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Alphonse Mucha was at the height of his
fame in the 1890s. “Le style Mucha” is
characterized by beautiful women with
long, flowing hair, curving, sensuous lines
and exotic flower motifs in subtle, muted
pastels. Although best known for his pan-
neaux décoratifs and celebrated posters for
the theater, the most popular of which is the
one he designed for Sarah Bernhardt,
Mucha was also a highly gifted illustrator.
He himself laid great importance on this
aspect of his work and it is in his book
illustrations that he gave full expression to
his main preoccupation in life—national-
ism and religion.

Mucha’s work was an inspiration to ar-
chitects and designers of that period who
translated his sinuous flower and plant
motifs into buildings and furniture. His har-
monious designs, sensitive colors and su-
perb draughtsmanship have deservedly
earned him the reputation as one of the
outstanding and influential graphic artists
of Europe. He exemplified and popularized
the Art Nouveau style of 1890 to 1910.

This stunning and colorful book is the
most comprehensive and accurate record of
Mucha’s work available. Included are 163
color plates that show the majority of his
panneaux and posters and a representative
selection of his illustrations for calendars,
menus, books, periodicals and postcards.
Several appear here for the first time since
their original publication. Insightful essays
by art history experts Marina Henderson
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and Anna Dvorak chronicle the artist’s life,
his achievements and his philosophies. A
complete catalog section contains 525 de-
tailed and illustrated items and an extensive
bibliography of books, periodicals and ex-
hibition catalogs that contain all the addi-
tional information about the illustrious
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ential artist.
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Opposite:
L31 Plate from Documents décoratifs, 1902.

FOREWORD

The revival of interest in Art Nouveau continues and the decorative designs of
my father, Alphonse Mucha, are still as much in demand today as when the first
edition of The Graphic Works appeared in 1973. This new revised and enlarged
edition includes many more of his works in colour — the majority of his best-
known panneaux and posters and a representative selection of his illustrations
for calendars, menus, books, periodicals and postcards, several of which appear
here for the first time since their original publication. Also included is an
additional essay by Anna Dvorak on my father’s illustrations for books and
periodicals. Though mainly remembered for his posters and panneaux
décoratifs in the Art Nouveau style, he was also a highly gifted and innovative
illustrator. He himself laid great importance on this aspect of his work and it is in
his book illustrations that he gave full expression to his main preoccupations in
life — nationalism and religion. His ambitions and ideals were, in fact, totally at
variance with the commercial graphic work that brought him his past and present
fame. Anna Dvorak discusses in detail his most important books, which contain
a complete statement of his philosophy, achievements and development in
various fields between 1889 and 1929, and reassesses this neglected and little-
known side of his work.

Recent research into the graphic works has revealed much new material and
information and the catalogue section has been extensively checked and revised,
with several new entries added. As a further check, the catalogue was then
circulated to various collectors and galleries for their comments. With 525 items
detailed, many illustrated, it is the most comprehensive and accurate record
available of my father’s work. The bibliography of books, periodicals and
exhibition catalogues has also been expanded, revised and updated.

JIRIMUCHA
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Opposite:
P22 La Musique/Music, panneau décoratif,
1898.

Marina Henderson

‘WOMEN AND
FLOWERS

The Life and Work of Alphonse Mucha

The image of Paris as a city of elegance, frivolity, extravagance and
sophistication, spiced with more than a hint of naughtiness, is the
legacy of the Belle Epoque, when Parisian society seemed to act out a
Feydeau farce to the accompaniment of the can-can. As the essential of
farce is the contradiction between reality and appearance, it is in
keeping that the period’s most fashionable decorative artist should be a
man whose life seems totally at variance with the work that made him
famous. Alphonse Mucha, whose delicately sensuous style epitomises
the urbane grace of French Art Nouveau, was a Czech, born in 1860,
next to the local jail in the remote Moravian town of Ivancice, who died
after being questioned by the Gestapo in Prague in 1939.

To examine the unlikely path by which Mucha travelled from
provincial obscurity to international fame is to sympathise with his
conviction that his life had been shaped by the direct intervention of
Fate. Certainly, at three crucial stages in his life, his future was
determined by chance encounters — in a country church, a small
market town and a Paris printing works.

The youngest son of a court usher who was ambitious for his children
and had destined Alphonse for the priesthood, Mucha as a child was
dominated by the two forces that he recognised as the inspiration for his
art — religion and nationalism. He was born in a region where Slav
language and traditions had only been retained with difficulty against
the Hapsburg policy of the Germanisation of Slav provinces and where
the emergent pan-Slavic and Czech nationalist movements were to find
some of their most fervent adherents. Throughout his life his favoured
associates were fellow-Slavs and he was eventually to reject the
adulation of Paris and New York to dedicate his art and twenty-five
years of his life to The Slav Epic for the Czech people.

Always deeply religious and convinced of the occult workings of the
supernatural in daily life, his first aesthetic experiences had sprung from
church ritual and music. He gained intimate knowledge of both as a
choirmaster at the great Baroque cathedral of St. Brno and maintained
a lifelong love for them. Perhaps the most significant encounter in his
life also took place in a church. Returning home from Brno after his
voice had broken, he chanced to visit the church at Usti nad Orlici,
which was being frescoed by the painter Umlauf. In the restricted
society in which he had moved, his undoubted precocious talent for
drawing was accepted as a pleasant pastime. Never before had he
realised that there were such people as living artists, and an artist he
now determined to become.

Few fathers have greeted such a decision with enthusiasm — and
Mucha’s father was no exception. For two years the boy acted as court
scribe at Ivancice, learning more from the endless amateur theatricals
he organised than the cases he reluctantly recorded. His release came
through the theatre. An application to join the Prague Academy having
been refused on the grounds that an artist’s life was too risky, Mucha
left home to become an apprentice scene-painter in Vienna, where he
was also able to attend some drawing classes. The near-bankruptcy of
his employers in 1881 left him workless and penniless and in the summer
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of that year he arrived, completely without plans or purpose, at the
small town of Mikulov. Here his sketches, displayed by a friendly
bookseller, were brought to the attention of the local landowner Count
Carl Khuen. Mucha received his first important commission from the
Count and for nearly two years worked at his castle, the Emmahof,
restoring family portraits and decorating the dining room with
classically inspired murals. A similar commission came from the
Count’s brother, at whose castle in the Tyrol Mucha’s work attracted
the attention of the German painter Wilhelm Kray, Professor at the
Munich Academy. It was through Kray’s encouragement and the
Count’s support that Mucha, in 1885, arrived in Munich for his first
formal art training. On leaving Munich after two years of study, and
having won two prizes, the Count suggested that Mucha continue his
studies in Paris. It was there, first at the Académie Julian and then the
Académie Colarossi, that Mucha first came into contact with the latest
art movements and theories.

The abrupt termination of his allowance in 1899 resulted in two years
of the artist’s traditional lot — starvation in a garret. He was saved
from this by his growing reputation as a skilled, versatile and
dependable illustrator. Initially his work was for cheaper journals like
Le Petit Illustré and other enterprises of the friendly publisher Armand
Colin, but he then secured a commission to illustrate Xavier Marmier’s
fairy tales Les Contes des grand-méres. These illustrations brought
Mucha’s first public recognition and gained an Honourable Mention at
the Salon. Slowly, during the next four years, Mucha consolidated his
growing reputation with increasingly prestigious commissions such as
his contributions to Seignobos’ monumental Scénes et épisodes de
Uhistoire d’Allemagne.

Until the end of 1894 there was little remarkable in Mucha’s life and
nothing particularly outstanding, certainly in a Parisian context, about
his work. Distinguished by a remarkable graphic fluency and a certain
elusive charm, his style, from the first surviving Mikulov sketches to the
Seignobos illustrations, was strictly within the high academic tradition.
Only in the isolated and now very rare calendar that he designed for
Lorilleux in 1892 is there a faint hint of ‘e style Mucha’. Self-taught to
a considerable extent, his innate technical skill had been well trained
under Herterich at Munich, but neither in form nor subject matter did
his work display any great originality, reflecting rather the influence of
established artists he admired — Meissonier, Delacrois, Doré and that
immensely successful painter of Viennese matrons in decent allegorical
nudity, Hans Makart.

It was the third crucial intervention of chance that produced the style
so essentially his own. In the afternoon of Christmas Eve, 1894, Mucha
was correcting proofs for a friend at the printing works of Lemercier
when Sarah Bernhardt, dissatisfied with the poster for her new
production, Gismonda by Sardou, telephoned demanding another
poster to be ready for billing on New Year’s Day. For want of another
immediately available artist, Mucha was offered the job and produced a
poster so radically new in design that from the moment it appeared on
the hoardings it became a collector’s piece (not unaided by Bernhardt’s
shrewd business dealings) and Mucha was catapulted to immediate
fame.

Not until recently have posters attracted the same critical attention as
in the Paris of the eighties and nineties when a new example by Chéret,
Toulouse-Lautrec or Steinlen merited reviews in serious art journals.
Now, when Art Nouveau posters are a staple of fashionable interior
decoration, it is difficult to appreciate the impact of Mucha’s
Gismonda, in many ways the most impressive poster he ever produced.
In 1895 its distinctive shape, muted colouring and exquisitely simplified
draughtsmanship, allied to a Byzantine richness of decoration, were
completely novel. The poster’s obvious merit, together with the
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P48 L’Etoile du matin/Morning Star,
panneau décoratif, 1902.

WOMEN AND FLOWERS

publicity value of anything or anybody connected with Bernhardt,
ensured that within a week Mucha was the most talked about artist in
Paris.

As a result of Gismonda Mucha signed a six-year contract with
Bernhardt during which time he designed nine outstanding posters for
her (of which only one, Les Amants, 1895, was not in the elongated
format he had established at the first). As well as posters he designed
costumes, sets and jewellery for Bernhardt and together they produced
two extremely successful plays, Rostand’s La Princess Lointaine and La
Dame aux Camélias. Her patronage and the sheer prettiness of the work
that Mucha was now producing, brought a flood of commissions and
one of the first to realise the commercial possibilities of his decorative
designs was the printer Champenois. In return for a fixed and generous
salary, Champenois secured the exclusive right to print as much of
Mucha’s lithographic work as he required. A shrewd businessman, it
was he who suggested the idea for the famous panneaux décoratifs.
These were basically posters, without textual matter, printed on quality
paper, or even satin, and sold in considerable quantities for framing or
display in private houses and shops. Of the surviving panneaux those
printed on satin, now rare, give the most accurate impression of
Mucha’s original schemes. Overwhelmed with work, he often did not
have time to correct the colour proofs of the many cheaper editions
printed on paper and which, even in the cases of corrected editions,
have tended to discolour. Although Mucha found his contract with
Champenois increasingly onerous and complained that he was being
commercially exploited, he produced some of his most attractive and
popular lithographic work for him, like the delightful Four Seasons of
1896, perhaps the most spontaneous and relaxed series, and the Four
Flowers, the most frequently reproduced of all his designs.
Champenois, who was not one to let a saleable commodity fade, used
Mucha’s designs repeatedly — as posters, calendars, panneaux and,
ultimately, postcards. These postcards reached a peak of production in
France around 1900 and are interesting both because designs originally
produced in monochrome are here first produced in colour and because
they proved useful in dating otherwise undated work. The variations in
colour can be attributed to the frequent occasions when Mucha was not
able to supervise the final printing. As time went on and he increasingly
lost interest in this sort of work, the colouring often tended to become
coarser and more harsh.

Within eighteen months of Gismonda, Mucha held his first one-man
show at the Salon des Cents in the galleries of the influential La Plume
magazine. Over four hundred items were displayed, two thirds
completed within the last two years, ranging from religio-historical
illustrations to his latest panneaux. The complete break in his style pre-
and post- Gismonda must have been patent but few critics paid much
attention to his ‘serious’ work, preferring to rhapsodise, with some
exceptions, over Mucha’s women and flowers. Thus, at the very start of
his success, attention was focussed on that aspect of his work which
Mucha came to despise and for which, paradoxically, he is now best
remembered. Mucha’s views on art are totally unexpected if, as is
general, only the decorative work in the idiom of his Paris period is
known and considered. To Mucha, art was essentially concerned with
the propagation of ideas that would contribute to the spiritual evolution
of the human spirit, hence his slightly unexpected admiration for Puvis
de Chavannes and other Symbolists. Mucha repudiated any description
or classification of his work as Art Nouveau, protesting that, as art was
eternal it could never be new. Equally, he refused to enter into any
discussions on his affinities and links with any individual school or
movement.

Mucha was a friendly, gregarious, attractive man, generous to a
fault, and during his Paris apprenticeship met many other artists. For
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six years his studio, which for some months he shared with Gauguin,
had been over the famous crémerie owned by Madame Charlotte, a
patron of modern art despite herself, and here he became familiar with
the latest experiments and theories of artists who were seeking to break
the conventions of academic art and to take art out of the Salon and
back to the people. He was unmoved by the arguments for and against
academic art and his admiration for the artists who had influenced him
in his youth persisted all his life. But with the gospel of William Morris,
spread by the enthusiastic Delius, he was in complete agreement. Mucha
welcomed the comparative cheapness of his lithographic work for this
very reason. Not for him the creed of art for art’s sake, art was for the
people.

On examination, his style can be seen to have affinities with many
trends current in the art world of the time — an interest in Japanese
graphics, the cloisonism of Gauguin and Grasset, the spangled skies of
Schwabe and Beardsley’s development of simplified line as the essential
element of composition. But to Mucha, his style was the natural
evolution of purely Czech artistic traditions, organically growing from
roots in the country he loved so well. The criticism that most saddened
him was that of jealous Czech artists who derided his work because ‘it is
French’. Perhaps the most convincing explanation of the sudden
efflorescence of Mucha’s style is that given by his son, Jifi Mucha, in
Alphonse Mucha, Posters and Photographs: ‘1 can only suggest that it
was the power of Bernhardt’s personality and the emotional force of the
scene in which he chose to depict her — on her way to church — in a
Byzantine setting, which acted as a catalyst on the diverse strands which
must have contributed to his artistic development’. For more than a
decade, until his first visit to America in 1904, Mucha’s studio in the rue
du Val de Grace became one of the sights of fashionable Paris. The
atmosphere there reminded one observer of the mysteriously lit interiors
of Czech Baroque churches. An impression of the confusion of bizarre
objects with which it was crammed can be gained from several of
Mucha’s own photographs where the studio appears as a background
for his models. He had moved to this larger studio towards the end of
96 in order to have room to complete one of his most interesting and
successful commissions, I/sée. Published in 1897 by Piazza, Ilsée was a
bibliographical rarity from the day of publication and has always
retained its value. It is Mucha’s most successful illustrated book,
displaying his authoritative mastery of design on every page and, at a
time of distinguished book illustration and production, it is
unquestionably a masterpiece. With what now appears a wanton
inability to appreciate the true strength of his work, Mucha, however,
preferred his designs for Le Pater (1899). In this book his supreme
decorative gifts, while as always apparent, were subordinated to an
emotional romanticism in the style he was later to perfect in The Slav
Epic. Indeed, in the chaotic months leading up to the Paris Exhibition
of 1900, Le Pater and similarly inspired murals for the Bosnia-
Herzegovina Pavilion, together with his extremely polished essays in
sculpture, were Mucha’s consolation for the increasing amount of
commercial work he was undertaking in the style demanded by his
popularity.

Between 1896 and 1902 Mucha achieved his maximum graphic output
and it was during this period, on balance, that his best work was
produced — the early panneaux, the superb Job posters of 96 and "98,
Zodiac, the poster for Moét & Chandon’s ‘Dry Imperial’ of 1899, the
forerunner of all evocatively glamorous travel posters Monaco-Monte-
Carlo (1897), lisée, Documents décoratifs (1902) and all but one
(uncompleted) of the Bernhardt posters. Already in the gorgeous La
Plume and Primevére of 1899 a certain hardening of his style can be
discerned and in the glowing Four Precious Stones (1900) maturity and
worldly wisdom have replaced the untested charm of his earlier models.

(2]
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His style is more tightly organised and more dependent on the
reiteration of certain stock motifs that people had come to expect in his
work. Amongst his later posters only a few, like Princess Hyacinth
(1911), totally captured the carefree, innocent sexuality that contributed
so greatly to the charm of his early work in Paris. What was lost in
spontaneity and originality was largely replaced by an astoundingly
confident graphic virtuosity and inventiveness — qualities apparent in
every attractive page of Documents décoratifs. lssued as a folio of
seventy-two plates, both monochrome and colour, many hand-coloured
under Mucha’s supervision, this was an encyclopaedic source for
Mucha’s style in every branch of decorative and applied art and one of
the few books on design where even individual plates are sought after by
collectors. Both in conception and execution it is superior to the later
Figures décoratives (1905) in which only a few plates are more than
pedestrianally competent.

Between 1904 and 1912 Mucha spent most of his time in America. His
reasons for visiting there were uncomplicated — money. In 1903 he had
met the young Czech girl that he was to marry, but being spendthrift
and generous had not managed to accumulate any capital in Paris in
spite of his high earnings. Sarah Bernhardt’s vivid account of the
profitability of her first American tour and his friendship with the
Baroness de Rothschild, who was only too happy to supply
introductions to suitably wealthy potential clients, seemed to augur
well. Moreover, he was now determined to establish a new reputation as
a serious painter and portraitist, a reputation which his very popularity
would make virtually impossible to acquire in Paris.

Mucha left Paris at the height of his fame, when the most popular
item at the Folies Bergére was the dancer Lygie in poses plastiques based
on his panneaux; and fashionable dress, theatre and costume design,
interior decoration and his many imitators all testified to the triumph of
‘le style Mucha’. On arriving in America, however, his hopes, from the
financial point of view, were soon dashed. New York welcomed him as
enthusiastically as Paris. Two full pages of panegyric in the New York
Times and countless social invitations heralded his arrival. But the
Mucha that America demanded was the Mucha of the posters and
panneaux, the type of work that he had determined to abandon.

During his years in America, Mucha’s main source of income was
from teaching, (he gave classes in both New York and Chicago). He
secured several commissions for portraits but painting in oil was a
medium he found tediously time-consuming although he greatly
enjoyed it. A task that also engaged much of his time was the complete
decoration of the German Theatre in New York (converted into a
cinema in 1909 and demolished in 1929). His graphic output in the
States was limited and much of it for magazines like Hearst’s. Perhaps
his most ‘commercial’ undertaking was a set of delightful soap
wrappers for Armour of Chicago, but no panneaux and only four of his
posters are known to have been designed and executed in the States. Of
these, two were for the theatre, one for the ill-fated super-production
Kassa (1908) starring the sadly over-ambitious Leslie Carter, and for
which Mucha also designed the costumes and sets, and a poster (which
does not appear to have been published) for Maude Adam’s one night
production of Schiller’s The Maid of Orleans (1909) at the Harvard
Stadium.

The most momentous result of Mucha’s American sojourn was the
support of the millionaire Charles R. Crane, who agreed to finance
what had become Mucha’s one ambition, The Slav Epic. In 1909, in the
teeth of violently jealous objections from local artists, he was
commissioned to decorate the Mayor’s Parlour in Prague’s Municipal
Building. In this task, for almost the first time, he felt that he was
enjoying his art to its proper end — the celebration of the spirit of the
Czech people. He produced a triumphantly theatrical fresco which,
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even today when national-heroic art is little esteemed, cannot fail to
impress. The Slav Epic, twenty vast panels in tempera and oil depicting
incidents from Slav history, was completed between 1912 and 1928.
Executed with all the technical skill and mastery of composition
inseparable from any of Mucha’s work, one cannot question the
effectiveness of these monumental pictures. What can be questioned is
whether Mucha’s unique abilities were used to their best advantage in
this genre. For, with the exception of his work for Bernhardt, for whom
he had unstinted admiration and with whom he shared a deep rapport,
it can be argued that the less Mucha’s ideals and emotions were aroused
by his subject, the more direct and individual the impact of his art. The
posters he designed in Czechoslovakia, the majority for charitable
organisations or national events, are unmistakably Mucha but rarely as
successful as the purely ‘commercial’ work he was doing in France at
the height of his fame. In place of effortless elegance there is a striving
to communicate emotion which too often only succeeds in creating an
uneasy imbalance between form and content. An uncomplicated,
successful and, as far as can be judged, fundamentally happy man,
Mucha’s strength lay in his celebration of natural and feminine beauty.
His best work seems to flow from an inner equilibrium between an
uncomplicated response to physical beauty, whatever its manifestation,
and a rarely surpassed graphic dexterity and ornamental fluency. In
attempting to communicate emotional or intellectual concepts, this
equilibrium tended to be thrown out of balance and the result, however
competent, lacks the qualities of Mucha’s best design —
uncomplicated, immediate and totally satisfying grace.

After the glittering scene of fin de siécle Paris, Mucha’s later years,
spent largely in Czechoslovakia, must inevitably seem an anti-climax.
But in the context of his family life, and in his assurance that he was
directly serving the nation with his designs for stamps, banknotes and
even policemen’s uniforms, for all of which he would not accept any
payment, he appears to have been fulfilled. His European and
international reputation was kept alive by the extremely successful
exhibition of his work at the Brooklyn Museum in 1921 (which featured
The Slav Epic) and a comprehensive retrospective exhibition at the Jeu
de Paume in Paris in 1936. Already by then his art did not seem so much
outmoded as representative of a Europe and a civilisation that had
disappeared, in which the douceur de vie, whose passing Talleyrand had
lamented in the Revolution, had briefly been revived.

Mucha was an old man when the Germans marched into
Czechoslovakia in 1939, His life had seen the birth and the effectual
death of the nation that had for so long been the focus of his
aspirations. He was one of the first in Prague to be questioned by the
Gestapo and his health, already suffering, did not long withstand the
interview. Three months later he died, leaving behind him an
unparalleled collection of every aspect of his work done in a long and
ultimately successful life.

Among the cognoscenti, Mucha’s name was never forgotten but it
was an exhibition at the Bibliothéque Forney in Paris in 1966 that again
drew general attention to this superb decorative artist. Since then his
work has been amongst the most sought after of any Art Nouveau
artist, and at a time of proliferating poster reproduction, his posters
and panneaux are internationally perhaps the most consistently
popular. As a considerable quantity of lithographs were published
during Mucha’s lifetime under his direct supervision, either drawn
directly on the stone but more often transferred from carefully detailed
sketches, a substantial number are still available and appear regularly at
international salerooms. This catalogue of Mucha’s printed work has
been produced in response to the immense popular interest in these
items, an interest which Mucha, with his belief in the relevance of his art
not to the few but to the many, would be the first to welcome.
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The number preceding each caption refers to the catalogue entry at the back of
the book, where full details are given. The date is for the year in which the item
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P3 PRINTEMPS/SPRING, 1896 P4 ETE/SUMMER, 1896
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P18 LE FRUIT/FRUIT, c.1897
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P17 LA FLEUR/FLOWERS, c.1897
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P20 LA DANSE/DANCE, 1898
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P23 NENUPHAR/WATERLILY, 1898
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P25 FEMME AU CARTON A DESSINS/GIRL WITH EASEL
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1899

LA PLUME/THE PEN,

P27

OLYANTHUS, 1899
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LA PRIMEVERE/E

P26
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P29 ECLAT DU JOUR/DAYBREAK, 1899
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EVEIL DU MATIN/MORNING AWAKENING, 1899
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P30 REVERIE DU SOIR/EVENING REVERIE, 1899 P31 REPOS DE LA NUIT/NOCTURNAL SLUMBER, 1899




P34 LA TOPAZE/TOPAZ, 1900 P35 L’EMERAUDE/EMERALD, 1900
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P37 LE RUBIS/RUBY
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P36 L’AMETHYSTE/AMETHYST
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P39 FEMME A LA MARGUERITE/WOMAN WITH DAISY, ¢.1900
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P40 FEMME PARMI LES FLEURS/WOMAN AMONG THE FLOWERS, ¢.1900




P41 LE LIERRE/IVY, 1901
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P42 LE LAURIER/LAUREL, 1901
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P43 BRUYERE DE FALAISE/HEATHER, ¢.1901
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P44 CHARDON DE GREVES/SEA-HOLLY, c.1901
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P47 L’ETOILE POLAIRE/POLE STAR, 1902

P46 L’ETOILE DU SOIR/EVENING STAR, 1902
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P49 ETE/SUMMER, 1903 P51 HIVER/WINTER, c.1903
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P50 AUTOMNE/AUTUMN, c.1903
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A3 AMANTS, 1895
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A4 FLIRT — BISCUITS LEFEVRE-UTILE, c. 1895
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A3 AMANTS, 1895
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A4 FLIRT — BISCUITS LEFEVRE-UTILE, c. 1895
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A8 BENEDICTINE, 1896
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Al10 LORENZACCIO, 1896
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All LA DAME AUX CAMELIAS, 1896
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Al5 LA SAMARITAINE, 1897
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ImPp. P, CRAMPENQIS PARIS.

<1Al6b SARAH BERNHARDT/LA PLUME, 1897 Al7 LA TRAPPISTINE, 1897
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Al19 SALON DES CENT, 1897
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A2l MONACO MONTE-CARLO, 1897
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A22 CHAMPAGNE RUINART, 1897
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IMPRIMERIE CASSAN FILS, 1897
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A26 BIERES DE LA MEUSE, c.1897
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A27 CYCLES PERFECTA, c.1897
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A30 BLEU DESCHAMPS, c.1897
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A33 MEDEE, 1898
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A34 NESTLE’S FOOD FOR INFANTS, 1898
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A36 JOB, 1898
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A39 MOET & CHANDON ‘CHAMPAGNE WHITE STAR’, 1899
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Ad) MOET & CHANDON ‘DRY IMPERIAL’, 1899
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A4l NECTAR, 1899
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T, 1899

A42 HAMLE
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Ad43 LA TOSCA, 1899
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OESTERREICH AUF DER WELTAUSSTELLUNG, 1900
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EXPOSITION UNIVERSELLE = INTERNATIONALE

ESTLOUITS imsums

DU 30O AVRIL au 3O NOVEMBRE 1904.

pE PARIS A STLOUIS o
6 JOURS DE STEAMER
ET 1 JO%JR BE CH Mi?i DE FER

lMPORTANCE DE L EXPOS!TION

PHILADELPHIE 1876 _— 95 Hecrares .  CHicAGO — 1893 __ 240 Hecrares
PArIS 1900 _ 135 Hectares  °| STLlouts 1904 _ 500 Hecrares

N

g

HDP. R.CHAMPENQIS . PARIS

AS1 EXPOSITION UNIVERSELLE & INTERNATIONALE DE ST. LOUIS, 1903

[74]




A55 LESLIE CARTER, 1908
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A66 MUCHA EXHIBITION, 1921
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AT75 LUCHON LA REINE DES PYRENEES/LUCHON QUEEN OF THE PYRENEES, c. 1896
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Cda LA PLUME/ZODIAC, 1896
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ADOLESCENCE
C9 CHOCOLAT MASSON/CHOCOLAT MEXICAIN, 1897
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VIEILLESSE/OLD AGE

C9 CHOCOLAT MASSON/CHOCOLAT MEXICAIN, 1897
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C5 BISCUITS LEFEVRE-UTILE, 1896
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C12 LEFEVRE-UTILE, SARAH BERNHARDT — LA PRINCESSE LOINTAINE, 1903
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Aucun phisir pour Jaufré ne valait sa promenade quotidiennc &
travers les allées fleuries du verger seigneurial. La douceur pourprée
des fruits sur un ciel tendre et clair, la vigueur des treilles dorées et, au

temps. la neige parfumée des pommiers et des péchers étaient pour

lui un spectacle toujours émouvant. Mais pour les fleurs surtout sa
tendresse était infinie. Il aimait parcillement les fleurs du erépuscule
et les fleurs du matin : les corolles simples des bois et les calices des iris
triomphants: la langueur ineffable des aénuphars: les viclettes, agréables
aux saintes des vicilles légendes et comme elles humbles et modestes:
Ies lilas plus beaux de mourir bientdt et d¢ ne aitre jamais que la
douceur du printemps; les clématites échevelées le long des sentiers
qui hésitent sur les lisitres; les jasmins au parfum jaloux et les liserons
aux grappes obstinées; mais par dessus tout, dans leur radicux éclat
de franchise et de gaité, les roses de France. 3
Pour lui les fleurs avaient uoc dme: cn respirant leur pacfum il

qu’il avait tant aimées, et ses levres allaicnt
toucher les levres d'liséc, les levres de sa
vision, lorsque la vic s'envola, tandis que
toutes les colombes du rivage venaient briscr
leurs ailes palpitantes contre les vitraux de
la grand'salle.

La sérénité des yeux de la princesse ne s¢
troubla point et. prepant aux mains des
femmes qui l'entouraient des voiles remplis
de fleurs, clle les sema sur le corps du
chevalier:

Je vous apporte en ces veoiles 4 humbles
fleurs quc mon scul amour a fait naitre.
Voici les roses églantines, voici les simples
violettes, jen ai parfumé mes mains et mes

R

pillaicnt ot dévastaient fes récltes ot les
meissons, il faillit céder sous Je nombre des
cnncmis : Mmais par un prompt ct miraculcux
retour de fortune, ceuxd perdirent soudain
toute assurance of cc fut & travers les
rochers aux silhouettes étranges et terribles
un épauvantable carnage. Les cadavres par

nonccaux couvrirent la plaine; les ruisscaux
coultremt rouges de sang. ot lorsque I'obs-
cure clarté de k nuit baigna la plaine. ce ne
fut qu'un champ de dtrimém et de silence
o) s'étcignaient les dernit plaintes des
agonisants. Le ocur nawré e s cruclle
victeire. ct. comme scs hommes d'armes &
toute bride couraient au pillage de quelques
villages voisins, Jaufré s'agensuilla ot récita
teut bas la pritre des morts. A o¥é de lui,
deux jeunes hommes, blessés au cocur dun
csup de lance. sommcillaient & jamais, pres-
que cmbrassés. Plus loin. un vieillard, dom
les cheveux blancs s'étajent soudain teimés
de la pourpre des batailles, gisait les mains
jeintes pour les ltanies : ua soudard, &crasé
caatre un rocher. portait & sa lewre erispéc

Je suis la servante des fleurs. Je vous apporte des roses et des viclettes.

Et ce fut vraiment par les fleurs. l'extréme-onction du Réve.

fisée £t caterrer le corps de cher scigneur dans un simple
tombeau de porphyre brut: clle n'eut point bescin d'en feurir les
alentours, une forét de lys y poussa en une scule nuit.

La princesse de Tripoli se retira dans un de ces monastéres que des
femmes d'Europe avaicnt fondés sur la cite africaine.

Elle y véeut dans la priére du seul scuvenir de son réve

Longtemps, dans la ville de Blaye. cn attendit Ic retour du jeunc
seigneur ¢t lc chiteau déscrt s'écroulait lentement dans ['eau noire

L1l ILSEE, PRINCESSE DE TRIPOLI, 1897
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L11 [ILSEE, PRINCESSE DE TRIPOLI, 1897
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L22 CHANSONS D’AIEULES, c.1898
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F. CHAMPENOIS H. PIAZZA & C=

IMPRIMEUR-EDITEUR « L'EDITION D'ART »
66, B* S.-MICHEL, PARIS 4» RUE JACOB, PARIS

L23 LE PATER, 1899

[96]
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