 

According to this quotation, Uzanne urged woodcutters to abandon their 

senseless war with the precision of photomechanical technique.28 Instead, they should 

embrace the ‘desired awkwardness’ as well as the ‘primitive craftsmanship’ of 

sixteenth and seventeenth century xylographers such as Holbein and Dürer, or like 

some nineteenth century successors such as Gavarni.29 

For Uzanne, Félix Vallotton’s primitive woodcuts solved properly this situation. 

The Swiss artist printmaker, painter and critic born in 1865 in Lausanne, Switzerland, 

who changed his artist career to oil painting after 1902, made his reputation with his 

stylistically simple and distinct black and white woodcuts produced in Paris in the 

1890s. 30  Vallotton exemplifies this turn toward traditional craftsmanship. 31  The 

brutality of means praised by Uzanne could be seen in the simplicity and humorous 

tone of the two woodcuts Un enterrement en province (Funeral in Province) (Fig. 22), 

and Une foule à Paris (Crowd in Paris) (Fig. 23) ; these are the two works that he would 

mention once again in the preface of Badauderies Parisiennes. 

                                                   
27 “Ce n’est pas par le fignolage du bois qu’ils retrouveront la gloire et le succès des maîtrises 
évanouies, c’est plutôt par la brutalité des moyens, par un retour aux factures primitives …” Uzanne, 
(as note 25), p. 117. 
28 Silverman, (as note 2), p. 54, quoted from Uzanne, (as note 25), pp. 115-117. 
29 Silverman, (as note 2), p. 54, quoted from Uzanne, (as note 25), pp. 115-117. 
30 Belinda Thomson, Félix Vallotton, Oxford Art Online, access in 10 April 2015; Céline Chicha-
Castex, “Vallotton graveur,” in: Nouvelles de l’estampe 233/234, 2011, p. 69; Oxford Art Online; Lise 
Holst, “Felix Vallotton’s Intimites: “Le Cauchemar d’un Erudit,” in: Bulletin/ Allen Memorial Art 
Museum 37, 1979, p. 96. 
31 Silverman, (as note 2), p. 54. 
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Made between 1891 and 1892, a few years before the release of the Badauderies 

Parisienne, both of the works treat the theme of the crowd at the moment when people 

are gathering together. In the first engraving mentioned by Uzanne, Vallotton 

intuitively balanced the scene of the funeral that is taking place in a graveyard with the 

shapes and rhythms of the gravedigger’s hard and individualized work on the left side 

with the massed, bent, dazed postures of the mourners on the right side.32 The poor 

widower and his son are downgraded timid and silent to the background of this play.33 

Two women on the right side, too upset by the situation, cover their face with a white 

fabric in order to wipe their tears.34 

In the second woodcut, Vallotton organizes a diagonal view in order to play out 

the juxtaposition of the crowd, herded by a policeman.35 This trapped throng wants to 

move on to see what happened on the street but the event is not shown in the image. 

Obviously, the focus is on the crowd rather than the event. Vallotton appears 

enthusiastic about enlarging the crowd as the main subject. Both woodcuts are treated 

with the contrasts of pure blocks of black and white and stark contours which Uzanne 

called “ombres chinoises.”36 Actually, Vallotton’s woodcuts with their shadow effects 

of black and white contrasts and stark contours—like the flat effect we can find in the 

works of other painter-printers such as August-Louis Lepère, Henri Guérard or Henri 

Rivière—were under the direct influence of Japanese woodcuts.37  

For Uzanne’s urge to come back to the primitive craftsmanship, Vallotton’s 

primitive style and his predilection for crowds can explain why Uzanne chose Vallotton 

as the main illustrator of the Badauderies Parisienne. As Uzanne explains in the preface: 

                                                   
32 Field, (as note 4), p. 48. 
33 Field, (as note 4), p. 48. 
34 Their attitude refers to the tradition of the medieval pleurant that had already been shown in Gustave 
Courbet’s painting (Fig. 24); Field, (as note 4), p. 49. 
35 Field, (as note 4), p. 51. 
36 Uzanne, (as note 25), p. 119. 
37 Uzanne, (as note 25), p. 119. 
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 “It seems to me that Félix Vallotton has always enjoyed 

depicting the movement of the street and the flâneur life of Paris while 

being vaguely sarcastic about it. It is with this notion of taste 

dominating his artworks that the idea came to me to ask him a series of 

brutalist prints on Parisian Badauderie which is so pleasant to observe 

in unceasing avatars of a bulimic curiosity of unforeseen events.”38  

Two aspects are stressed in this passage: on the one side, the crowd as the main 

topic of the book derives directly from Vallotton’s depiction of Paris streets. On the 

other side, Vallotton’s primitive and brutal style was what Uzanne pursued for 

combating the popular delicacy and preciseness of the style of the time. 

Vallotton and Courboin 

The transitional role Uzanne aimed to achieve in the illustrations of the 

Baudauderis Parisiennes is exemplified by the simultaneous display of two illustrators 

in the book. As Uzanne articulates his concern in the prologue, since Vallotton made 

all the main plates in the book, the chapter’s title and vignette’s design would naturally 

consign to him.39 However, as Uzanne mentioned in the prologue: “This feasible 

technique appeared slightly aggressive to an audience still insufficiently prepared for 

the absolutism of his craftsmanship.”40 He worried that Vallotton’s style could be too 

aggressive and that the public would not be prepared enough to accept it. 

                                                   
38 “Félix Vallotton m’a toujours paru prendre plaisir à exprimer, en l’ironisant vaguement, le 
movement de la rue et de la vie flâneuse de Paris. C’est avec la notion de ce goût dominant son oeuvre 
que l’idée me vint de lui demander une série d’estampes brutalistes sur la Badauderie parisienne si 
plaisante à observer dans les incessants avatars d’une curiosité boulimique d’événements imprévus.” 
from Badauderies Parisiennes, p. V. 
39 Octave Uzanne, “Prologue: Félix Vallotton et l’origine de ce Livre des Rassemlements; La 
bibliophilie et la jeunesse littéraire contemporaine,” in: Badauderies Parisiennes, p. VIII. 
40 “Ce procédé réalisable a paru un peu agressif pour un public encore insuffisamment préparé à 
l’absolutisme de sa facture.” Octave Uzanne,” Prologue: Félix Vallotton et l’origine de ce Livre des 
Rassemblements; La bibliophilie et la jeunesse littéraire contemporaine,” in: Badauderies parisiennes, 
p. VIII. 
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Therefore, he invited François Courboin, a widely published illustrator of books 

and periodicals, including one of Uzanne’s lately publications, Les Modes de Paris 

(1898).41 According to Uzanne’s description, Courboin belonged to a tradition that was 

“delightful, unconstrained, slick.”42 Through juxtaposing Courboin’s and Vallotton’s 

works on the same horizon, Uzanne alleviated potential aversion to the latter: certain 

clients (or readers) who were still constrained by conventions could be offended.43 This 

is the reason why this book is finally credited with two illustrators. These two different 

styles present therefore the two aspects related to a modern and traditional way of 

illustrating. 

In order to present clearly the transitional role of this book, it is necessary firstly 

to compare briefly the images realized by the two illustrators. For the composition of 

Badauderies Parisiennes, each chapter depends on the place where the illustrations are 

displayed. Vallotton’s prints are always independent from the text and occupy a whole 

page, while Courboin’s constitute vignettes that are integrated within the text. 

In the chapter “The Angler” (“Le Pêcheur à la Ligne”), Vallotton displays a 

single-minded man fishing (Fig. 8) in the middle of the image, his activity appealing 

the attention of surrounding onlookers. Vallotton’s composition is fairly simple. It has 

only three main layers: a foreground devoted to the fishing scene, a middle ground 

constituted with the gawkers’ gathering, and a background presenting passersby in the 

street. In the foreground, a young boy is sitting beside the angler on the riverbank. In 

the middle ground, four men and one boy who all have their hands in their pockets are 

looking behind the angler, while few people in the background are promenading. No 

one is chatting. Vallotton uses a primitive way to characterize these figures.  

                                                   
41 Uzanne and Courboin had a continuous collaboration relationship that Courboin produced the 
illustrations for one of Uzanne’s book: Uzanne, Octave ed., Monument esthématique du XIXe siècle : 
les modes de Paris, variations du goût et de l'esthétique de la femme, 1797-1897, Paris 1898. 
Silverman, (as note 2), p.134. 
42 Badauderies Parisiennes, p. V; Silverman, (as note 2), p.134. 
43 Silverman, (as note 2), p.134. 
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First, he applies extensive area of black color which corresponds to the black suits 

of the protagonists, and blurs frequently the boundaries between two figures (Fig. 25). 

One of the most significant example is the “The Funeral” (“L’Enterrement”) (Fig. 18), 

in the foreground of which the silhouettes of the men who are raising their hats in 

homage to the deceased merge into an indistinct single body because of the unitary 

color of their black suits (Fig. 26). This effect applies also in the middle ground with 

the group of men carrying the coffin to be placed on a carriage (Fig. 26). The reader 

could only identify the characters by their gesture or any other part of the body 

represented in white color.  

Secondly, Vallotton uses simple pattern to illustrate the volume of figures or 

objects. He uses stripes or dots to represent the fabric of clothes rather than pleats as 

for example with the trousers of two onlookers in “The Angler” which are formed by 

vertical stripes (Figs. 27). The outlines of the embankment wall on which the angler is 

sitting are reduced to a superimposition of rectangles (Fig. 28). When Vallotton wants 

to represent some facial expression he reduces the faces to simple strokes, as we can 

see on the features of the gawkers, manipulating only some traits to enlighten the 

onlookers’ faces (Fig. 29).  

To sum up, all these two features contribute to the flatness of Vallotton’s style. 

Under his depiction, the flatness of the crowd is enhanced by the usage of succinct and 

plain lines. 

In comparison with Vallotton’s plate, Courboin’s vignettes present a style that 

belongs to another aesthetic sphere which is totally opposite to Vallotton’s style. In his 

version of the “The Angler” (“Le Pêcheur à la Ligne”) (Fig. 30), unlike Vallotton’s 

composition, Courboin depicts the group of people by taking some distance rather than 

introducing the scene up close from the point of view of the river. It reverses Vallotton’s 

point of view and introduces the scene from the street, so that all the protagonists are 
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seen from their back. We can sum up two major differences after comparing Vallotton’s 

and Courboin’s illustrations. First, the latter complies with the principle of linear 

perspective more than Vallotton. Both Vallotton and Courboin use a diagonal 

perspective, but the latter emphasizes more the depth of field, which provides more 

information about the setting, such as the buildings standing on the other side of the 

river bench.  

Second, the technique used by both artists are completely different. Courboin’s 

use of hatchings creates shades on the figures and objects which produces a profound 

and three-dimensional effect. His delicate style contrasts with Vallotton’s plain and 

pithy manner. This can be perfectly observed in another vignette belonging to the same 

chapter, in which we can see an old angler sitting at the terrace of a café, taking a drink 

after fishing (Fig. 31). The old fisherman’s wrinkles are clearly visible on his forehead 

and his upset emotion appears to be visible on the profile of his knitted eyebrows. In 

comparison with Vallotton’s primitive and flat style, Courboin’s design is more three 

dimensional. 

Through these comparisons, the two contrastive styles can be seen as the 

expression of two moments of the art of engraving, one traditional, the other one 

definitely modern. The conjoint presence of both styles epitomizes the transitional 

dimension taken by the illustration in Badauderies Parisiennes. Thus, the following 

analysis is to feature these two styles and show how they could symbolize respectively 

tradition and modernity. 

Courboin’s delicate and three dimensional style, which can be considered as 

“worthy but unexciting” if we follow Ulrich Finke’s opinion, obeys to the conventions 

that were at stake in the illustrated books around 1880.44 In order to understand this 

worthy but not unexciting trend, it is necessary to analyze some of the books Uzanne 
                                                   
44 Finke ed., (as note 6), p. 381. Finke claims that the illustrated books of 1880s, though with various 
modifications, retained the favor of collectors for many years, are worthy but unexciting. 
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published around that time, in order to visualize it. This can be done with La française 

du siècle: modes, mœurs, usages (1886), illustrated by Albert Lynch (Fig. 32); Le 

miroir du monde: notes et sensations de la vie pittoresque (1888), illustrated by Avril 

Paul (Fig. 33); and Bouquinistes et Bouquinistes: Physiologie des quais de Paris, du 

Pont-Royal au Pont Sully (1893), illustrated by Émile Masse (Fig. 34).These three 

books of which the illustrations are realized by different illustrators have two common 

points with Courboin’s: the use of hatching technique and the three dimensional effect. 

First, these three illustrators use the same hatching technique. This can be seen in 

the way the draperies are represented. When comparing Courboin’s “The Barrack’s 

Entrance” (“À la porte des casernes”) with other three illustrations (Figs. 35, 36, 37 and 

38), all draperies are made with hatchings in order to create shadows and present a three 

dimensional effect. This appears not only on the woman’s dress but also on the man’s 

suit. Besides, all these four illustrators present shadows cast around the personage’s 

feet and the object’s margin to emphasize the volume and achieve a three dimensional 

effect. 

Secondly, such a pursuit for a three dimensional effect is a common goal for 

traditional illustrated books. All these four illustrators, including Courboin, have made 

the attempt to precise the details in order to pursue a three dimensional effect, for 

instance, the personage’s hair is clearly illustrated out (Fig. 39). Furthermore, they 

compose their scenes with a clear linear perspective, as for example in one vignette of 

Le miroir du monde (Fig. 40) illustrated by Paul Avril. The composition of the port is 

shaped diagonally complying with the linear perspective. According to the rule of 

perspective, the ship closer to the reader is bigger, conversely, the ship in the distance 

is smaller. Courboin also follows this three dimensional trend by displaying a clear 

diagonal line, for example, in one of his vignettes accompanying the chapter “The 

Angler” (Fig. 41). By showing the size of the ships proportionally to its distance from 
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the spectator, it is clear that Courboin attempted to pursue a realistic effect through the 

usage of the linear perspective. 

Nevertheless, when we compare Vallotton’s and Courboin’s prints presented in 

the same chapter, it will not be difficult to notice the contrast between the two 

illustrators in terms of the usage of perspective technique. While Courboin adopts a 

perspective line to achieve a certain three dimensional effect, Vallotton barely uses any 

perspective-related technique in “The Angler” (Fig. 8). Vallotton builds the perspective 

only by depicting gawkers in the foreground bigger than the promenading people in the 

background. Besides, he does not use a clear diagonal line to illustrate the depth of field, 

instead, he simply juxtaposes the passersby in the background to imply the depth of the 

street. The absence of perspective achieves a flat effect. Thus, when looking at these 

two illustrators together as Uzanne’s addresses the reader, Courboin’s pursuit of the the 

third dimension appears at odds with Vallotton’s flat style which is close to a modern 

style at that time. Vallotton was at that time closely associated with the avant-garde 

group of Les Nabis.45 Like his colleagues, he was influenced by the Symbolist art of 

Paul Gauguin and his expressive use of flat areas of color and rhythmic patterns. 

On the first cover of La Revue Blanche published in 1894 (Fig. 42), Bonnard 

features an elegantly cloaked woman holding a copy of La Revue Blanche and an 

impish boy gesturing towards it with his thumb, both with reddish faces. In the 

background, a silhouette of a man’s back lurks in the numerous white ads of La Revue 

Blanche. The stark contrast between white and black creates a flattened space, a feature 

we can find in Vallotton’s Japonist woodblock prints. His flat style is involved in a 

trend of Japanese woodcut.46 This tendency was already widespread by the late 1880s 

in France, for a major exhibition of Japanese woodcuts was held at the École des Beaux-

Arts in 1890 and it might have well inspired French artists to experiment with the 

                                                   
45 Silverman, (as note 2), p. 54. 
46 Lise Holst, Felix Vallotton’s Intimites: “Le Cauchemar d’un Erudit,” Thesis, Oberlin College, 1975, 
p. 10. 
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technique.47 The specialty of Japanese woodcuts is urging to create a two-dimensional 

effect composed of flat areas of solid color and pattern.48 While employing black lines 

to define the outline of object and divide the areas of color, there is no need to model 

them with conventional hatching or close-set parallel lines, as Courboin applies in his 

vignettes.49 

To sum up, Uzanne’s strategy to have two illustrators had a dual meaning. On the 

one hand, by promoting Vallotton, he was supporting the entire young generation of 

“aesthetic anarchists” who were associated with the La Revue Blanche. In this way, he 

was legitimizing these artists and writers in front of potential patrons.50 On the other 

hand, the patrons and the subscribers of the Bibliophiles Indépendants, who were 

accustomed to a more traditional artistic manner such as Courboin’s could nevertheless 

cultivate their taste when seeing Vallotton’s prints, thanks to the confrontation staged 

by Uzanne.51 

1.2. A Controversial Technique 

The technique of prints in Badauderies Parisiennes is also an element to justify 

the book’s transitional role in terms of its method of production. It is in this respect not 

clear whether the prints Vallotton made in Badauderies Parisiennes are woodcuts. It is 

an issue that is still under discussion among scholars. 

In the preface, Uzanne writes extensively to express his opinion about 

contemporary printmaking techniques. In the beginning of the prologue, he intends to 

explain his priority by judging the respective merit of xylography, zincography and 

heliography. Although zincography’s subtle effect could satisfy the need of 

typographical print, Uzanne regrets that it loses the primitive and ordinary effect proper 

                                                   
47 Holst, (as note 46), p. 10. 
48 Holst, (as note 46), p. 10. 
49 Holst, (as note 46), p. 10. 
50 Silverman, (as note 2), p. 134. 
51 Silverman, (as note 2), p. 134. 
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to the carving of wood in xylography.52 Therefore, Uzanne sees in Vallotton woodcuts 

a “xylographic Renaissance” which he admires. He describes how Vallotton achieves 

his effects in something he qualifies as interesting, adorable and vivid.53 Uzanne claims 

that: 

“M. Félix Vallotton […] valiantly tried his hand at 

conveying his inspirations on wood, and, using knife and 

penknife instead of burin, he engraved on blocks of maple or 

soft pear-tree various scenes of contemporary life, with the 

cunning candor of a sixteenth-century xylographer.”54 

According to the privileged place given by Uzanne to xylography as well as his 

praise of Vallotton’s method in this medium, it has been supposed that the prints of 

Badauderies Parisiennes were woodcuts.55 However, almost all scholars who made 

researches on Badauderies Parisiennes convene to consider that although Vallotton’s 

prints look like woodcuts in this book, as they adopt various features which can be 

compared with the style the artist uses in this medium, they are probably not woodcuts 

at all but images produced photomechanically from the artist’s drawings. 56  This 

assumption almost contradicts Uzanne’s statement in the preface. 

                                                   
52 According to Field’s argument, Uzanne’s usage of the term “zincograph” in the preface is wrong, for 
“zincograph” is a planographic process that substitutes zinc for limestone. Field considers that what 
Uzanne referred to is the Gillotype process, which uses zinc for a relief printing surface. Field, (as note 
4), p.67, n. 26; Badauderies Parisiennes, pp. II-III. 
53 Badauderies Parisiennes, p. IV. 
54 Translation from Field, (as note 4), p. 67, n. 26. “ M. Félix Vallotton […] s’est essayé bravement à 
porter sur bois ses inspirations, et, s’aidant du couteau et du canif plutôt que du burin, il a gravé sur des 
blocs d’érable ou de tendre poirier des scènes diverses de la vie contemporaine avec la candeur 
roublarde d’un xylographe du XVIe siècle.” ; Badauderies Parisiennes, p. IV. 
55 Xylography is a now semi-obsolete term which describes any type of printing from a wooden block, 
including both woodcut and wood-engraving. Oxford Art Online: http://0-
www.oxfordartonline.com.opac.lib.ntnu.edu.tw/subscriber/article/opr/t4/e1806?q=xylography&search=
quick&pos=2&_start=1#firsthit (accessed on 9 May 2016). 
56 Field, (as note 4), p.67, n. 26.; Phillip Dennis, “Prints Abound: Paris in the 1890s,” in: Prints 
Abound: Paris in the 1890s From the Collections of Virgins and Ira Jackson and the National Gallery 
of Art, London 2000, p. 46, n. 44; Silverman, (as note 23), p. 274, n.85 ; Alsdorf, (as note 17), p. 227, 
n. 68. 
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The first one who proposed this hypothesis is Richard S. Field after comparing 

the three surviving preparatory drawings.57 After Field, all the scholars followed his 

hypothesis. It must be mentioned first that the artist’s own account in books and 

journals related to Badauderies Parisiennes mentioned only drawings, never 

woodcuts.58 Secondly, Julius Meier-Graefe, Vallotton’s first biographer and expert on 

prints, clearly stated in 1898 that these plates were not gravures (as Uzanne had called 

them in the preface and advertised them on the book jacket), but reproductions after 

drawings: 30 Reproductionen—nicht Gravüres, wie die Titel sagt! —nach Zeichnungen 

von Vallotton ( 30 Reproductions—not Gravures, as the title says! —according to 

Vallotton’s drawings).59 Third, there is internal evidence, as Field points out, that “in 

the textured passages where the black lines clearly were not executed by the removal 

of the white shapes, as they would be in a woodcut.”60 

Field agrees that the illustrations as published are relief prints (gravures), but he 

also believes that these relief prints were printed from zinc linecuts, that is, 

photomechanically made relief surfaces called Gillotype, rather than from 

woodblocks.61 Nevertheless, he still left this issue open. For him, it is an impossible 

task to decide whether Vallotton’s illustrations are in fact woodcuts or Uzanne is in 

some way legitimizing the Gillotype process and his reproductions of Vallotton’s 

drawings. Though all the following scholars agree with this assumption, this issue still 

remains mysterious. 

Comparing the Vallotton’s Original Drawings and Prints 

                                                   
57 The new material has been found recently. Vallotton’s thirty original drawings in Badauderies 
Parisiennes finally entered the Cantonal Museum of Fine Arts in Lausanne, when the museum bought 
it from a private collector who wished the original drawings to join the artist’s birthplace in 2012. 
58 Field, (as note 4), p.67, n. 26. 
59 According to Vallotton’s images, these 30 reproductions are not woodcuts as the title says. Field, (as 
note 4), p.67, n. 26. 
60 Field, (as note 4), p.67, n. 26. 
61 Field, (as note 4), p.67, n. 26. 
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Comparing Vallotton’s original drawings and his prints in Badauderies 

Parisiennes offers a perspective to examine this assumption. This can be done if we 

confront the original drawing and the printed image of “The Modern Billposting” 

(“L’Affichage Moderne”) (Fig. 43) (Fig. 7). 

If we focus on the suit of the gentleman who is on the left hand side of the image 

(Fig. 44), two clues could prove that it is the technique of printing rather than that of 

woodcut that has created observed nuances. First, if the printed image was a woodcut, 

the printer would have carved the image into a block of wood. Any white areas in the 

reproduction would have been cut away along the grain of the wood. The remaining 

parts would have been covered with ink and appear in black in the reproduction. 

However, the black line of the checked suit cannot be understood as resulting from the 

curving away of the white part. Furthermore, in the original drawing, the pattern’s 

textured line which overpasses the collar of the man suit reappears in the reproduction 

(Fig. 44). It seems a negligence in the draft. Normally, Vallotton should have paid 

attention and repaired this oversight from the draft when using his knife in the process 

of the carving of the wood. However, the fact is that this carelessness still remains in 

the final printed version. Thus, the technique that was used in the printing process was 

probably mechanical and couldn’t be controlled totally. At least it couldn’t erase the 

failures and mistakes already present in the original drawing. 

Secondly, after comparing the original drawing and the printed image, it is clear 

that the black line of the checkered suit in the printed version is as accurate and precise 

as the original drawing. This accuracy effect is doubtlessly achieved by the Gillotype 

printing technique which is a purely photomechanical process invented by M. Gillot in 

1850 and refined by his son Charles Gillot in 1870.62 

                                                   
62 Lucien Wolf, Exhibition and Market of Machinery, Implements and Material Used by Printers, 
Stationers, Papermakers, and Kindred Trades, New York 2013, original edition is published in 1880, p. 
96. 
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Before the last quarter of the nineteenth century, wood-engraving had been the 

dominant method for illustrating newspapers and books for a long time.63  These 

reproductions were described as an “equally exact but artistic rendering” of a work of 

art.64 However, they were increasingly being criticized for this “artistic” quality.65 

Photographically produced images, described as “absolutely exact mechanical 

rendering,” of works were becoming favored.66 Thus, during the period of 1865 to 

1900, the growing tendency of demands for high quality photographic images that were 

accurate, permanent and inexpensive spurred the expansion of photomechanical 

processes.67 

Uzanne used a modern photomechanical technique that was popular at that time 

even though he clearly showed his admiration and wanted to recall the traditional 

technique, the xylography, that he admired in Vallotton’s previous works. Uzanne did 

not follow his own statement in the preface. 

The scholar Willa Silverman provided an explanation to Uzanne’s statement. 

According to her, Uzanne’s intention was that the prints of Badauderies Parisiennes 

look like woodcuts. As Silverman asserts: “If this is indeed the case, it is possible that 

Uzanne may have passed off photomechanical images as woodcuts to better woo a 

clientele that by 1896 was enthralled by the work of artisans associated with English 

Arts and Crafts movement and susceptible to the cachet of their techniques.”68 

Even though Uzanne clearly indicated his intention to pursue a traditional 

technique, what he put into practice in the process of printing the images offered by 

                                                   
63 Wood-engraving is one of technique of xylography. Another one is woodcut. Rachel A. Mustalish, 
“The Development of Photomechanical Printing Progresses in the Late 19th Century,” in: Topics in 
Photographic Preservation 7, p. 73. 
64 Mustalish, (as note 63), p. 73, quoted from the Review of W. J. Linton, “Some Practical Hints on 
Wood Engraving, for the Instruction of Review and the Public,” in: Journal of American Art 1, p.124. 
65 Mustalish, (as note 63), p. 73. 
66 Mustalish, (as note 63), p. 73, quoted from the Review of W. J. Linton, “Some Practical Hints on 
Wood Engraving, for the Instruction of Review and the Public,” in: Journal of American Art 1, p.124 
67 Mustalish, (as note 63), p. 73. 
68 Silverman, (as note 23), p. 274. 
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Vallotton did not conform to the stated intention. Examined from a retrospective 

perspective, Uzanne had in fact produced these prints in the photomechanical method 

instead of the traditional one. The controversial technique of Badauderies Parisiennes 

demonstrate its transitional role since on the one hand, Uzanne had the intention of 

recalling a traditional technique, while on the other hand, he embraced a modern 

innovative technique of reproduction. Seen in this light, the transitional role of the 

printmaking technique at work in Badauderies Parisiennes seems to have been 

reaffirmed. 
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Chapter Two 

The Crowd as a Transitional Motif 

 “Their badauderie continues to feed not by the 

spectacle but by itself; insatiable, it revels in itself, 

yawning for yawning.” Pierre Veber, in Badauderies 

Parisiennes69 

In the last three decades of the nineteenth century, Paris witnessed a tremendous 

population growth along with increasing anxiety surrounding urbanization.70 Under 

this context, this unprecedented popular uprisings characterizing the political upheavals 

of nineteenth century threatened the bourgeois democratic order of the day.71 Seen in 

this light, a number of writers turned their attentions to the crowd treated as a subject. 

For instance, in literature, Zola had interest on the relationship between the mass 

production and the crowd, such as the scene of crowds of shoppers surging into the 

store in the novel Au Bonheur des Dames (1883).72 From the 1870s through the 1890s, 

historian, philosopher, and critic Hippolyte Taine published his revisionist history of 

French Revolution, Les Origines de la France Contemporaine (1875-1893).73 In his 

research, Taine attributed to the mob far greater responsibility for the Revolution by 

analyzing the crowd’s behavior in order to explain the destabilizing actions of the 

growing urban mass.74 Then the increasingly annoying crowd behavior became an 

issue and also the impulse for psychological theories. For instance, anticipating Freud’s 

                                                   
69 “Leur badauderie continue de s’alimenter non du spectacle mais d’elle-même; insatiable, se repaît 
d’elle-même, bâille pour bâille. ” Badauderies Parisiennes, p. 39 
70 The population of Paris doubled between the mid-1870s and 1905 according to Louis Chevalier, La 
formation de la population parisienne au XIXe siècle, Paris 1950, quoted from Alsdorf, (as note 17), p. 
218. 
71 Evonne Levy, Propaganda and the Jesuit Baroque, Canada 2004, p. 53. 
72 Zola depicted the crowd by repeatedly drawing individuals out of the multitude, effectively 
disturbing the repetition of figures and faces that constitutes the crowd itself. Nicholas Rennie, 
“Benjamin and Zola: Narrative, the Individual, and the Crowds in an Age of Mass Production,” Émile 
Zola, Harold Bloom ed., Broomall 2004, pp. 172 and 177. 
73 Levy, (as note 71), p. 53. 
74 Levy, (as note 71), p. 54. 
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psychology of the unconscious, several treatises on the crowd by Gabriel Tarde, Scipio 

Sighele and Gustave Le Bon appeared during the early and mid-1890s.75 

Among these psychological theories, the most known and influential one has to 

be credited to Gustave Le Bon.76 His well-known book La Psychologie des Foules 

(The Crowd: A Study of the Popular Mind) published in 1895 is still regarded as a 

classic by sociologists today.77 In this study, Le Bon develops a pessimistic point of 

view, considering that individuals lose their identity when they are within the crowd.78 

He enumerates several “special characters of the crowd” that associate it to inferior 

beings: “the impulsiveness, the irritability, the incapacity to reason, the absence of 

judgment and critical approach, the exaggeration of the sentiments... which are almost 

observed in beings belonging to inferior forms of evolution, for instance, women, 

savages, and children.”79 

Expanding upon the above context, this chapter analyzes the protagonist of 

Badauderies Parisiennes—namely the crowd. Its delineation in Uzanne’s publication 

is not only an extended reflection in relation to the emerging culture of mass production 

but also a parallel to the growing interest in the fields of sociology and psychology. 

Seen from such a thematic perspective, the crowd serves to stand a transitional role in 

the representation of the urban scenes that took place in the late nineteenth century Paris. 

                                                   
75 This street psychology tendency appeared in the mid-1890s when Gabriel Tarde, Scipio Sighele, and 
Gustave le Bon published several famous treatises on the crowd. Gabriel Tarde, “Les Crimes des 
foules,” in: Archives de l’anthropologie criminelle 7, 1892, pp. 353-386; Scipio Sighele, La Foule 
criminelle, essai de psychologie collective, Paris 1892; Gustave Le Bon, La Psychologie des foules, 
Paris 1895, trans. as The Crowd: A Study of the Popular Mind, New York 2002; quoted from Field, (as 
note 4), pp. 43-91, p. 69. 
76 Alsdorf, (as note 17), p. 226. 
77 Field, (as note 4), p. 69. 
78 Field, (as note 4), p. 69. 
79 “Parmi les caractères spéciaux des foules, il en est plusieurs, tels que l’impulsivité, l’irritabilité, 
l’incapacité de raisonner, l’absence de jugement et d’esprit critique, l’exagération des sentiments…que 
l’on observe également chez les êtres appartenant à des formes inférieurs d’évolution, tels que la 
femme, le sauvage et l’enfant.” Le Bon, La Psychologie des foules, p. 24, English translation quoted 
from Le Bon, The crowd: a study of the popular mind, 1995; Alsdorf, (as note 17), p. 218. 
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In this context, this chapter not only analyzes how Vallotton used to visualize the 

badaud, one entity constitutive of the crowd, but also discusses the representation of 

the badaud in the context of Fait divers—a column newspaper depicting the badaud 

around the end of the nineteenth century in France. In order to reach this goal, I begin 

with analyzing the book jacket of Badauderies Parisiennes and take it as the point of 

departure for reading the whole book.  

2.1. The Book Jacket 

Vallotton’s print for the book jacket and cover of Badauderies Parisiennes (Fig. 

1) presents a commonplace daily life street scene, the background of which is 

constituted of the intersection of a bridge reaching the other side of la Seine and a street 

running along with the river—one of the best places to encounter an acquaintance or 

appreciate the Seine scenery while waiting for the arrival of a friend. As a bustling place, 

the intersection is crowded with various kinds of people absorbed in miscellaneous 

activities: a laborer pulling an advertising board on a cart, an absent-minded person 

standing still in front of a pillar, people going to work—in brief different types of 

badauds.  

This street scene reveals the following contents of the book—the activity of the 

crowd which can be described counterclockwise, beginning with the man in black suit 

in the middle of the flagstones pulling a cart on which an advertisement in two parts is 

displayed. Composed of a slender sign put on the top of a triangular board, the 

advertisement presents at its top the book’s title in capital letters: BADAUDERIES 

PARISIENNES while below we find in grand bold letters the second part of the title, 

namely Les Rassemblements. Just below this inscription we can find an index finger 

pointing to the subtitle physiologies de la rue. This advertisement can be translated as 

follows: “Episodes of Parisian Gawking: Gatherings, Physiologies of the Street” 

(Badauderies Parisiennes—Les Rassemblements, physiologies de la rue). The 

existence of such an advertising cart that carries the illustrated book’s title delivers two 
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layers of meaning. First, as a part of the street scene that the cover seeks to portray, the 

cart’s function for promoting products is well emphasized as a spectacle whose 

relevance is to draw the attention of the crowd. However, when it comes to the content 

the cart is advertising, the appearance of the illustrated book’s title calls for further 

consideration since it is promoting a book that is unavailable to the crowd depicted in 

the book. Such an addition of the book’s title onto the advertising board does not have 

the ambition to create an intellectual paradox but to stage a dialogue between the 

character in the image and the reader reading the image. Apart from its advertising 

functionality, the advertisement also projects a sort of possibility in which a dialogue 

could take place between the depicted crowd shown on the cover and the future public 

in contact with the cover. The interplay of these two layers of meaning created by the 

existence of the advertising board could be further analyzed as follows. On the cover, 

a working-class man with his mouth wide open turns away his gaze from the Seine to 

look back at the advertising board that has caught his attention (Fig. 45).80 Meanwhile, 

another working-class man (Fig. 46) who keeps his hands on his back with a 

conscientious face is carefully reading the information at the reverse side of the 

advertising board. Since the two sides of the board contain the same advertisement 

promoting the Badauderies Parisiennes, the information received by the two male 

characters is in accordance with what the readers of the book could possibly receive. 

The two men are surrogates for our viewing position.81 They are like a mirror that 

reflects the reader’s reaction when seeing the advertising board. 

Secondly, if we move on to the colonne Morris at the crossroad of the bridge and 

the street in the background, we will notice an absent-minded moustache man (Fig. 47) 

in white costume standing still.82 Here is another occasion for promoting the authors 

of Baudauderies Parisiennes. There are three discernable posters on the pillar behind 

                                                   
80 Alsdorf, (as note 17), p. 220. 
81 Alsdorf, (as note 17), p. 220. 
82 It was invented by German printer Ernst Litfaß in 1854 and were named Morris after Gabriel 
Morris, also a printer, who held the concession for advertising it in France in 1868. Danielle Chadych, 
Dominique Leborgne, Histoire de Paris pour les nuls, Paris 2013, p. 127. 
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the man related to the advertising of cabarets, toys, and the magazine la Revue 

Blanche.83 One among them writes: “LISEZ la revue blanche” (READ the white 

review). The advertisement which encourages clients to read la Revue Blanche 

promotes at the same time the publication in which the fifteen writers of the 

Baudauderies Parisiennes used to write.  

Thirdly, since Vallotton’s book jacket of Paris street scene reveals that the main 

protagonist of the book is the crowd, this entity is naturally not limited to the 

composition itself. As we can understand through the presence of a little young boy 

yelling at somebody outside the frame behind the officer standing just at the intersection 

(Fig. 48), Vallotton makes us understand that there is a vast crowd “out of frame.”84 

This invisible crowd corresponds to the community of readers and spectators who are 

holding the book. This is made clear not only because the advertising sign of the book 

is clearly meant for the reader’s eyes but also because one of the members of the busy 

street scene stares back, as if aware of the reader’s gaze.85 This member is the finely 

dressed young woman (Fig. 48) with the floral hat looking directly at the reader with a 

pleasant smile.86 

Finally, the foreground people who compose all sorts of individuals represent the 

mixed crowd of professionals. The young man with a flat cap (Fig. 49) who carries a 

ladder and seems to be about to repair something in the middle of the street is for 

instance a tradesman; the other individuals wearing bowler hats such as the old bearded 

man with a refined costume at the center of the foreground (Fig. 50), the other old man 

with a goatee with his left hand in his pocket (Fig. 51), and the two men seen in profile 

who are apparently discussing in the back of the composition (Fig. 52), are probably 

white collars. Vallotton does not limit his list of trades to blue and white collars going 

                                                   
83 “Read the White Review” (Lisez la Revue Blanche) is the poster’s slogan. 
84 Alsdorf, (as note 17), p. 219. 
85 Alsdorf, (as note 17), p. 219. 
86 Alsdorf, (as note 17), p. 219. 
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to work, he also depicts other professions such as a postman taking letters (Fig. 53), an 

officer (Fig. 54) seen from his upper back on the second ground walking with a 

fashionable lady and an artist who holds a large portfolio of prints or sketches under his 

arm (Fig. 55), possibly on his way to his atelier. Alsdorf considers this character as a 

self-portrait of the artist—Félix Vallotton who “conveys a canny self-awareness of how 

his prints and drawings contributed to contemporary views of Parisian Life.” 87 

However, according to another woodcut on which Vallotton had represented himself in 

1892 (Fig. 4), four years before the publication of Badauderies Parisiennes, with his 

face in the same position as in the book jacket, the presence of a moustache and a beard 

makes us believe that he represented a younger painter than himself.88 Moreover, the 

artist’s profile alters wildly from the original sketch (Fig. 56) to the final printed book 

jacket. The embryo figure’s hair (Fig. 57) is longer than the one which figures in the 

final printed book jacket. In any case, Vallotton’s book jacket teems with citizens of 

different age, class, gender and trade crossing the streets of Paris and shows the 

diversity of the badauds. 

In order to have a better understanding of the book jacket, it is necessary to focus 

on the manner the artist introduces the book’s content in two different zones. The first 

one is the doubled-sided advertising board carried on a cart (Fig. 58). On one side of 

the board, we can see besides the title the presence of the names of the book’s initiator 

and those of the fifteen writers. We can also learn on the lateral side that the graphic 

artist François Courboin made more than hundred drawings within the text. Moving on 

to the second zone, which is similar to an ad in the form of an open newspaper 

protruding in to the lower-right corner (Fig.59), information about the publisher, Henri 

Floury, the publishing house, Bibliophiles Indépendants, and the publishing date – 1896 

                                                   
87 Alsdorf, (as note 17), p. 219. 
88 Vallotton made a lot of woodcut portraits of famous people from different fields in that era, such as 
Balzac, Rimbaud, Poe, Aubrey Beardsley, etc. 
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– is provided on one page, while on the other we are informed that Vallotton made 

thirty woodcuts illustrations that are separated from the text. 

This way of hiding information in the image appears in fact also in the book in 

one of Courboin’s vignette, namely “The Omnibus Bureau” (“Le Bureau d’omnibus”) 

(Fig. 60). In Courboin’s illustration, three women and one man are sitting on a bench 

probably waiting their bus in the foreground. One of the ladies is reading a newspaper, 

in which we only can recognize two reverse words, Le Petit Journal, the avatar of the 

mass press in France, founded in 1863.89 This manner of playing with the information 

in the image for commercial purposes has been widely used in the journal at the end of 

the nineteenth century and the beginning of the twentieth century in France. This is 

evident for example in the issue of January 3, 1899 from the Supplément illustré du 

petit journal (Fig. 61). In the image, the crowd is standing on the ground, raising their 

heads and looking at the flying airship in the air with the name of the journal printed 

tremendously on it. This situation which shows a commercial vehicle propelled in the 

air is similar to the one Vallotton uses on the ground to advertise his own publication. 

2.2. Vallotton’s Crowd 

In her article, “Tradition et modernité: Les Rassemblement, un livre de transition,” 

Luce Abélès compares the prints in Badauderies Parisiennes with Vallotton’s previous 

woodcuts that were published in the press before the artist contributed to Badauderies 

Parisiennes. Abélès demonstrates that Vallotton adapted a lot of themes that had been 

already shown in the press to which he had collaborated previously. However, Abélès 

does not analyze the feature of the crowd and the way Vallotton visualizes it. The 

ambition in the following paragraphs is to investigate this aspect further, by relying on 

some of Abélès’s analyses, and focus on the strategies used by Vallotton to shape the 

                                                   
89 Gregory Shaya, “The Flaneur, the Badaud, and the Making of a Mass Public in France, circa 1860-
1910,” in: The American Historical Review 109, 2004, p. 54. 
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crowd in Badauderies Parisiennes. Before going further in this direction, it is necessary 

to introduce briefly Vallotton’s precedent published prints. 

Before publishing Badauderies Parisiennes, Vallotton had produced many 

adaptions of the Paris street scene, as for instance in 1894, the notable series of seven 

zincographs entitled Paris Intense (Fig. 62).90 The same year, Vallotton began to work 

for the illustrated hebdomadal Le Courrier Français, a humoristic publication that was 

offering information about Paris entertainments—balls, cabarets, café-concerts, operas, 

exhibitions—leaving a large place for satiric illustration entrusted to the most famous 

artists of the era.91 However, this collaboration which led to the production of twelve 

prints, lasted only three months.92 Later, just one year before publishing Badauderies 

Parisiennes, and after having left Le Courrier Français he participated from 1894 to 

1895 in another hebdomadal satiric revue called Le Rire (Fig. 63).93 The prints that 

were published in succession in these different journals were all depicting Parisian 

crowds. The similarities we can find in these different publications offer a great 

platform for a comprehensive comparison in order to figure out which were Vallotton’s 

intentions and how the motif of the crowd evolved during that time. 

In Paris Intense Vallotton created one frontispiece and six zincographs.94 The 

frontispiece (Fig. 62) presents a row of people standing so immovably on the paved 

background that it seems to have posed in front of a camera.95 If we compare this image 

                                                   
90 L. Joly ed., Paris Intense, Paris 1894; After Catalogue raisonné de l’œuvre gravé et lithographié de 
Félix Vallotton by Maxime Vallotton and Charles Goerg(Genève 1972), this series was published in a 
limited printing quantity around hundreds. Abélès, (as note 12), p.316, n.15 
91 Le Courrier Français (1884-1913) collaborates with many famous artist such as Jean-Louis Forain 
and Jules Chéret, Louis Legrand, Ferdinand Lunel, Uzès Jacques Lemot, Théophile Steinlen and Henri 
de Toulouse-Lautrec…etc.. It is difficult to know its circulation at that time, but according to its fairly 
low price (20 centimes for one number of 12 pages), it must have achieved a large diffusion. 
Abélès, (as note 12), p.316; p.316, n.16. 
92 Abélès, (as note 12), p.316. 
93 Vallotton’s participation in the illustrated press does not stop here. He continued to collaborate with 
Le Rire (1894-1898), Le Cri de Paris (1897-1902), L’Assiette au beurre (1902), le Canard sauvage 
(1903). Abélès, (as note 12), p.316; p.316, n.16. 
94 I, “Paris intense” ; II, “L'Accident” ; III, “L'Averse” ; IV, “Le Monôme” ; V, “Au Violon” ; VI, 
“Deuxième bureau” ; VII, “Les Chanteurs.” 
95 Abélès, (as note 12), p.316.  
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with Vallotton’s design for the book jacket of the Badauderies Parisiennes (Fig. 1), we 

can notice significant differences. The frontal arrangement of the crowd in the initial 

composition has been replaced in the latest composition by a bird’s eye view. Rather 

than presenting the crowd as a unified and still entity, the jacket of the Badauderies 

Parisiennes is privileged to show it as something scattered and in movement. The 

individuals are in this respect walking to different directions. This modification reveals 

two key features of Vallotton’s crowd: multiplicity and transience. 

The crowd on the book jacket of the Badauderies Parisiennes is composed of a 

multiplicity of individuals and provides a field to interplay. It is totally different from 

the uniformity embodied by the row of individuals who have just gathered 

coincidentally without interacting with each other as we find it on the frontispiece of 

Paris Intense. The transient aspect of the Badauderies Parisiennes is expressed through 

the movement of the individuals who are all about to leave or join a place. The throng 

of walkers is fluid and contrasts with the stagnant crowd of Paris Intense. Thus, the 

following analysis aims to demonstrate that these two key features, multiplicity and 

transience, are Vallotton’s canons to visualize the crowd. 

In order to have a better understanding of the changes that took place in Valotton’s 

representations of the crowd, it is necessary to extend the comparison to the content of 

both Paris Intense and Badauderies Parisiennes. The juxtaposition of the illustrations 

we find in both series shows that five prints among six from Paris intense share many 

similarities with those in Badauderies Parisiennes. 

For instance, “The Accident" (“L'Accident”) (Fig. 64), which is the theme of one 

of the Paris Intense’s zincographs, is represented several times in Badauderies 

Parisiennes, as for instance in “The Angry Horse” (“Le Cheval emporté”) (Fig. 65). 

The furious and frightened two horses have the same elevated position as in the carriage 

accident of Paris Intense. Vallotton displays “The Angry Horse” in the same kind of 
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composition as in “The Accident.” The horse is tramping on a person who is probably 

dead and the gawkers witnessing the event are “gathering” in such a way that they are 

gradually forming a circle. This process of “gathering” is an important element in 

Vallotton’s street scenes. It not only reflects literally the Badauderies Parisiennes’ 

subtitle: Les Rassemblements (The Gatherings) but also corresponds to the transient 

nature of the crowd. Furthermore, the process of gathering is a trigger to bring 

onlookers to form the crowd and expand it. The crowd is in this respect naturally 

composed of a multiplicity of individuals. As mentioned previously, from the 

frontispiece of Paris intense to the book jacket of Badauderies Parisiennes, the crowd 

has changed from a static and homogeneous entity into something transient and diverse. 

Another comparison between “The Singers” (“Les Chanteurs”) from Paris intense 

(Fig. 66) and “Courtyards Singers” (“Chanteurs des Cours”) in Badauderies 

Parisiennes (Fig. 67) shows that beyond the representation of the same topic involving 

street singers, the main protagonists are not the music performers but the crowd. 

Though the composition in each print is reversed—in “The Singers,” the audience’s 

access to the spectacle is taking place horizontally and from right to left; yet, in “Singers 

of Courtyard,” the sight line is reversed to the vertical so that the display of spectators 

unfolds from the bottom to the top of the image: they see the show in the courtyard 

from the door. However, in both prints the content is rather the same, since the 

spectators are the main protagonists of the story. In both images, Vallotton displays the 

crowd at the center and emphasizes the facial expressions animating the gawkers.  

The principle of gathering is also expressed through the presence of individuals 

joining the crowd. In “The Singers,” two women are running to see the spectacle and 

in “Singers of Courtyard” (Fig. 68), a man is shown at the moment when he has just 

joined the back row of the crowd (Fig. 69). The dual quality of this process of gathering 

implies in both examples the instantaneous change that affects the crowd and on the 

other hand, indicates the potential increasing number of onlookers. 
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Besides “The Accident” and “The Singers,” Paris Intense contains three other 

prints in which the process of gathering is re-exploited in Badauderies Parisiennes. In 

“To Detention” (“Au Violon”) (Fig. 70), one man trying to escape from his arrest finds 

its equivalent in “Insulting the Police Forces” (“Outrage aux Agents”) (Fig. 71); “The 

Student Parade” (“Le Monôme”) in which (Fig. 72) young students are parading in the 

middle of the street becomes “The Demonstrators” (“Les Manifestants”) in 

Badauderies Parisiennes (Fig.73); in “The Rainstorm” (“L'Averse”) (Fig. 74), the 

pedestrians protecting themselves from the rain with an umbrella become spectators 

witnessing the parade of the president in “The President” (“Le Président”) (Fig.75).96  

Vallotton not only adapts in Badauderies Parisiennes motifs present in Paris 

Intense but also borrows elements from the revues he collaborated in. The most evident 

example is “The Hercules of the Crossroad” (“L'Hercule de Carrefour”) (Fig. 6) which 

is based on the two previous versions he made in Le Courrier Français and Le Rire. 

The scene showing the performance of a strong man attracting the attention of the 

crowd in the street was such a popular theme at that time that Vallotton treated it three 

times, twice in revues and one in a book project.97 The theme appears for the first time 

in Le Courrier Français (25 February 1894) under the title “The Herculeses” (“Les 

Hercules”) (Fig. 76). Vallotton presents the strong man at the end of his weightlifting 

process facing the crowd with his arms hold high, while his assistant is trying to perk 

up the crowd and enhance the ambiance by opening his arms to greet the spectators. 

The next year, Vallotton reinterprets in the 9 November 1895 issue of Le Rire the role 

of the assistant in “The Wrestlers” (“Les Lutteurs”) (Fig. 77) in order to accompany an 

article written by his friend Jules Renard, a collaborator of La Revue Blanche and also 

one of the authors who later would participate in the Badauderies Parisiennes. In the 

second version of the Herculeses, Vallotton keeps the character of the assistant barely 

                                                   
96 Abélès, (as note 12), p.317. 
97 Abélès, (as note 12), p.317. 
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without any modification (Fig.78). However, this version reveals Vallotton’s attempt 

to add layers to the background in comparison with the previous version. In the 

precedent version of “The Hercules,” the performance is on the ground; however, in 

“The Wrestlers,” Vallotton creates a carpet under the strong man’s feet and adds a 

second row of spectators in the throng, avoiding representing the officers’ feet. He 

depicts them in white in order to distinguish them from the first row of people treated 

in black (Fig.79). This intention of layering the crowd becomes more evident in the 

third version that appears in Badauderies Parisiennes. 

In “The Hercules of the Crossroad,” the assistant has disappeared while the 

Hercules in leopard short pants is presented as a slender figure in the process of weight-

lifting. This has as primary effect to show the work of his muscles on his muscular body. 

However, the most significant modification concerns the emphasis put on the increasing 

layers of the crowd of spectators (Fig. 80). As I mentioned previously, under 

Vallotton’s depiction, the crowd is defined as multiple and transient through the action 

of the “gathering.” The ambition to increase the layers of the crowd has the effect to 

emphasize its multiple dimension. There is no longer one or two rows of spectators, but 

rather a crowd made of a multiplicity of intricate rows, in which numbers of different 

onlookers such as children, officers, bakers, bourgeois, ladies…etc. are differentiated. 

They are all interlaced in the crowd. Moreover, behind the crowd, passersby and 

running dogs are depicted in the background. All of this adds to the layers and quantity 

of the crowd. 

The transience of the crowd is conveyed in Badauderies Parisiennes through the 

presence of onlookers who join the crowd appealed by the events that are the objects of 

the other people’s attention. At the same time there are also gawkers who swiftly lose 

their interest and prepare to leave. This dispersing action has a controversial meaning 

behind the gathering, but once these two actions join together, it brings out the crowd’s 

“transience” in Vallotton’s prints. For instance, in “The Wreck” (“L’Épave”) (Fig. 81) 
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which was published in Le Courrier Français, (6 May 1894), and in its reinterpretation 

as “The Victim of Drowning” (Le Noyé) (Fig. 10) in the Badauderies Parisiennes, the 

theme of the drowning is depicted in both versions through the presence of a drowned 

body guarded by the police on the riverside of la Seine and a group of gawkers who 

crowd around the crime scene. Obviously, by comparing these two versions, it is not 

hard to notice that Vallotton adds once again the layers and quantity of the crowd in the 

second version. In “The Victim of Drowning”, he diversifies the crowd with gawkers 

of various professions such as a digger man who carries a shovel and a pickaxe and a 

construction painter who holds a bucket of paint and a stepladder. 

The feature of transience in Vallotton’s crowd is visualized by two men in action 

in “The Victim of Drowning.” Firstly, on the right side of the image, one young man 

who carries a box on his back (Fig. 82) is probably a traveler. This young man who is 

turning his back seems to have almost lost his interest and prepares to leave but he is 

still curious about the drowning body because his gaze is still lingering on the corpse. 

However, on the left side of the image, a digger man who carries a shovel and a pickaxe 

is departing from the crime scene. The digger turns his back to leave; it seems that he 

has stayed there just for curiosity only to finally lose his interest in the event itself, since 

he is going to his work. His leaving is a prophetic sign which may influence the young 

man’s own abandon of the scene (Fig. 83). This dispersing action embodies the 

transient aspect in Vallotton’s depiction of the crowd. 

After demonstrating that multiplicity and transience are two key features in 

Vallotton’s canonical representations of the crowd, there is a necessity to analyze the 

“narrative” links existing between the relief prints that compose Vallotton’s 

Badauderies Parisiennes. In fact, all thirty illustrations are thirty distinct events which 

could be appreciated separately without any problem. However, it does not mean that 

these illustrations depict thirty absolutely separate events with the absence of a 

connecting thread that could bring together the illustrations at issue here. If we take a 
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closer look at the characters depicted in the book, it will not be hard to recognize that 

some of them reappear in different illustrations. Such a mobility of certain characters 

portrayed in Vallotton’s illustrations not only provides a line of consistency that 

underlies the entire book but also represents the transient aspect of the crowd. In “The 

Victim of Drowning,” the leaving digger man could be identical to one of the labors 

who is digging underground with a pickaxe in the “Roadworks” (“Travaux de voirie”) 

(Fig. 15) of Badauderies Parisiennes. The role switches from one scene to another 

though there is no conspicuous relevance between Vallotton’s thirty illustrations.  

Although the arrangement of Vallotton’s thirty illustrations has no visible 

consequence, the individuals who compose the crowd could be classified into some 

groups within these thirty relief prints: fashion ladies, middle-age fat women, young 

bourgeoises, elder or fat men, industrious people, naughty children, even dogs are also 

members of the crowd. These groups of people are, to some extent, representative of 

the real street scene in late nineteenth century in Paris. For instance, the figure of the 

baker’s boy (Fig. 85) appears recurrently in Vallotton’s prints as for instance, in “The 

Military Music” (“La Musique militaire”) (Fig. 11), “The Bomb” (“La Bombe”) (Fig. 

19), “The Hercules of the Crossroad” (“L'Hercule de Carrefour”) (Fig. 6), “The 

Barrack’s Entrance” (“À la porte des casernes”) (Fig. 84) and “Insulting the Police 

Forces” (“Outrage aux Agents”) (Fig. 71). Vallotton’s baker’s boy corresponds to the 

factual costume of the time if we compare him with the photo taken by Eugène Atget 

(1857-1927) in Paris around 1899 and 1900 (Fig. 86). 

2.3. Flâneurs and Badauds  

In Vallotton’s thirty relief prints, the crowds gather no matter it is a crime scene, 

a disaster, a funeral, or a spectacle. They are dense and uncountable crowds, curious 

and raucous crowds, silent and dignified crowds.98 The crowds ran to the site of an 

explosion, gathered on the boulevard to hear the latest news of a disaster or the scene 
                                                   
98 Shaya, (as note 89), p. 42. 
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of a crime.99 These crowds are a commonplace in the illustrations of the weekend pages 

of the press and the columns of the faits divers—a column newspaper reporting unusual 

accidents and crimes in the last third of the nineteenth century.100 

Such curious crowds were first described and dubbed as badauderie in 

journalism. 101  Before analyzing how the image of badaud became a motif of 

journalism, I would like to define the differences between the flâneur—the stroller—

and the badaud—the curious observer, the rubberneck, the gawker—two emblematic 

figures of the street.102 

The flâneur was a literary type in nineteenth century France. He was the man of 

leisure who went into the street in search of some satisfaction for his overdeveloped 

sensibilities.103 The flâneur was a man of leisure, an idler, an artist, an urban explorer, 

a connoisseur of the street by various accounts.104 It became a familiar character during 

the nineteenth century and later became the object of scholarly interest in the twentieth 

century because of Walter Benjamin’s devoted analysis of the French poet Charles 

Baudelaire.105 In his critical explorations of Baudelaire, Benjamin embarked on an 

analysis of modernity in which the flâneur was a powerful symbol.106 The flâneur was 

not only a figure of the modern artist-poet who was keenly aware of the bustle of 

modern life, but also an amateur detective and investigator of the city.107 He was a sign 

of the alienation of the city and of capitalism.108  

                                                   
99 Shaya, (as note 89), p. 42. 
100 Shaya, (as note 89), p. 42. 
101 Alsdorf, (as note 17), p. 219. 
102 Shaya, (as note 89), p. 46. 
103 Shaya, (as note 89), p. 47. 
104 Shaya, (as note 89), p. 47. 
105 Benjamin used the flâneur to explain the tumult of metropolitan life, to trace the class tensions and 
gender divisions of the nineteenth century city, in order to represent alienation and the detached 
relationship between individuals as a characteristic of modernity. Shaya, (as note 89), p. 47. 
106 Shaya, (as note 89), p. 47. 
107 Shaya, (as note 89), p. 47. 
108 Shaya, (as note 89), p. 47. 
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In “The Painter of Modern Life” (written 1859-1860), Charles Baudelaire 

describes Constantin Guys as the “perfect flâneur,” one who moved through the crowd 

like a fish through water.109 As Baudelaire mentions “for the perfect flâneur, for the 

passionate spectator, it is an immense joy to set up house in the heart of multitude, amid 

the ebb and flow of movement, in the midst of the fugitive and the infinite.” 110 

According to this context, the point of view of Vallotton in Badauderies Parisiennes is 

that of the flâneur. He is depicting the crowd of the street as an observer, a detective, 

an amateur of the street. He portrays vividly not only the modern street life of the city 

such as the people appreciating music in a concert (“Around the Summer Concert Café” 

(Autour du Café-Concert d’été)) (Fig. 12) or people transshipping in the bus station of 

“The Omnibus Bureau” (“Le Bureau d’omnibus”) (Fig. 87), but also contemporary 

inventions such as “The Luminous Posters” (“Les Affiches Lumineuses”) (Fig. 88) and 

the hot air “The Balloon” (“Le Ballon”) (Fig. 89). In these relief prints, Vallotton 

positions himself as a flâneur who depicts onlookers through the perspective of the 

stroller. 

However, what he shows in Badauderies Parisiennes is the other figure of the 

street, the badaud. The Grand dictionnaire universel du XIXe siècle (1867) defines the 

badaud in this way: “The badaud is curious; he is astonished by everything he sees; he 

believes everything he hears, and he shows his contentment or his surprise by his open, 

gaping mouth.”111 In the book jacket of the Badauderies Parisiennes, the man with his 

mouth wide open who is turning away his gaze from the Seine to look back at the 

advertising board carrying the book’s title suits perfectly this description (Fig. 45). 

However, he is not the only one in Badauderies Parisiennes who suits the definition of 

                                                   
109 Shaya, (as note 89), p. 48. 
110 Charles Baudelaire, The Painter of Modern Life, 1863, p. 9. 
111 Shaya, (as note 89), p. 49, quoted from Grand dictionnaire universel du XIXe siècle, under the word 
“badaud,” 1867. 
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the badaud. Another entry about the badaud from he Larousse encyclopedia of 1867 

shows him at work:  

“One is constantly jostled by a crowd of individuals who leave 

their houses each morning to kill time in city squares, intersections 

and on the boulevards; they have then hours to dispose of, and when 

they return home in the evening, they want to have something to 

recount: an accident, a poor devil who falls from a bus into the street 

or faints from hunger, an old dog drowned in the Seine, etc., etc.; and 

when one of these Tituses of the pavement has seen nothing, he cries: 

I have lost my day!”112 

According to the Larousse’s definition, the crowds in the scenes of Badauderies 

Parisiennes such as a horse tumbling in a traffic accident as for example in “The Car’s 

Accident” (“L’Accident de Voiture”) (Fig. 5) or a drown body found on the river bank 

in “The Victim of Drowning” (“Le Noyé”) (Fig. 10) conform fully to the badaud’s 

spirit.  

No matter badaud or flâneur both figures of pedestrians had a special connection 

to Paris.113 An early nineteenth century observer of the city described badauderie as 

the one ineffable trait of the Parisian character: “In Paris, everything becomes an event: 

a train of wood being floated down the river, two coaches running into each other, a 

man dressed differently from others, an armored car, a dog fight, if they are noticed by 

two people, there will soon be a thousand, and the crowd will always grow, until some 

other circumstance, just as remarkable, pulls it away.”114 These urban masses are 

badauds which come in a group, a gathering, a crowd of badauds. 115 Therefore, 
                                                   
112 Shaya, (as note 89), p. 50, quoted from Larousse encyclopedia, 1867. 
113 Shaya, (as note 89), p. 50. 
114 Shaya, (as note 89), p. 50, quoted from V.-J. Etienne de Jouy, L’hemite de la Chaussée d’Antin, ou 
observations sur les moeurs et les usages parisiens au commencement du XIXe siècle, vol. 1, 1815 
Paris 1997, p, 140. 
115 Shaya, (as note 89), p. 50. 
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badaud was much more likely to be used in the plural form whose multiplicity was 

emphasized while flâneur was taken to suggest the singularity of an individual which 

could be embodied in an artist’s observation of the crowd. 

To sum up, what Vallotton the illustrator presents in Badauderies Parisiennes is 

the point of view of the flâneur on the badaud. Besides, badauderie was understood as 

a popular practice of the crowd of the Parisian street and contrasted to the more 

developed practice and intelligent observation of flâneurie.116 

2.4. The Badaud in Fait Divers 

In the last third of the nineteenth century, the badaud occupied an important place 

in the mass press in France. 117  The subject of the badaud—that embodies the 

phenomenon in which people come together on the street for a variety of spectacles 

happening in the urban scene—was progressively covering the columns of the Parisian 

press.118 This sort of depiction of ordinary people developed especially in the rubric of 

faits divers which was filled with short, pithy accounts of exceptional events.119  

The term fait divers first appeared in Le grand dictionnaire universel in 1872 

with a comically broad definition: “stories of all kinds that circulate around the world: 

small scandals, carriage accidents, lovers’ suicides, roofers falling from the fifth floor, 

armed robbery, showers of locusts or toads, storms, fires, floods, comical tales, 

mysterious kidnappings, executions, cases of hydrophobia, cannibalism.”120 In fait 

divers, the press involves almost everything satisfying the curiosity of the readers, the 

                                                   
116 Shaya, (as note 89), p. 51. 
117 Shaya, (as note 89), p. 42. 
118 Shaya, (as note 89), p. 51. 
119 Alsdorf, (as note 17), p. 222. 
120 Alsdorf, (as note 17), p. 222 quoted from Le Grand dictionnaire universel, 1872 and translated by 
Vanessa Schwartz, Spectacular Realities: Early Mass Culture in Fin-de-Siècle Paris, Berkeley 1999, p. 
36. 
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badauds, by presenting what they wished to watch and by taking them to where they 

longed to go but but were normally forbidden to approach.121  

For instance, when the victims of French serial killer Troppmann were discovered 

in 1869 at Pantin, the suburb of Paris, the journalist for Le Petit Journal reported the 

massive gatherings taking place around the Morgue.122 He notes that “[t]his morning, 

the crowd still waited outside the Morgue. I have already said it and I will say it again, 

the cadavers will not be on view;” adding that, “emotion, still overexcited to the highest 

degree, pushes the curiosity seekers to the site where the crime was committed, and to 

the place where the bodies were taken. The field in Pantin and the Morgue are the two 

endpoints of this sinister and gloomy affair.”123 The badaud, the gawker, gathering at 

the sensational event was a central figure of press reporting and at the same time the 

crowd became a metaphor for the press and its audience.124 The badaud became the 

main protagonist as is evidenced for example in Badauderies Parisiennes. 

Since Vallotton was as much a practicing critic (most active from 1890 to 1895) 

as an artist, he was very familiar with this rubric of fait divers in which journalistic 

articles oftentimes take advantage of artistic effort for a visual representation of the 

reported events. Such a rubric thereby becomes a site of intersection between 

journalism and art.125 The reporting of the discovery of the victims of Troppmann 

showed that the bystanders were so desired to satisfy their curiosity that they gathered 

around the forbidden area. This reportage corresponds exactly to the chapter “Waiting” 

(“L’Attente”) in Badauderies Parisiennes (Fig. 90). The image is structured into two 

different parts. One part corresponds to the square where the gawkers are gathering in 

diverse groups, discussing and waiting outside from the wall. The other part is the 

                                                   
121 Shaya, (as note 89), p. 53. 
122 Shaya, (as note 89), p. 52. 
123 Shaya, (as note 89), p. 53. 
124 Shaya, (as note 89), p. 54. 
125 Alsdorf, (as note 17), p. 222 quoted from Rudolf Koella, “Félix Vallotton, un ‘artiste-critique’ au 
tournant du siècle,” in Koella and Poletti, Félix Vallotton, 1865-1925, pp. 3-9. 
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invisible place where a mysterious event might have probably happened provoking the 

curiosity and the gathering of gawkers, which itself attracted even bigger crowds. The 

composition of the two parts is divided by the wall’s black door on which it is written: 

“NO ENTRY” (DÉFENSE D’ENTRER). This forbidden place is emphasized by the 

curious attitude of one child who is bending and peeping through the door in an attempt 

at gathering some information from inside (Fig. 91). The progressive formation of the 

crowd is the main focus of the representation, unlike the event that may have caused it, 

which is actually invisible to both the crowd and the spectator of the print. 

The creation of the image of the badaud found an ally not only in the writings of 

the journalists but developed also throughout the nineteenth century thanks to the visual 

illustrations printed in the press. Before the faits divers rubric became the site of 

intersection between journalistic writing and artistic representation, the illustrations—

used to accompany the report of scenes of horror and political or military events in the 

columns of the faits divers—were not entirely new to the reader at that time.126 The 

presence of this kind of illustrations could be spotted in the illustrated press at the end 

of the 18th century. Since these illustrations were sold at a cheap price (each issue costs 

around 5 to 10 centimes), they were extremely popular on the market.127 One among 

the most popular representatives of the illustrated press was Le Petit Journal whose 

circulation was beyond a million of copies in 1905.128 

On the cover illustration of the issue of August 30, 1896 of the Supplément illustré 

du petit journal entitled “An Arrest By Bicycle” (“Une arrestation à bicyclette”) (Fig. 

92), a group of witnesses stands behind a railing at the right corner of the image, waiting 

the passing of a train (Fig. 93). These witnesses are badauds whose attention had just 

                                                   
126 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 368. 
127 The first French illustrated journal is Cabinet des modes, published on 15 November 1785. Roger 
Chartier and Henri-Jean Martin ed., (as note 22), p. 377. 
128 The titles of the popular illustrated press were at the time the Journal illustré, Presse illustrée, 
Événement, République illustrée and Petit Parisien. Roger Chartier and Henri-Jean Martin ed., (as note 
22), p. 377. 
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been caught by an unexpected event and want to satisfy their curiosity. They are 

standing at the scene looking at a policeman arresting a suspect on his bike at the 

moment when the gates impeaching anybody to cross the tracks have just closed to let 

pass a train. Five witnesses are depicted with diverse attitudes and gestures 

corresponding to their personal interest and reaction towards the event. From the left to 

the right, the gatekeeper who was facing the crowd to keep it from crossing the tracks 

has turned his head to the incident and seems too shocked to hold up the railing. A man 

next to him seems to loose gradually his interest and is about to leave, while two other 

men and one fashion lady are still looking attentively at the event. These witnesses’ 

respective reactions complete the action of gathering and correspond to one of 

Vallotton’s similar interest in representing transience. 

The theme of the arrest is also treated by Vallotton in the chapter “Insulting the 

Police Forces” (“Outrage aux Agents”) of Badauderies Parisiennes (Fig. 71). However, 

this event is not anymore dramatically set with all the components such as the closing 

of the railway gates, but in a busy street. In his print, Vallotton shows in the middle 

ground three policemen arresting a suspect while bystanders are gathering around the 

incident. From right to left, we can see among these idlers one wearing a white overcoat, 

an old man with black gloves in the foreground, two other men with black coats, a 

bakery boy and a little boy as well as one well-dressed lady in the middle ground, even 

one man and one little boy in the background are running across the busy street to watch 

what is happening from a closer range (Fig. 94). If we compare the illustrations of Le 

Petit Journal and Vallotton, three aspects could be pointed out. Firstly, we can see that 

Vallotton gives the badauds a prominent role. Their importance is equal to the event of 

the arrest itself, since the place given to the idlers occupies almost the same size as the 

one given in Valloton’s composition to the suspect arrested by the policemen. However, 

in the illustration of Le Petit Journal the gawkers are relegated to the background and 

to a small proportion of the whole composition. It is probably because the aim of Le 
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Petit Journal is to deliver the news, whereas in Vallotton’s case, the presence and 

movement of the badaud constitutes the main plot. 

Secondly, the badaud in “An Arrest by Bicycle” and “Insulting the Police Forces” 

have in common the existence of bystanders who do not only play the role of witnesses 

to the event but also mirror the audience of the representation. In the illustration of Le 

Petit Journal, the witnesses behind the fence are in some way the double or the 

surrogates of the spectators-readers who, from the point of view given by the illustrators 

can be imagined as standing and watching on the opposite side of the railing.129 The 

readers of the press satisfy their curiosity, while taking safe distance from the incident 

when reading and watching the illustration on the newspaper. In Badauderies 

Parisiennes, Vallotton entangles the reader in the narrative circuit of cause and effect 

of the events, however, he simultaneously separates the reader from an elevated or 

distant perspective as if the reader is out of the event.130 

Thirdly, when we compare the images of Le Petit Journal and Vallotton’ print, 

we can measure to which extent the image of Le Petit Journal is more dramatic than 

Vallotton’s. In Le Petit Journal the composition of the arrest scene is designed by a 

linear perspective formulated by two fences which aim to isolate the crowd from the 

coming train. This linear perspective parallels the three elements of the story, as follows: 

a crowd of witnesses looking at the event, a coming train and the arrest by bicycle. The 

convergence of these three events with the sense of speed dramatically emphasized by 

the mobile arrest and the sudden arrival of the train is highly thrilling. However, in 

Vallotton’s print “Insulting the Police Forces,” there is almost no dramatic emotion. 

Two features of Vallotton’s print could explain this effect. Firstly, Vallotton with his 

flat style barely uses the linear perspective in order to separate the crowd from the event 

taking place. He prefers to merge in the foreground of the image the arrest scene with 

                                                   
129 Alsdorf, (as note 17), p. 222. 
130 Alsdorf, (as note 17), p. 222. 
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the gathering crowd in a daily busy street. This can be identified for instance with the 

way the flat tint of black garment of one gentleman belonging to the community of 

badauds merges with that of one of the policemen. This flat style blurs the boundary 

between the event and the onlookers, reducing consequently the tension intrinsic to the 

arrest. Secondly, the placing of the event and the gawkers on the same ground gives an 

ironic effect. This is highlighted for instance by the presence of a little boy behind one 

of the policemen who is smiling at the event that is taking place, one among many other 

humorous wink Vallotton integrates in his compositions in order to forestall their 

potential violence. 

The reason why the crowd is depicted differently in Le Petit Journal and in  

Vallotton’s prints resides in the different function given to the illustrations. Le Petit 

Journal for instance intends to create deliberately a dramatic effect to stir the reader’s 

curiosity and buy the newspaper; while, Vallotton’s flat and humorous style which 

Uzanne coined as “amusing and light,” is to feature the gawkers and focus on the 

spectacle they are creating. 

The illustrated press and Badauderies Parisiennes not only have a similar 

relationship towards the subject of the badaud in terms of the dynamics between the 

image and the reader, but also share some important motif of the badaud with the fait 

divers column. For instance, in Vallotton’s “The Angry Horse” (“Le Cheval emporté”) 

(Fig. 65), a lady who is covering her face with her hands is afraid to look at the accident 

(Fig. 96). The representation of a scared spectator is an important motif of the fait divers. 

This gesture appears later in 1909 on the cover illustration of the February 14 1909 

issue from the Supplément illustré du petit journal, “A Gate Keeper Victim of Her Duty” 

(“Une garde-barrière victime de son dévouement”) (Fig. 95). In this illustration among 

the four witnesses standing behind the railing on the left side of the image, one person 

is turning his or her back from the accident covering his or her face with the hands in 

order not to look at the accident (Fig. 96).  
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After examining Vallotton’s depiction of the badaud, it is not hard to see that 

there are two specificities inherent in his work: multiplicity and transience. Each of 

them epitomizes a striking feature of Vallotton’s time: the notion of multiplicity refers 

to the increasing growth of population in France while the idea of transience resonates 

with the unstable urbanization in the French society. In addition, the theme of badaud 

in Vallotton’s images of Badauderies Parisiennes plays a transitional role in the era. 

This transitional role is clearly visible not only because it is a visual representation of 

the growing interest on the crowd in the fields of sociology and psychology, but also 

because such a transitional role is supported by a comparative study of how the figure 

of the badaud was shaped in the column of Fait divers. As illustrated above, the process 

of shaping the image of the badaud was influenced by the journal industry and 

epitomizes the emerging culture of mass production.  
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Chapter Three 

The Relationships Between Image and Text: Coherences and Incoherencies 

Before the nineteenth century, the image played a secondary role in its 

relationship with the text and above all had to serve the latter by offering it a visual 

illustration. Whenever it appeared in books, manuals, guides, or periodicals, the 

illustration had functioned since the end of the Middle Ages in a logo-centric context—

in which a preeminent authority had been granted to the text rather than the image.131  

Nevertheless, the role of the illustration progressed since the middle of the 

seventeenth century with the publication of the first pictorial encyclopedia for 

children. 132  Indeed, John Amos Comenius’s Orbis sensualium pictus (The Visible 

World in Pictures) (Fig. 97) exploited the pedagogical role of the image over 100 

woodcuts.133 Such a pedagogical role would be emphasized from the seventeenth 

century to the eighteenth century thanks to the development and the growth of pictorial 

encyclopedia for children which received the treatment of eminent illustrators such as 

Bernard Picart and Grasset de Saint-Sauveur.134 In the nineteenth century, the role of 

the illustration became more important than before; the image, whose purpose was to 

clarify the meaning of the text, no longer confined itself to a merely instrumental role. 

Such a change was initiated by two factors at that time. First, the image began to be 

considered as a universal language that was intelligible to everyone and therefore could 

bring even the poorly lettered readers into the world of the book.135  Second, the 

industrialization taking place at the same period of time promoted a mode of empiricism 

that emphasized the visual representation of reality as an important point of reference 

for understanding the world. Such an empiricist belief requested the presence of images 

                                                   
131 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 328. 
132 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 328. 
133 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 328. 
134 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 328. 
135 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 328. 
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of all sorts, such as photographs, diagrams, etc.136 These two factors contributed to the 

elevation of the role of the illustration towards the text. 

Since the role of the illustration had been elevated over the centuries, especially 

in the nineteenth century, this chapter aims to analyze how the illustrations in the 

Badauderies Parisiennes play a transitional role if we take into account the larger 

context of illustrated publications published at the end of the nineteenth century. 

3.1. Image and Text in Nineteenth Century France 

Apart from the conjunction of a traditional and modern style which is reflected in 

the illustrations and the crowd subject in Badauderies Parisiennes, the redefined 

relationship between image and text also secures its transitional status in the history of 

illustrated books. Before the nineteenth century, text oftentimes—if not always—

occupied the dominant position in its relationship with image; the image, on the other 

hand, was subjugated to the incidental position. However, such a situation was 

gradually overturned in the nineteenth century.137 

Before the century under discussion, as for instance during Romanticism, the 

common goal of book illustrators was to translate the text into its visual form by way 

of conforming the latter to the indications offered by the textual descriptions. 138 

Therefore, the illustration depended directly on the text and was controlled by it.139 

However, as the intention in literary artworks turned away from description towards 

non-descriptive elements, the book illustrations were consequently impacted.140 The 

phenomenon of keeping distance from the text rose increasingly around the 1830s 

among painter illustrators.141 Although images turned away from direct transcriptions, 

                                                   
136 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 330. 
137 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 330. 
138 Finke ed., (as note 6), p. 339. 
139 Finke ed., (as note 6), p. 339. 
140 Finke ed., (as note 6), p. 339. 
141 Finke ed., (as note 6), p. 339. 
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text still kept a leading role in book illustration. However, the situation tended to reverse 

gradually, and images began to command the text as for instance in travel albums or in 

fashion magazines.142 

This phenomenon can be seen for instance in 1843 in Un Autre Monde. 143 

Grandville illustrations were so well-done that it seemed that Taxile Delord’s text was 

only there as a décor to complete them. The public regarded this book as Grandville’s, 

without paying attention to the author of the text.144 

Another example illustrating this trend can be found in the strength given to the 

illustration in Les Français peints par eux-mêmes (Fig. 98), a revue consisting of five 

volumes concerning all sort of French thing, which will have as subtitle for its two last 

volumes “Moral Encyclopedia of nineteenth century” (Encyclopédie morale du dix-

neuvième siècle). 145  Its popularity was essentially due to its extraordinary 

illustrations.146 Badauderies Parisiennes followed this trend and borrowed certain 

traits of the new visual formula introduced in Les Français. While in both cases each 

chapter has its own autonomy and entrusts a columnist as author to write one or more 

than one chapter, the illustrations are constituted on the other side of one plate in full 

page which is “hors-texte” and a series of vignettes incorporated within the text (Figs. 

99 and 2).147 Although Badauderies Parisiennes derives its visual structure from Les 

Français, the former takes some distance from the approach taken by the latter. For 

example, at the head of each chapter of Les Français, a certain type or character 
                                                   
142 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 336. 
143 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 336.  
144 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 336. Therefore, when Les 
Métamorphoses du jour published with the texts of Albéric Second, Clément Caraguel and Louis 
Lurine in 1854, the editor Havard took precaution and assured that: “en accompagnant d’un texte 
chaque dessin, nous avons cherché à suivre Grandville scrupuleusement partout où il pouvait être suivi, 
à traduire fidèlement sa pensée en espérant qu’en faveur de cet humble servage la parle trouverait grâce 
devant le dessin.” 
145 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 336; Finke ed., (as note 6), p. 376. 
146 Roger Chartier and Henri-Jean Martin ed., (as note 22), p. 336. 
147 Abélès, (as note 12), p. 316 ; The “hors-texte” is a a printer’s term, meaning literally “outside the 
text,” which refers to illustrations printed separately from the text of a book, such as plates tipped in the 
book. Explanation from the Larousse dictionary: “Illustration de mêmes dimensions que les cahiers 
formant un livre, mais imprimée à part et intercalée dans l'ouvrage.” 
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representative of the French people shows isolated on one full-page with color and 

shadow. These characters reflect a physiognomy of the contemporary society (Fig. 

100).148 If Vallotton’s illustrations follow to some extent this physiognomical tradition, 

they do not emphasize any more the single “type”, but rather gather isolated people to 

become a lively crowd on the street.149 

What makes the illustrations of the Badauderies Parisiennes transitional is not 

only because during this period the image is getting stronger than the text, but also 

because the image is conceived before the text and antedates it. The image is given a 

leading role, a phenomenon that heralds the emergence of the artist’s book (Livre 

d’Artiste) which will develop as an art form during the twentieth century.150  

In the nineteenth century, the market for visual art which had grown along with 

luxury goods expanded thanks to the industrial growth, the accumulation of capital and 

the presence of an educated upper middle class with an appetite for fine consumer 

goods.151 Editors saw on the one side the opportunity to market deluxe editions. On the 

other, the educated upper middle class formed the elite market and became 

preponderant collectors in bibliophile societies.152 They were willing to devote lavish 

resources to their hobby, and, ensuring their money to be well spent, they assigned 

responsibility to one or two leading members to make fine books in the Paris of that 

time.153 Since their books were financed, they enjoyed a freedom of action denied to 

commercial publishers.154 They could choose whichever authors and artists they like 
                                                   
148 Article from Musée d'Orsay’s offical website, “"Les Français peints par eux- mêmes", panorama 
social du XIXe siècle,”: http://www.musee-orsay.fr/fr/evenements/expositions/archives/presentation-
generale/browse/22/article/les-francais-peints-par-eux-memes-panorama-social-du-xixe-siecle-
4115.html?S=&tx_ttnews%5BbackPid%5D=252&cHash=ae7d1a8a22&print=1&no_cache=1& 
(access on 10 November 2016) Exhibition from 23 March to 13 June, 1993 Musée d'Orsay. 
149 Musée d'Orsay, (as note as 148) . 
150 An artist’s book, being not a reproduction of pre-existing work, is a work that does not exist in any 
other form and is created as book as the first instantiation and expression of a project. Finke ed., (as 
note 6), p. 373. 
151 Johanna Drucker, The century of artists' books, New York 2004, p. 3. 
152 Finke ed., (as note 6), p. 372. 
153 Such as Uzanne, Paillet, Beraldi, Rodrigues, Dauze or Maunier were in charge. Finke ed., (as note 
6), p. 372. 
154 Finke ed., (as note 6), p. 373. 
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regardless of the popular taste.155 As a result, they could employ luxurious formats, 

fine papers, and demand fine illustrative techniques.156 

Badauderies Parisiennes was produced under this background. It is actually a 

luxury book, as can be proven by its limited number of copies—only 220. It is also 

under this term that Uzanne described it book in its preface as “ […] the first tentative 

of making a deluxe edition with the cooperation of the latest writers.”157 It is therefore 

legitimate to assimilate this publication as the equivalent of an artist’s book. 

Furthermore, as in the artist’s book, the artist and the writer are often contracted 

independently, they often do not meet or meet through the arranged connection of the 

project.158 This is exactly the mode of collaboration that took place with Badauderies 

Parisiennes. As Uzanne claims in the preface:  

“Vallotton’s prints were distributed to those literary hacks, many of 

whom – after uncovering their personal publications – have already 

entered into the state of notoriety — if not into the great banality of 

success. Entire freedom of writing was left to each writer whose name 

should (thereby) cover entirely the responsibility of the signatory of 

each chapter.”159  

According to him, Uzanne was responsible for distributing Vallotton’s prints to 

selected members of La Revue Blanche, asking each to write a short piece inspired by 

                                                   
155 Finke ed., (as note 6), p. 373. 
156 Finke ed., (as note 6), p. 373. 
157 The number of copies correspond to the information provided in the preface. It indicates that the 
book has only 220 copies, of which 200 are for the subscribers of the Bibliophiles Indépendants and 20 
for the literary and artistic collaborators of Badauderies Parisiennes; “La présente publication est la 
première tentative d’édition de luxe faite avec le concours d’écrivains de la dernière heure.” 
158 Drucker, (as note 151), p. 4. 
159 “Les gravures de Vallotton furent distribuées à ces littérateurs dont plusieurs, —après mise au jour 
de publications personnelles, —sont déjà entrés dans la notoriété, sinon dans la grande banalité du 
succès. Liberté entière de rédaction fut laissée à chacun, le nom de l’écrivain devant couvrir 
entièrement la responsabilité du signataire de chaque chapitre.” Badauderies Parisiennes, p. VII. 
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the illustration he received. 160  Uzanne’s implied subordination of word to image 

reversed in this case the standard hierarchy and pointed out the way toward the Livre 

d’Artiste. 161  Badauderies Parisiennes is a derivative of the artist’s book not only 

through its luxurious aspect and the reduced number of copies but also through the 

similar independency of collaboration between writers and artists. 

To sum up, the Badauderies Parisiennes secures its transitional status not only 

by redefining the relationship between image and text in the nineteenth century but also 

by heralding the appearance of the twentieth century artist’s book. 

3.2. Vallotton’s Prints and their Verbal Complements 

After clarifying the production background of Badauderies Parisiennes and the 

challenges it offers to the relationships between text and image, this section turns its 

focus back on the content of Badauderies Parisiennes. Before analyzing the content in 

order to see how the text functions regarding the image, it is necessary to examine the 

preface, since Uzanne provides crucial information about the way the texts were 

produced: 

“My intention was to write this book in which from chapter to chapter, 

I tried to free the strange, happy and insignificant faces from those 

sudden agglomerations. It would have pleased me to show in diverse 

facets the curiosity and badauderie of the street, its variant expressions, 

its ingenuousness, its swell, its vagaries or its wild instinct as well as 

some dialogues in their common slang. Then, some scruples came to me: 

“Was I sure about my observations? Had I collected a sufficient amount 

of documents? Could I see myself really appropriate to this careful and 

concentrated work in the amusing and light form? Had I not made a 

                                                   
160 Silverman, (as note 2), p. 136. 
161 Silverman, (as note 2), p. 136. 
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sullen and monotonous work in the eternity?” […] From author I 

became literary editor and in order to guarantee this Book free from the 

faults of only one writer, I appealed to some young qualities of a group 

of poets, of humorists, of critics and of essayists of which I had been 

able—for some, at least—to appreciate the talent under the banner of the 

generation’s battle held so energetically for the attack of Tomorrow by 

the brilliant and dashing writing of the Revue blanche. […] Therefore, 

if this work formed by the Rassemblements suggests—in its entirety—

some appearance of incoherency, it will have, nevertheless, the 

unquestionable merit of the variety and the unexpected.”162 

Uzanne’s preface provides two messages. First he intended at the beginning to be 

the author, but he was also anxious that, alone, he could not offer to Badauderies 

Parisiennes the diversity which would embody the multiple dimensions of the crowd. 

Therefore, he entrusted a contemporary group of writers from La Revue Blanche to 

achieve the heterogeneous dimension that was requested to such a project. Secondly 

Uzanne had already anticipated the incoherence of the chapters that would affect the 

whole book. These two elements are important to the following analysis to emphasize 

the transitional role of the relationship between image and text in this publication. 

Furthermore, at the same time, through the analysis of the relationship between image 

                                                   
162	   “Mon intention était d’écrire ce livre, où, chapitre à chapitre, je me fusse essayé à dégager les 
physionomies étranges, béates et falotes de ces agglomérations soudaines. Il m’aurait plu de montrer 
sous ses diverse facettes la curiosité et la badauderie de la rue, ses expressions variables, sa candeur, sa 
houle, ses caprices ou son instinct sauvage, ainsi que des dialogues en leur argot synthétique. Puis des 
scrupules me vinrent: “Étais-je sûr de mes notations? Avais-je réuni un nombre suffisant de 
documents? Pouvais-je me regarder comme vraiment idoine à ce travail serré et concentré sous une 
forme amusante et légère? Ne ferais-je point une oeuvre maussade et monotone dans 
l’Ensemble? ”[…]D’auteur je devins éditeur littéraire et, pour garantir ce Livre contre les défauts d’un 
seul écivain, je fis appel aux jeunes qualités d’un groupe de poètes, d’humouristes, de critiques et 
d’essayistes dont j’avais pu – pour quelque-uns, tout au moins – apprécier le talent sous le drapeau de 
bataille de la génération si énergiquement tenu pour l’assaut de Demain par la brillante et fringante 
rédaction de la Revue blanche. […] Donc, si cette oeuvre collective des Rassemblements offre, dans 
son ensemble, quelque apparence incohérente, du moins aura-t-elle le mérite indiscutable de la variété, 
et de l’imprévu.” Badauderies Parisiennes, p.VI-VII. 
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and text, it will be examined why the content of the book does achieve an incoherent 

reading experience and what the intention is behind this incoherence effect. 

Analysis 

Badauderies Parisiennes consists of thirty chapters introduced by Vallotton’s 

prints. They are accompanied by thirty stories written by fifteen writers from La Revue 

Blanche which are enlivened by over hundred vignettes realized by Courboin. 163 

Uzanne’s first reason for entrusting several writers is to provide a multiplicity of point 

of views that may embody the plural entity of the crowd of badauds as well as the 

diversity of the curious gazes inherent to badauderie. The heterogeneous dimension of 

the book is therefore achieved through the diversity of the texts—each writer created 

one to three stories using diverse literary forms such as short stories in prose, poetry, 

drama, or through dialogues taking place between the protagonists of the crowd. These 

writers are similar to flâneurs. The anthology represents scenes of the crowd in a variety 

of places, including bus stops, bridges, construction sites, street performances, car 

accidents, theaters, and cafés.164 The essays vary widely in their attitudes toward the 

Parisian badauds, sometimes using a disdainful tone, a sympathetic one, or 

commenting them cynically. In any case they all use Vallotton’s illustrations as a 

springboard to create their text.165 

Since all these thirty texts were made after Vallotton’s image, they are supposed 

to be verbal representations of visual representations. According to Bridget Alsdorf 

they can be regarded as a modern narrative Ekphrasis. As she contends, “Vallotton’s 

visualizations of badauderie were […] the driving inspiration for the texts”, they 

constitute “a stunning example of modern narrative ekphrasis.” This affirmation should 

however be be tempered, since the term, which is highly connoted and refers to a 

                                                   
163 Actually, it is not the first time that Vallotton collaborated with the journal La Revue Blanche when 
he became an artist of the Parisan streets early in his career while working as a graphic artist for the 
journal La Revue Blanche. Alsdorf, (as note 17), p. 219. 
164 Alsdorf, (as note 17), p. 220. 
165 Alsdorf, (as note 17), p. 220. 
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specific tradition, seems to have never been claimed by Uzanne.166 Indeed, more than 

providing a literary description of the visual works putting into dialogue the relationship 

between image and text, according to the ekphrastic tradition established since the 

Antiquity, the texts offer a diversity of literary procedures that escapes, or at least, put 

into question the codes of the ekphrastic genre.167 

Ekphrasis is the representation in words of a visual representation, but at the same 

time, it conveys both presence and absence.168 The image refers back to the absent 

model just as the ekphrasis refers to its absent image.169 A verbal representation cannot 

represent—that is, “make present”—its object in the same way a visual representation 

can.170 It may refer to an object, describe it, invoke it, but it can never bring its visual 

presence before the reader in the way pictures do.171 The links between the images and 

the texts can be in some cases extremely loose, since some of the texts are entirely 

independent recreations, offering fictitious elements, which do not occur in Vallotton’s 

prints.172 According to Uzanne’s preface, “Vallotton’s prints were distributed to those 

literary hacks […]. Entire freedom of writing was left to each writer whose name should 

(thereby) cover entirely the responsibility of the signatory of each chapter.” The fifteen 

writers had seen Vallotton’s illustrations when they wrote the thirty essays, but they 

kept certain distance from the images if we examine the “incoherencies” that emerge 

from the comparisons between images and texts. 173  The following analysis will 

                                                   
166 Alsdorf, (as note 17), p. 219. 
167 James A. Francis, “Metal Maidens, Achilles’ Shield, and Pandora: The Beginnings of “Ekphrasis,”” 
in: The American Journal of Philology 130, 2009, p. 1. 
168 W.J.T. Mitchell, Picture Theory: Essays on Verbal and Visual Representation, London 1994, p. 152 
169 A. Francis, (as note 錯誤! 未定義書籤。), p. 7. 
170 W.J.T. Mitchell, (as note 168), p. 152. 
171 W.J.T. Mitchell, (as note 168), p. 152. 
172 W.J.T. Mitchell, (as note 168), p. 153 quoted from Jean Hagstrum, The Sister Arts: The Tradition of 
Literary Pictorialism and English Poetry from Dryden to Gray, Chicago 1958, p. 18. 
173 “Les gravures de Vallotton furent distribuées à ces littérateurs dont plusieurs, —après mise au jour 
de publications personnelles, —sont déjà entrés dans la notoriété, sinon dans la grande banalité du 
succès. Liberté entière de rédaction fut laissée à chacun, le nom de l’écrivain devant couvrir 
entièrement la responsabilité du signataire de chaque chapitre.” Badauderies Parisiennes, p. VII. 
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examine how the dialogue unfolds between Vallotton’s prints and the texts elaborated 

by the members of la Revue Blanche. 

The usage of the text to provide a voice that cannot be represented in Vallotton’s 

images, shows oftentimes in the thirty stories of Badauderies Parisiennes. As Alsdorf 

points out, badauderie is “an act of seeing, a social practice that is visually driven and 

derived. In the street, a curious or spectacular sight triggers the behavior, hooking 

surrounding gawkers by catching their eyes, and their continued engagement remains, 

by definition, in the visual register, except perhaps for brief snatches of conversation 

with their fellow badauds.” A large proportion of the texts is in this respect written 

from the point of view of the crowd and based on the conversation between badauds.174 

This singular focalization which corresponds to the badaud’s perspective could 

probably be understood as a tangible influence of journalism to the extent that news 

stories were often written at the time from the point of view of the crowd. In order to 

satisfy the curiosity of the reader, newspapers were used to offer a reportage from a 

close point of view. They covered events where the crowd longs to go but cannot 

approach because it is forbidden or too dangerous.175 For example, Timothée Trimm, 

the star columnist of Le Petit Journal in the 1860s, wrote that he found his subject 

matter from curiosity and fear, “the event in the street that makes you open your 

window, the drama of the night that makes you lock your door.”176 This emphasis on 

a close point of view based on the badaud’s perspective has many in common with the 

strategies used by mass newspaper to present and sell their stories.177 

For instance, in the chapter “The Victim of Drowning” (“Le Noyé”) (Fig. 10), the 

essay is composed by the voices of the crowd. This is the most extreme example of 

subjective and close point of view in terms of focalization. In this essay, the journalist 

                                                   
174 Alsdorf, (as note 17), p. 222. 
175 Shaya, (as note 89), p. 54. 
176 Shaya, (as note 89), p. 55, quoted from Le petit journal, September 23, 1869. 
177 Shaya, (as note 89), p. 54. 
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and writer Victor Barrucand uses dialogues and provides the gawkers’ own comments 

on the drowned body. An excerpt from the text shows individuals from the crowd 

tattling on the drowned body and discussing the reason of the incident: 

 “We recovered him almost right away, with a boathook.  

—Was he dead ?  

— Just like what you see. 

— Bad reason: we saw some drowned people who… 

— This one had drunken  

—Ah, if he had drunken ! 

—For just one time that his workmate put water in his wine, 

it didn’t turn out well for him. 

—Respect the dead, young man. […]”178 

When reading Barrucand’s text aside Vallotton’s illustration, one can see that the 

characters involved in the badauds’ conversation cannot be identified in Vallotton’s 

print, no one seeming to chat in the image. Moreover, Barrucand does not provide the 

characters’ clothing details. It is therefore difficult to identify who is who. The only 

common thing in Barrucand’s text and Vallotton’s image is the crowd of badauds 

gathering around the drowned person in order to satisfy their curiosity. Although the 

image and the text do not relate exactly to the same event, their complementarity 

nevertheless provides a multiplicity of points of views that is coherent with the idea of 

badauderie. In the case of the “The Victim of Drowning,” Barrucand’s text creates an 

imaginary plot providing some hypothetic causes of the drowning, which are not 

depicted by Vallotton. Furthermore, Barrucand’s text also provides the aural 

background of the scene, the noise and conversations between the badauds, which 

amplify its vivid representation. 

                                                   
178 Badauderies Parisiennes, p.51“On l’a repêché presque tout de suite, avec une gaffe. —Il était 
mort ? —Comme vous voyez. —Mauvaise raison: on a vu des noyés qui…—Celui-ci avait bu.—Ah, 
s’il avait bu!—Pour une fois que le camarade a mis de l’eau dans son vin, ça ne lui a pas réussi.—
Respectez la mort, jeune homme.[…] .” 
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The complementarity between the two media can be also measured in “The 

Hawker” (“Le Camelot”) (Fig. 13). On the right hand side of Vallotton’s image, a 

hawker who wears a bowler hat is selling his good to the audience. He is holding a 

feather-like product and opens his mouth to say something to promote his stuff. On the 

left hand side, the result of his efforts provokes the crowds’ curiosity and interest. The 

text—describing the scene by the playwright, novelist and journalist Tristan Bernard—

gives voice to the hawker and fills up the blank left by Vallotton’s print. For example, 

the hawker says in one paragraph: “The knife, sirs, madams, that you have honor of 

“Ladies and gentlemen, the knife that we have the honor to present to the skillful insight 

of your high appreciation--this knife is not, ladies and gentlemen, a knife. It's five 

knives. It's ten knives. Here, to begin with the strong blade. It can serve you as a table 

knife and a defensive weapon when needed. […]”179 The hawker’s spiel characterizes 

the figure by providing the character’s voice; as a result, the visual figure under 

Vallotton’s depiction becomes alive and vivid. 

Another specificity proper to the dialogue between Vallotton’s images and the 

texts consists in inventing fictitious elements that do not occur in the image. When 

looking through the thirty stories, only a few of them completely respond to Vallotton’s 

illustrations. Most of them invents plots or characters which do not exist in the image. 

For example, in the chapter “The Luminous Posters” (“Les Affiches Lumineuses”) (Fig. 

88), journalist, playwright, and poet Romain Coolus laments on the loss of darkness of 

a city in which inhabitants are bombarded by luminous pictures day and night.180 No 

longer could one return to oneself “in the perspective of a few black, pacifying hours,” 

a period of “refreshment” when “one could wander blindly, deliciously groping one’s 

way, without being forced to see anything…”181 Coolus continues in describing the 

                                                   
179 Badauderies Parisiennes, p. 105, “Le couteau, messieurs, dames, que nous avons l’honneur de 
soumettre aux compétentes lumières de votre haute appréciation, ce couteau n’est pas, messieurs, 
dames, un couteau. C’est cinq couteaux. C’est dix couteaux. Voici d’abord la lame forte qui vous 
servira de couteau de table et au besoin, d’arme défensive. […].” 
180 Alsdorf, (as note 17), p. 220. 
181 Alsdorf, (as note 17), p. 220; Romain Coolus, “Les Affiches lumineuses,” in Badauderies 
Parisiennes, p. 113, “Aussi la perspective de quelques heures noires, bien reposantes, bien pacifiantes 
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lighting poster as a “halting screen” that “grips us as we go by,” “persecuting us, hurling 

spectacle at us.”182 However, Vallotton’s print does not seem to stir such negative 

response. In Vallotton’s image, his crowd appears to be under some kind of spell, all 

gathering around the nighttime window display of a theater agency.183 Above the 

billboard, the poster looms a monstrous shadow puppet-like projection of insects, 

perhaps a way for Vallotton to mock through a metaphor the crowd below agglutinating 

on the vitrine like nocturnal insects on a light.184 Coolus’s text expresses a social critic 

toward the invention of the lighting posters that causes a lack of darkness, a general 

observation that cannot be inferred from Vallotton’s image. Plot invention is just one 

of the fictitious elements activated with the creation of characters from the anonymous 

crowd represented by Vallotton. 

 For instance, “The Bird Charmer” (“Le Charmeur d’Oiseaux”) (Fig. 101) 

written by the anarchist and art critic Félix Fénéon constitutes another interesting 

example. Inspired by Vallotton’s image of a crowd watching a man feeding pigeons 

and sparrows, Fénéon describes a crowd appealed by this feeding scene, focusing on 

members of the crowd watching, such as little girls, statues in the garden, or a horse 

groom. Fénéon’s text mentions elements that do not exist in Vallotton’s print such as 

the little girls who “surround [the bird feeder] in circle and watch the birds come and 

go according to his gesture and swirl around his hat”.185 Actually no little girl shows 

up in Vallotton’s print. This kind of fictitious element appears throughout the whole 

                                                   
nous-est-elle comme un rafraîchissement. On pourra déambuler à l’aveuglette, en tâtonnant 
délicieusement, sans être force de rien voir, sans être tenu de rien regarder. La bonne nuit nous 
protège.” 
182 Alsdorf, (as note 17), p. 220; Romain Coolus, “Les Affiches lumineuses,” in Badauderies 
Parisiennes, p. 114, “La nuit avait vaincu l’affiche ; l’affiche triomphe de la nuit; elle en surgit 
victorieuse, lumineuse et despotique ; l’écran—un écran d’arrêt—nous agrippe au passage […] la 
projection nous persécute ; elle nous assène du spectacle[…].” 
183 Alsdorf, (as note 17), p. 220. 
184 Alsdorf, (as note 17), p. 220. 
185 Badauderies Parisiennes, p. 202 “De nouveau, elles sont en cercle autour de lui, regardent les 
oiseaux aller et venir selon son geste, tourbillonner à l’entour de son chapeau.” 
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text of Badauderies Parisiennes. The discrepancies between the images and the texts 

provoke some of the incoherencies anticipated by Uzanne. 

Nevertheless, Vallotton’s illustrations and the literary contributions strengthen 

and complement each other. Such a relationship allows the reader to experience what 

is represented in the Badauderies Parisiennes as if he or she was right in the scene. 

There are three factors contributing to such a dynamic relationship. First, the close point 

view, which corresponds to that of the crowd, as well as the dialogical form of narration 

generate a sense of intimacy that orients the reader into the represented scene as if the 

reader was part of the crowd who is witnessing the incident depicted in the illustration. 

Second, by providing the aural dimension of the event, the verbal medium lets the 

characters in Vallotton’s visual image speak as if the reader was among those characters 

and could hear their voice in person. Third, the invention of fictitious elements which 

do not occur in Vallotton’s image provides an imaginary intrigue, which on the one 

side strengthens the event, but also creates sometimes on the other side some 

incoherencies with the image. 

Therefore, when the reader engages with the thirty texts accompanying 

Vallotton’s images, the relationship between the image and the text is as if “the ear and 

the eye lie/down together in the same bed.”186 While considering Vallotton’s visual 

prints and the thirty texts back and forth, the reader may be absorbed by the image and 

the text, turning into one of the characters and badauds of the scenes depicted verbally 

and visually. Through this reading experience, such a relationship overcomes the 

estrangement of division of the image and text.187  

                                                   
186 W.J.T. Mitchell, (as note 168), p. 154. 
187 W.J.T. Mitchell, (as note 168), p. 154. 
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3.3. Apparent Incoherencies and the “Merit of the Varied and the Unexpected” 

The seeming “lack” of coherence between visual and verbal depictions exist not 

only between Vallotton’s prints and the texts that comment on them but also with 

Courboin’s vignettes. For instance, in “Insulting the Police Forces” (“Outrage aux 

Agents”), the novelist and theatre critic Lucien Muhlfeld writes the story of a peaceful 

merchant framed by an abhorrent police. The plot consists of a merchant knocked over 

by a running policeman, the former accused of having insulted the latter. Then the 

policeman’s two colleagues come to arrest the merchant.188 Vallotton’s illustration 

(Fig. 71) which presents three policemen corresponds to the plot perfectly although this 

situation is rare in the book. However, Courboin’s vignettes present a totally different 

case. In the first one, a suspect on a roof is hiding behind a wall to escape the 

policemen’s chase (Fig. 102). The second vignette shows the crowd who is gathering 

in order to see some important men put in the police carriage (Fig. 103), while the last 

two illustrations of the same chapter represent two portraits of policemen (Figs. 104 

and 105). Though all these vignettes have some relevance with the title, “Insulting the 

Police Forces”; they do not actually fit into the plot written by Muhlfeld. Indeed, the 

three policemen arrest the merchant easily in the street, and they do not need to run 

after a suspect on a rooftop. Though Courboin’s illustrations are inserted within the 

texts, they do not necessarily rely on them. This disjunction between Courboin’s 

vignettes and the texts also reflects the incoherent relationship between image and text 

in Badauderies Parisiennes. 

The incoherence produced by the multiplicity of authors convened by Uzanne in 

Badauderies Parisiennes is a reproach that does not apply only for the relationship 

between the image and the text, but also between Vallotton’s illustrations and 

Courboin’s vignettes. It applies throughout the entire book. 

                                                   
188 Badauderies Parisiennes, p. 215. 
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Between Vallotton’s illustration and Courboin’s vignette, no truly coherent 

storyline could be found. For instance, in the chapter about the angler (“Le Pêcheur à 

la Ligne”) (Fig. 8), Vallotton tells a complete story in one image, while Courboin’s 

vignettes, beside presenting scenes different from Vallotton’s composition, multiply 

fishing scenes (Fig. 30, 31 and 41). The fact that all the anglers are different 

protagonists impeaches the audience to reconstruct a coherent storyline. This 

heterogeneity is not only taking place between Courboin’s and Vallotton’s images but 

also throughout Vallotton’s thirty prints. If we attempt to link up Vallotton’s thirty 

images, there is no possibility to recognize a coherent storyline, either. 

Chapter after chapter, the shifts between dramatic scenes and daily life 

experiences have the effect to emphasize the impression of inconsistency. This 

incoherence effect is similar to the experience one can have in a modern city. One can 

be attracted and stimulated by anything one sees on the street, no matter the kind of 

event or non-significant event one is confronted to. This experience is exactly that of a 

badaud driven by curiosity. 

In his preface Uzanne pointed out that his book attempted to be “a work of 

transition, indicating the heterodox marriage between the illustration of yesterday and 

that of tomorrow, with all foreseen possibilities for obtaining a divorce without 

lacerations or ill-treatment.”189 Here, though Uzanne had the ambition to present a 

transitional work in the history of the illustrated book, he still anticipated the risk 

associated with the possible incapacity of Badauderies Parisiennes to live up to the 

stated expectation. The incoherencies we have mentioned might cause a potential risk 

of divorce, for the reader might have troubles in reading the inconsequent storyline 

and associating illustrations with invented plot. However, on the other hand, this 

                                                   
189 “[L’Editeur]…il a surtout prétendu montrer une œuvre de transition, indiquant le mariage 
hétérodoxe entre l’illustration d’hier et celle de demain, avec toutes possibilités prévues pour un 
divorce à obtenir sans lacérations ni sévices.” Octave Uzanne, “Prologue: Félix Vallotton et l’origine de 
ce Livre des Rassemlements; La bibliophilie et la jeunesse littéraire contemporaine,” in: Badauderies 
Parisiennes, VIII. 
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divorce could be seen as a cut-off from conventional or well-received approach to 

working out this illustrated book. This reading experience was truly modern but not 

totally new or unfamiliar to the reader of newspapers, since the structure and the 

content of Badauderies Parisiennes seem to replicate—all things considered—what 

David Banash has described for the newspaper page as the “riotous mosaic of voices 

with which the reader must participate.”190 

Uzanne’s preface offers the key to understand the specificity of Badauderies 

Parisiennes. He claimed that “if this work formed by the Rassemblements suggests—

in its entirety—some appearance of incoherency, it will have, nevertheless, the 

unquestionable merit of variety and the unexpected.” In some way the ever changing 

ruptures between image and text, between the images themselves, as well as between 

the chapters provide a coherent and true portrait of the crowd as well as a modern 

reading experience comparable to that of the reading of the newspaper, the model 

Badauderies might have tried to emulate. This could have been only possible through 

a work produced by a collectivity of two artists and fifteen authors. It is therefore 

possible to understand the coherence of the whole project behind the appearance of its 

incoherent—or at least heterogeneous content and form. Far from a failure, the 

heterogeneous aspects or “inconsistencies” unfolding throughout the book translate 

the multifarious dimension of the crowd and modernity.  

                                                   
190	   David Banash, Collage Culture : Readymades, Meaning, and the Age of Consumption, Amsterdam 
and New York 2013, p. 89. 
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Conclusion 

When publishing Badauderies Parisiennes, Uzanne proclaimed the ambition of 

“show(ing) a work of transition.” He wanted to establish what he coined a “heterodox 

marriage between the illustration of yesterday and that of tomorrow with all foreseen 

possibilities for obtaining a divorce without lacerations or ill-treatment.” In order to 

analyze Uzanne’s project, this thesis has been divided into three chapters, each 

centering on a single perspective aiming at defining the transitional aspects that 

characterize the whole book. 

In the first chapter, I have considered the relationship of the publisher and the 

illustrators in an attempt to confirm the transitional role played by the illustrations in 

Badauderies Parisiennes. The publisher deliberately employed two illustrators—

namely Courboin and Vallotton in order to epitomize respectively the “illustration of 

yesterday” and “that of tomorrow.” The comparison of these two different styles leads 

to the conclusion that the nature of Uzanne’s Badauderies Parisiennes has to be 

recognized as intrinsically transitional, straddling over two different styles and thereby 

underscoring the discontinuity between tradition and modernity. The fact that 

Vallotton’s humorous and plate style challenged the traditional bibliophile’s liking for 

delicate and fine illustrated books, pushed Uzanne to employ Courboin as the second 

illustrator in order to alleviate the expected offence that might have hurt the most 

conservative and traditional collectors. However, the feedback from the 200 subscribers 

of the Bibliophiles Indépendants is nowhere to find—if not non-existent. The 

impossibility to retrace the history of the reception of the book, especially when it was 

published, impeaches us to know whether Uzanne’s strategy might have functioned 

satisfyingly. Nevertheless, after examining in the first chapter the combination of these 

two visual styles, it appears clearly that they could not really reach a harmonious effect 

in terms of coherency. However, Badauderies Parisiennes proposes a diversity of styles 

that could on the one side embody both the idea of tradition and modernity and on the 
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other side, illustrate the idea of diversity that is at play in terms of content with the 

crowds of various gawkers and the multiplicity of different gatherings depicted in the 

book. 

The second chapter has shown to which extent the topic of the crowd constituting 

the main content of the book is at the time epitomizing the concept of transition. By 

recontextualizing the specificity of Vallotton’s book jacket, the thirty relief prints and 

his previous depictions of the urban crowd at the time—when sociological theories of 

the crowd were reaching their peak—for which I have provided a better understanding 

of the badaud. Two specificities inherent in his work such as multiplicity and transience 

have also been discussed. Each of them embodies a striking feature of Vallotton’s time: 

the notion of multiplicity that refers to the increasing growth of population in France as 

well as the idea of transience that resonates with the unstable urbanization in the French 

society. 

Built upon this sociological background, I have attempted to underline the 

contrast between the badaud and the flâneur. The badaud in Vallotton’s illustration is 

seen from the point of view of the flâneur. It is a critical stance. In addition to 

Vallotton’s fascination with, and depiction of the badaud, this chapter also brings into 

discussion the way this figure was shaped in the fait divers and how Vallotton 

renegotiated some of its features according to the tropes common to the columns of the 

fait divers press. After comparing the visualization of the crowd in Vallotton’s prints 

and in the fait divers press, it was possible to understand Vallotton’s attitude toward the 

badauds. He supports its activities with a humorous tone smoothing the tension that 

might be intrinsic to the events at play, while, on the other hand, he mocks the way the 

crowd makes the individuals lose their individuality when they belong to a mass of the 

anonymous. In fact, according to his biographers, Vallotton harbored some sympathy 

for the socialists and anarchists, and it could be distinctly seen from his previous 

graphic works such as The Anarchist and The Charge of 1892, or The Demonstration 
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of 1893 (Figs. 106-108).191 This political “sympathy” can be identified also in the last 

chapter of Badauderies Parisiennes, “The Demonstrators” (“Les Manifestants”) (Fig. 

73). It can be also identified in the persons he collaborated with. Vallotton had 

previously worked at La Revue Blanche with Félix Fénéon, a declared anarchist, who 

contributed also to Badauderies Parisienne. It would have been interesting in this 

respect to develop further on and analyze the way Vallotton expressed his political 

beliefs in Badauderies Parisiennes. Whatever the case, one can also consider that the 

incoherencies we have analyzed in this thesis, might also be an expression of the 

anarchistic tendencies and sympathies at play within the intelligentsia of the time.   

Finally, I have attempted to re-contextualize the relationships existing between 

image and text within the context of the history of illustrated books and measure to 

which extent Badauderies Parisienne plays a transitional role in this history. It appears 

first that images have gained power in detriment to the text during the nineteenth 

century, as it is the case in Badauderies Parisiennes. Resting upon the priority of 

images over text in its production process, we have seen that such a unique phenomenon 

heralds the emergence of the Artist’s Book and thereby manifests the transitional role 

that Badauderies Parisiennes embodies throughout the history of illustrated books. 

Thus, Badauderies Parisiennes lives up to the expectation as a transitional work in 

terms of its illustrations, its printing technique, its content, its theme and the changing 

relationship between image and text in the history of the illustrated book. 

Nevertheless, the significance of Badauderies Parisiennes should be measured 

beyond the scope of the issue of its transitional dimension. After analyzing how the 

texts enter into dialogue with Vallotton’s images, we have noticed numerous 

incoherencies. The texts supposed to comment on the images present details and plots 

that are often very different, if not remote from what one can infer from Vallotton’s 

images. The multiplicity of voices expressed in the texts characterize the multiplicity 

                                                   
191	   Field, (as note 4), p. 72.	  
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of the badauds’ points of view. The absence of strict correspondences between the 

images and the texts which may be seen as a problem of coherence is on the contrary 

an effect Uzanne had anticipated and desired when publishing his book. If we examine 

Uzanne’s unorthodox pairing of illustrations and extend it to the multiple 

fragmentations that punctuate the entire book—such as the dynamics between the 

images and the texts and the discontinuity within the chapters themselves, all of which 

point to suggest that Badauderies Parisiennes plays both with the oxymoronic concepts 

of ill-matching and uncut-disunion, or with what Uzanne had coined in his own words 

an “heterodox marriage” or a “divorce without lacerations or ill-treatment.” Far from 

showing an unhappy marriage the book epitomizes the idea of a peaceful and happy 

divorce. The fragmentary aspect of the book as well as the deliberate incoherencies that 

punctuate it not only echoes Vallotton’s ability to depict the crowd as an intrinsic 

multiple and transient entity, but also responds to Uzanne’s first ambition to describe it 

with the same heterogeneity and multiplicity that characterize it, by hiring a “mosaic of 

voices”—the two illustrators and the fifteen authors—to embody and represent it with 

the most acute accuracy. 
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Figures 

 

Fig. 1 Félix Vallotton, Book jacket of Badauderies parisiennes - Les Rassemblements, 

physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy National Gallery 

of Art, Washington 

 

 

Fig. 2 François Courboin’s vignette and Félix Vallotton’s plate facing each other in 

Badauderies Parisiennes 
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Fig. 3 Félix Vallotton, Portrait of Octave Uzanne, woodcut, in L’Art et l’Idée, 1892  

 

 

 

Fig. 4 Félix Vallotton, Self-portrait, woodcut, in L’Art et l’Idée, 1892 
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Fig. 5 Félix Vallotton, “The Car’s Accident” (“L’Accident de Voiture”) from 

Badauderies Parisiennes,1896  

 

 

Fig. 6 Félix Vallotton, “The Hercules of the Crossroad” (“L’Hercule de Carrefour”) 

from Badauderies Parisiennes,1896  
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Fig. 7 Félix Vallotton, “The Modern Billposting ” (“L’Affichage Moderne”) from 

Badauderies Parisiennes,1896 

 

 
Fig. 8 Félix Vallotton, “The Angler” (“Le Pêcheur à la Ligne”) from Badauderies 

Parisiennes,1896  
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Fig. 9 Félix Vallotton, “The Palais-Bourbon’s Exit” (“La Sortie du Palais-Bourbon”) 

from Badauderies Parisiennes,1896  

 

 
Fig. 10 Félix Vallotton, “The Victim of Drowning” (“Le Noyé”) from Badauderies 

Parisiennes,1896  
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Fig. 11 Félix Vallotton, “The Military Music” (“La Musique militaire”) from 

Badauderies Parisiennes,1896  

 

 

Fig. 12 Félix Vallotton, “Around the Summer Concert Café” (“Autour du Café-

Concert d’Été”) from Badauderies Parisiennes,1896  
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Fig. 13 Félix Vallotton, “The Hawker” (“Le Camelot”) from Badauderies 

Parisiennes,1896  

 

 
Fig. 14 Félix Vallotton, “Insulting the Police Forces” (“Outrage aux Agents”) from 

Badauderies Parisiennes,1896 
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Fig. 15 Félix Vallotton, “Transport Network’s Work” (“Travaux de Voirie”) from 

Badauderies Parisiennes,1896  

 

 
Fig. 16 Félix Vallotton, “The Marriage” (“Le Mariage”) from Badauderies 

Parisiennes,1896  
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Fig. 17 Félix Vallotton, “The Drunkard” (“L’Ivrogne”) from Badauderies 

Parisiennes,1896  

 

 

Fig. 18 Félix Vallotton, “The Funeral” (“L’Enterrement”) from Badauderies 

Parisiennes,1896  
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Fig. 19 Félix Vallotton, “The Bomb” (“La Bombe”) from Badauderies 

Parisiennes,1896 
	  

 

Fig. 20 Félix Vallotton, “The Police Van” (“Le Panier à Salade”) from Badauderies 

Parisiennes,1896  
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Fig. 21 Félix Vallotton, “The Fire Accident ” (“L’Incendie”) from Badauderies 

Parisiennes,1896 

 

 

Fig. 22 Félix Vallotton, Un enterrement en province, 1891, woodcut, 25.7 × 35.2 cm  
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Fig. 23 Félix Vallotton, La Foule à Paris, 1892, woodcut, 13.7 × 19.4 cm, Armstrong 

Fine Art 

 

 

Fig. 24 Gustave Courbet, A Burial at Ornans, 1849-50, oil on canvas, 315 × 668 cm, 

Musée d’Orsay, Paris 

 

 
Fig. 25 Enlargement from Félix Vallotton, “The Angler” (“Le Pêcheur à la Ligne”) 

from Badauderies Parisiennes,1896  
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Fig. 26 Enlargement from Félix Vallotton, “The Funeral” (“L’Enterrement”) from 

Badauderies Parisiennes,1896  

 

  

Fig. 27 Enlargement from Félix Vallotton, “The Angler” (“Le Pêcheur à la Ligne”) 

from Badauderies Parisiennes,1896  

 

 

Fig. 28 Enlargement from Félix Vallotton, “The Angler” (“Le Pêcheur à la Ligne”) 

from Badauderies Parisiennes, 1896  
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Fig. 29 Enlargement from Félix Vallotton, “The Angler” (“Le Pêcheur à la Ligne”) 

from Badauderies Parisiennes,1896  

 

 

Fig. 30 François Courboin, One vignette of the chapter of “The Angler” (“Le Pêcheur 

à la Ligne”) from Badauderies Parisiennes,1896  

 

 

Fig. 31 François Courboin, One vignette of the chapter of “The Angler” (“Le Pêcheur 

à la Ligne”) from Badauderies Parisiennes,1896 
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Fig. 32 Octave Uzanne, The cover of La française du siècle: modes, mœurs, usages, 

1886, illustrated by Albert Lynch 

 

 
Fig. 33 Octave Uzanne, The cover of Le miroir du monde: notes et sensations de la 

vie pittoresque, 1888, illustrated by Avril Paul  
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Fig. 34 Octave Uzanne, The cover of Bouquinistes et Bouquinistes: Physiologie des 

quais de Paris, du Pont-Royal au Pont Sully, 1893, illustrated by Émile Masse  

 

 

 
Fig. 35 One vignette of La française du siècle: modes, mœurs, usages, 1886, 

illustrated by Albert Lynch  
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Fig. 36 One vignette of Le miroir du monde: notes et sensations de la vie pittoresque, 

1888, illustrated by Avril Paul  

 

 

Fig. 37 One vignette of Bouquinistes et Bouquinistes: Physiologie des quais de Paris, 

du Pont-Royal au Pont Sully, 1893, illustrated by Émile Masse  

 

 
Fig. 38 François Courboin, vignette from the chapter “The Barrack’s Entrance” (“À la 

porte des casernes”) in Badauderies Parisiennes,1896  
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Fig. 39 Enlargements from the vignettes of La française du siècle: modes, mœurs, 

usages, Le miroir du monde: notes et sensations de la vie pittoresque, Bouquinistes et 

Bouquinistes: Physiologie des quais de Paris, du Pont-Royal au Pont Sully and 

Badauderies Parisiennes 

 

 

Fig. 40 Avril Paul, vignette from Le miroir du monde: notes et sensations de la vie 

pittoresque, 1888 

 

 
Fig. 41 François Courboin, vignette from the chapter “The Angler” (“Le Pêcheur à la 

Ligne”) in Badauderies Parisiennes,1896  
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Fig. 42 Pierre Bonnard, Poster for La Revue Blanche, 1894  

 

 
Fig. 43 Félix Vallotton, Original drawing for “The Modern Billposting” (“L’Affichage 

Moderne”) in Badauderies Parisiennes, 1896 
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Fig. 44 Comparison between the enlargements of the original drawing and the printed 

version of “The Modern Billposting” (“L’Affichage Moderne”) in Badauderies 

Parisiennes, 1896 

 

 

Fig. 45 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 
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Fig. 46 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

 

 
Fig. 47 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

  

 



 
95 

 
Fig. 48 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

 

 

Fig. 49 Félix Vallotton, detial of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 
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Fig. 50 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

 

 
Fig. 51 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 
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Fig. 52 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

 

 
Fig. 53 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 
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Fig. 54 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

 

 

Fig. 55 Félix Vallotton, detail of the Book jacket for Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 
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Fig. 56 Félix Vallotton, original sketch for the book jacket of Badauderies parisiennes 

- Les Rassemblements, physiologies de la rue, pencil , colored pencil , ink and 

watercolor on paper, 23,5 x 37 cm, Galerie Vallotton, Lausanne 

 

 
Fig. 57 Félix Vallotton, detail of the original sketch for the book jacket of 

Badauderies parisiennes - Les Rassemblements, physiologies de la rue, pencil , 

colored pencil , ink and watercolor on paper, 23,5 x 37 cm, Galerie Vallotton, 

Lausanne 

 



 
100 

 

 
Fig. 58 Félix Vallotton, detail of the book jacket of Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 

 

 

Fig. 59 Félix Vallotton, detail of the book jacket of Badauderies parisiennes - Les 

Rassemblements, physiologies de la rue, 1896, Photo-relief, 34.1 × 54.1 cm, Courtesy 

National Gallery of Art, Washington 
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Fig. 60 François Courboin, vignette for the chapter “The Omnibus Bureau” (“Le 

Bureau d’omnibus”) of Badauderies Parisiennes,1896 

 

 
Fig. 61 “The ‘Le Petit Journal’ Airship Landing on Bagatelle’s Grass” (“Le dirigeable 

‘Le Petit Journal’ atterrissant sur la pelouse de Bagatelle”), Supplément illustré du 

Petit Journal, January 3, 1999, Bibliothèque nationale de France  
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Fig. 62 Félix Vallotton, Frontispiece of Paris Intense, 1894, Lithograph (zinc) on 

yellow woven paper, 21.9 × 31.4 cm, Courtesy National Gallery of Art, Washington 

 

 
Fig. 63 Félix Vallotton, Le Rire, Bleu d’aujourd’hui, Frontispiece of n. 1 December 

1894 
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Fig. 64 Félix Vallotton, “TheAccident” (“L'Accident”) from Paris intense, 1893, 

Zincography on saffron yellow paper, 22,1 x 31,2 cm, Cabinet d'arts graphiques des 

Musées d'art et d'histoire, Genève 

 

 
Fig. 65 Félix Vallotton, “TheAngry Horse” (“Le Cheval emporté”) from Badauderies 

Parisiennes, 1896  
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Fig. 66 Félix Vallotton, “TheSingers” (“Les Chanteurs”) from Paris intense, 1893, 

Zincography on saffron yellow paper, 22,1 x 31,2 cm, Cabinet d'arts graphiques des 

Musées d'art et d'histoire, Genève  

 

 
Fig. 67 Félix Vallotton, “Singers of Courtyard” (“Chanteurs des Cours”) from 

Badauderies Parisiennes, 1896  
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Fig. 68 Félix Vallotton, detail from “TheSingers” (“Les Chanteurs”) in Paris intense, 

1893, Zincography on saffron yellow paper, 22,1 x 31,2 cm, Cabinet d'arts graphiques 

des Musées d'art et d'histoire, Genève 

 

 
Fig. 69 Félix Vallotton, detail from “Singers of Courtyard” (“Chanteurs des Cours”), 

Badauderies Parisiennes, 1896 
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Fig. 70 Félix Vallotton, “To Detention” (“Au Violon”) from Paris intense, 1893, 

Zincography on saffron yellow paper, 22,1 x 31,2 cm, Cabinet d'arts graphiques des 

Musées d'art et d'histoire, Genève  

 

 

Fig. 71 Félix Vallotton, “Insulting the Police Forces” (“Outrage aux Agents”) from 

Badauderies Parisiennes, 1896  
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Fig. 72 Félix Vallotton, “The Student Parade”(“Le Monôme”) from Paris intense, 

1893, Zincography on saffron yellow paper, 22,1 x 31,2 cm, Cabinet d'arts graphiques 

des Musées d'art et d'histoire, Genève  

 

 
Fig. 73 Félix Vallotton, “The Demonstrators” (“Les Manifestatants”) from 

Badauderies Parisiennes, 1896  
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Fig. 74 Félix Vallotton, “The Rainstorm” (“L'Averse”) from Paris intense, 1893, 

Zincography on saffron yellow paper, 22,1 x 31,2 cm, Cabinet d'arts graphiques des 

Musées d'art et d'histoire, Genève  

 

 

Fig. 75 Félix Vallotton, “ThePresident” (“Le Président”) from Badauderies 

Parisiennes, 1896  
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Fig. 76 Félix Vallotton, “The Hercules” (“Les Hercules”), Le Courrier Français, 25 

February 1894  

 

Fig. 77 Félix Vallotton, “The Wrestlers” (“Les Lutteurs”), Le Rire, 9 November 1895  
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Fig. 78 Details from “The Hercules” (“Les Hercules”) of Le Courrier Français and 

“The Wrestlers” (“Les Lutteurs”) of Le Rire  

 

 
Fig. 79 Detail of “The Wrestlers” (“Les Lutteurs”), Le Rire, 9 November 1895  
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Fig. 80 Detail of “The Hercules of the Crossroad ” (“L’Hercule de Carrefour”) in 

Badauderies Parisiennes,1896  

 

 
Fig. 81 Félix Vallotton, “The Wreck” (“L’Épave”), Le Courrier Français, 6 May 1894 
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Fig. 82 Detail of “The Victim of Drowning” (“Le Noyé”) from Badauderies 

Parisiennes,1896 

 

 
Fig. 83 Detail of “The Victim of Drowning” (“Le Noyé”) from Badauderies 

Parisiennes,1896 
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Fig. 84 Félix Vallotton, “The Barrack’s Entrance” (“À la porte des casernes”) from 

Badauderies Parisiennes,1896 

 

     
Fig. 85 Figures of the Baker’s boy from “The Military Music” (“La Musique 

militaire”) (Fig. 11); “The Bomb” (“La Bombe”) (Fig. 19); “The Hercules of the 

Crossroad” (“L'Hercule de Carrefour”) (Fig. 6); “The Barrack’s Entrance” (“À la 

porte des casernes”) (Fig. 82); “Insulting the Police Forces” (“Outrage aux agents”) 

(Fig. 69)  
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Fig. 86 Eugène Atget, Mitron, 1899-1900, Paris 

 

 
Fig. 87 Félix Vallotton, “The Omnibus Bureau” (“Le Bureau d’omnibus”) from 

Badauderies Parisiennes,1896  
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Fig. 88 Félix Vallotton, “The Luminous Posters” (“Les Affiches Lumineuses”) from 

Badauderies Parisiennes,1896 

 

 
Fig. 89 Félix Vallotton, “The Balloon” (“Le Ballon”) from Badauderies 

Parisiennes,1896 
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Fig. 90 Félix Vallotton, “Waiting” (“L’Attente”) from Badauderies Parisiennes, 1896 

 

 
Fig. 91 Enlargements of “The Waiting” (“L’Attente”) from Badauderies 

Parisiennes,1896 
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Fig. 92 “An Arrest by bicycle” (“Une arrestation à bicyclette”), Supplément illustré du 

Petit Journal, August 30, 1896, Bibliothèque nationale de France	  

 

Fig. 93 Enlargement of “An Arrest by bicycle” (“Une arrestation à bicyclette”), 

Supplément illustré du Petit Journal, August 30, 1896, Bibliothèque nationale de 

France 
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Fig. 94 Félix Vallotton, “Insulting the Police Forces” (“Outrage aux Agents”) from 

Badauderies Parisiennes, 1896 

 

 

Fig. 95 “A Gate Keeper Victim’s Duty” (“Une garde-barrière victime de son 

dévouement”), Supplément illustré du Petit Journal, February 14, 1901, Bibliothèque 

nationale de France 
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Fig. 96 Comparison of details between “The Angry Horse” (“Le Cheval emporté”) 

from Badauderies Parisiennes, 1896 and “A Gate Keeper Victim’s Duty” (“Une 

garde-barrière victime de son dévouement”), Supplément illustré du Petit Journal, 

February 14, 1901, Bibliothèque nationale de France 

 

 

Fig. 97 John Amos Comenius, Orbis sensualium pictus (The Visible World in 

Pictures), 1658 
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Fig. 98 Les Français peints par eux-mêmes, Volume III, 1840-1842 

 

 

Fig. 99 J. J. Grandville and Pierre Verdeil, illustration in the chapter of “Monographie 

du Rentier” written by Balzac in Les Français peints par eux-mêmes, Volume III, 

1840-1842 
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Fig. 100 Pierre Verdeil, illustration in the chapter of “Monographie du Rentier” 

written by Balzac in Les Français peints par eux-mêmes, Volume III, 1840-1842 

 

 

Fig. 101 Félix Vallotton, “The Charmer of Bird” (“Le Charmeur d’Oiseaux”) from 

Badauderies Parisiennes, 1896 

  

 



 
122 

 

Fig. 102 François Courboin, First vignette of the chapter “Insulting the Police Forces” 

in Badauderies Parisiennes,1896 

 

Fig. 103 François Courboin, Second vignette of the chapter “Insulting the Police 

Forces” in Badauderies Parisiennes,1896 

 

Fig. 104 François Courboin, Third vignette of the chapter of “Insulting the Police 

Forces” in Badauderies Parisiennes,1896 

 
Fig. 105 François Courboin, Fourth vignette of the chapter “Insulting the Police 

Forces” in Badauderies Parisiennes,1896 
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Fig. 106 Félix Vallotton, L’Anarchiste (The Anarchist), 1892, woodcut, 17.1 × 25 cm 

 

 

Fig. 107 Félix Vallotton, La Charge (The Charge), 1892, woodcut, 20 × 26 cm 
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Fig. 108 Félix Vallotton, La Manifestation (The Demonstration), 1893, woodcut, 20.3 

× 32 cm 
	  

 


