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BAD TASTE IN THE CHURCH

One of our number recently had the good fortune to have a rather original image of the Sacred Heart published by one of the rare publishers of sacred imagery who is at the same time a man of taste. It happened that a very cultivated curé in the vicinity of Paris placed it in the salon of his rectory. But after suffering the repeated comments of all the lady patronesses and churchwardens that the image was a horror, he decided to retire it... This true story explains why, in all the applied arts: vestments, stained glass, goldsmithing, etc., and, finally, in architecture, it is always the most banal forms, the most mediocre, the déjà-vu, which are triumphant. 

Such inert, superannuated, really dead forms do not correspond to the expansive, many facetted evolution of the Church’s life, and are incapable of giving expression to the ways in which it is currently manifesting itself. At a time when the apologetics of a Bloy or of a Péguy, or Claudel’s poetry, or neo-Thomist intellectualism are renewing Catholic thought, ever active and ever living as it is, do we have a sacred art capable of sustaining the prestige of Catholicism, and which, in the words of Fr. Sertillanges, "brings into a relationship with God, through Christ, the beauty of human life, with everything that follows from it, and all its possible ways of flowering"?
 
In associating religion with ancient forms, have we not seen that we are handing an argument to those who hold that the Church’s role in society is henceforth finished? But, seen from another point of view, one could say that this mistrust of the modern, this fear of life, comes from a narrow, false idea of morality. Modern art is an art of perdition, sensual, realist, revolutionary? I maintain that, on the contrary, nothing is religious in art which is not living, which does not spring forth from the sensibility, the piety, of the artist. It is with all that in mind that Claudel has written that "modern churches have all the fascination and pathos of a confession heavy with sins to confess. Their ugliness is the external manifestation of all our sins and faults, weaknesses, indigence, timidity of faith and of feeling, dry hearts, disgust for the supernatural, domination by conventions and formulas, exaggeration of individual and disordered practices, worldly luxury, avarice, vain boasting, bad humour, phariseeism, puffery..." But nonetheless, he adds, the internal soul remains alive... That is what we must not tire of repeating. I don't want to dwell too long on this bill of accusation. But there is still this which I wish to say. 

Those among us averse to change, in their mistrust for life and modern art, our Jansenists in their fear of Beauty, have an excuse for feeling they don't need the services of artists. We need, they say, to ensure the essentials of worship in the greatest possible number of sanctuaries. It is therefore necessary to obtain, as quickly and inexpensively as possible, the necessary ornaments: they must thus be mass-produced, easily obtainable on any day of the week, economical: that is everything. Well then! No. If one should eliminate the artists, there are manoeuvres to replace them. These will confuse the beautiful with the pretty or the tinselly, and piety with the pallid. Such a simulated art might please the greatest numbers but it does no-one any good; it is unworthy of the mysteries it represents, unworthy of the believers whose prayer it expresses, unworthy of widows and mothers in mourning, of those who love and those who weep! Henceforth it matters little that such an art be catalogued, that it have salesmen, set prices, stores full of customers. The advantage of low prices is no compensation for inferiority, for indecency. 

When we lived at a slower pace, when the workshops of artists and craftsmen offered clergy and donors that which they now demand from large stores, poor churches as well as rich found the means to be supplied. Those dating from the fourteenth century and which in Italy have not been robbed of their treasures, still display marvels of Christian art which one would seek in vain in modern churches. Some have a humble Franciscan quality, with their frescos from the Scuola of a great master, their trimmings and altars in painted wood, their modest ornamentation; others, enriched by generous princes or by flourishing cities, by the resources of religious orders or by the generosity of pilgrims, are filled with magnificence. But all, rich or poor, contain only works of art, almost always made specially for them, in which the imagination and handiwork of the worker, the artist, knew how to express at once religious truth and life by means of beauty. 

INITIATIVES TOWARDS RENEWAL

It is not impossible, given the present state of the economy, to achieve, in conditions that are perfectly manageable, analogous results. There are artists whose convictions and talents indicate their suitability for work of this kind. There are the necessary resources, and I am assured that I was mistaken when, at the conference I made for the Revue des Jeunes at the Salle de Géographie in February of 1919,
 I reproached Catholics for not having a budget for fine arts. And were we wedded, as Henry Cochin
 has written, to simplicity and poverty which do not exclude beauty, we ought to recall that Christian art was born in the catacombs... What is lacking is for artists to organise themselves to supply the aesthetic needs of the churches; and for confidence to be placed in the artists.

Several groups of Catholic artists have recently applied themselves to accomplishing this double task - to organise themselves and to gain the necessary recognition. There are the Société de Saint-Jean and the group L’Arche; and, in Switzerland, the Société de St. Luc et St. Maurice; or associations of enlightened amateurs, such as the Amis des Cathédrales or the Amis des Arts Liturgiques; or, for instance, a publisher of sacred art, Louis Rouart,
 whose initiatives have already had a most beneficial influence. This is also the goal proposed by the School of Sacred Art which Georges Desvallières and I wish to create on the basis of a straightforwardly corporate form of organisation. I shall explain presently why this is a matter of interest.

The group of St. Luke and St. Maurice in Suisse Romande is a new development; it declares itself able to supply the whole decoration of a church and all the articles necessary for worship. Messrs. Cingria, Guyonnet, Poncet, G. de Traz, are so French in heart and culture that I do not hesitate to include them under the heading of French groups. They have every sort of boldness and technical curiosity, together with a highly refined sense of modern decoration. 

It is to be desired that the Union Centrale des Arts Décoratifs should soon open its doors to a new exhibition of Christian art, so that we can judge the results of these different efforts. Foreign contributions, above all English and also Belgian, would, believe me, be most interesting.
 In the meantime, we must be content with an incomplete documentation, whose basis is the 1911 exhibition.

in architecture

For the last twenty five years architects all over France have, for example, constructed religious buildings which testify to an activity which is often very intelligent. They are certainly not well-known. Photographs are either nonexistent or unavailable. A glorious page of the history of the French Church could be written if, going back to the Second Empire, its evolution might be followed up to our own time. Fr. Abel Favre has done so in his Pages d’art chrétien. Ever since Viollet-le-Duc’s church of St. Denis (1865), that great project of gothic renovation, more logical and better realised than Gau and Ballu’s Ste. Clotilde (1845); since Bossan’s Ste. Philomère d’Ars (1862), the first attempt at that greco-romanesque gothic style which flourished at Fourvière (1872); since Ballu’s La Trinité (1867) and Baltard’s St.-Augustin (1871), with its steel columns and imposing cupola, two churches which modernised the Renaissance type - one can say that architecture has evolved in the direction of rational construction, of decorative simplicity, of the use of new materials. Alas, we have not hesitated to instal ourselves in the left-overs of Viollet-le-Duc, moreover badly understood: we have had fake gothic, fake romanesque, fake byzantine to satiety; we have mistaken the formulas of admirable times for eternal architectural principles; and the great majority of church buildings have felt obliged to "do" the twelfth and thirteenth centuries. Nevertheless, this effort to reconcile the traditions of the Middle Ages with the needs of our time, archaism with life, has given us such monuments as St. Pierre de Montrouge and the Chapel of the Rue Bizet by Vaudremer, Vaudoyer’s Notre-Dame de La Garde and the Major at Marseille;
 Sacré-Coeur de Montmartre by Abadie, as continued by Magne. Dom Bellot’s monastic constructions, whose inspiration is so fresh and young, renew that style, and similarly M. Storez, in his chapel of Roches, has renewed, by a contrivance both ingenious and charming, the wooden Gothic vault.

The same desire to renew the styles of the past may be noted in the works of Richardière, Chirol, Placide Thomas and M. Sainte-Marie Perrin as well as Fr.Abel Favre, responsible for the chapel on the Rue François 1er. At the same time, reinforced concrete was being used for church construction, whether using principles analogous to those of metal construction, as at St. Jean de Montmartre (A. de Baudot, 1894), or whether, by a more supple technique, dissimulating the materials utilised and instead simulating stone, as in the very original churches of M. Barbier at Bécon and Nanterre, or as at St. Paul’s of Geneva, the impeccable work of M. Guyonnet. Let us also mention works by Fr. Boubel at Jerusalem, and at the cathedral of Oran (1912), to which the Messrs. Perret contributed under the direction of Ballu, and which, by its logic, beautiful proportions and harmonious covering in ceramic tiles, is one of the most beautiful specimens of religious architecture of these last years. But it is, perhaps, the new church at Vincennes, by Messrs. Droz and Marrast, with its hanging cupola, which gives the best idea of what may be achieved by the judicious employment of reinforced and cast concrete. Cast in rigid molds, as is known, cement does not lend itself to elaborate baroque forms [des profils de carosserie] after the manner of St Jean de Montmartre, or to Gothic pastiche. It calls forth monumental forms, great classical elements, vast ceilings and vaults as in Roman basilicas or audacious cupolas as in Byzantine churches. 

IN PAINTING

At that same exhibition, painting brought together the most diverse works and most contradictory, from Puvis de Chavannes to Paul Sérusier, from Carrière to Burnand, 
 and even from Lameire
 to Marcel Lenoir.
 What painter’s imagination has not been aroused at some time by religious emotion? But it was mostly a matter of easel paintings. Decorative work can't be shown in an exhibition. Moreover, few painters have been given the occasion of realising a whole schema, to undertaking the decoration of a whole church! He who writes these lines passes for being privileged, as he has painted a chapel which is no longer in use (Sainte Croix du Vésinet), two little cupolas in the parochial church of Vésinet, and St. Paul’s at Geneva. Albert Besnard decorated the chapel at Berck; Mlle. D’Anethan the little church of Boffre, in the Ardèche. We are aware of the great work of M.Henry Lerolle in Caen, Dijon and Paris; that of Paul-H, Flandrin at Jerusalem and Rouen. Messrs. Aubert, Moreau-Néret, Merson and Pinta have painted murals. It was M. Aubert who decorated the church of Nôtre-Dame des Champs. M. Merson executed the mosaics of the apse at Sacré Coeur. M. Maxence produced paintings and mosaics for the basilica of Lourdes. But neither M. Desvallières nor Mme. Lucien Simon,
 true innovators, have received commissions from any church. Desvallières’ works shown at the salons: Christ at the Pillar, The Good Thief, The Banner of the Sacred Heart are not only pathos-filled images and fervent acts of faith, but also admirable decorative pages, composed, constructed, solidly written. How has the apologetic value of such work, shining with lyricism and power, escaped our priests? They whom the war found ready to make any sacrifice, have they not found in Desvallières the painter of the Man of sorrows and heroic Christianity? Mme Lucien Simon’s art - her Annunciations, Madonnas, angels - would be suitable by their qualities of tenderness and joyous candour, to chapels dedicated to the Virgin Mary.

stained glass

Stained glass has not, or had not, it seems, given such satisfying results in the creation of new work as in the restoration of the old. French glassmakers are absorbed too much by maintaining the stained glass of our cathedrals: they excel in this, but the imitation of ancient models leaves them neither the time nor a taste for innovation. Let us make an exception for G. Décôte, whose cartoons for Fourvière and for the Church of the St.-Sacrament of Lyon we saw, and let us also note the names of Messrs. Henri Carot, Gaudin, Laumonerie, Socard, Gsell-Maury, Tournel. In Switzerland, on the contrary, without mentioning the dazzling stained glass windows of the Polish Mehoffer at the Collegiate church at Fribourg, artists of the romande tendency, of very French culture, Messrs Alexandre Cingria, and Marcel Poncet, have created, at Nôtre-Dame and at St. Paul in Geneva, windows of shining colour, remarkable for their invention and technique. 

printing

Printing, which has its own considerable importance, has ceased being an original art. It has become, as with engraving in general, an art of reproduction. In 1911, it was represented by Messrs. Azambre and Breton. It would benefit greatly from a return to artistic and typographic procedures as practiced by the ancients, procedures such as woodcut and engraving with a burin. Lacking those classical procedures, employed by artists with their own hands, we should reproduce, as has André Marty in a very impressive manner, facsimilies of artists’ drawings, instead of giving to this type of production a uniform, tedious and sadly photographic aspect. Much better results have in the meanwhile been obtained thanks to L. Rouart, and to the talents of Messrs. Robert Bonfils, Carlègle, etc., and from master engraver J. Beltrand. It is true that by 1911 we had, apart from Beltrand's admirable woodcuts, etchings by Bouroux, Marcel Roux, Bernard Naudin, and above all the Disciples at Emmaus, the Good Samaritan, the Despoiling of Christ, by Forain, plates worthy of Rembrandt, magnificent examples of truly modern and truly Christian art. 

goldsmithing

Goldsmithing, putting aside the chalices and the crown of Sacré-Coeur by Bourgoin, had nothing comparable to the submission of Jean Brom from Holland, which, despite an excessive ornamentation, was worth more than our perpetual pastiches of ancient styles. 

garment-making

In vestment-making, Mlle. Sabine Desvallières exhibited some remarkable and very original embroidery. A pupil of Mme. Ory-Robin, she was inspired by the spirit, not by the letter of the reforms that the Benedictines have attempted in work of this kind, which has to observe precise requirements imposed by the liturgy. Since then, still at the Pavillon de Marsan, we have seen very beautiful and abundant examples of this feminine art. The women’s workshop of the Union centrale , under the enlightened influence of Mme. Carnot, and other workshops founded after the war to furnish vestments to devastated churches - the Benedictines of the rue Monsieur, Mme Ory-Robin, and, finally, Mlle. Desvallières - have made of vestment-making an original art, renewing both its procedures and its originality. This is one of the most triumphant manifestations of the ingenuity of Frenchwomen, of their good taste and their artistic activity during the great war. Textile-art, as represented by the silk brocades of [Jules] Coudyser, manufactured [?édité] by Cornille, is deserving of equal praise. 

sculpture

There was an interesting collection of medallion-makers, from Ponscarme and de Roty to Lamourdedieu and Barrilet. But what shall we say of sculptors? Most have made only the rarest incursion into the domain of religious art. There are Christians who are sculptors, and there are unbelievers who from time to time do work for the churches. We know two noble figures of Joan of Arc by Bourdelle, bas-reliefs by Camille Lefèvre, a St. Francis by Mme Besnard, figures by Pierre Roche, responsible for numerous decorative motifs at St. Jean-de-Montmartre, statues by Bourgouin, Quilivic, Saint-Marceau, Mlle. Thiollier, R. de Villiers, Castex, Croix-Marie, Charlier, Py, they are all specialists in the field. We await impatiently a work of religious sculpture which would be as remarkable in plastic originality as it is in the feeling expressed: up until now we have seen nothing in modern art, that would be the equivalent of, for example, a painting by Desvallières. I would go so far as to say that it is of work of this kind that we have the most need; a church can do without paintings, but not without statues. The piety of the faithful demands one for every object of devotion. It is certainly a disheartening problem for an artist to create a model that will be mass-produced, enlarged, shrunken, painted garishly, for use anywhere. It is quite another matter to translate into an original style attitudes, drapery, and expressions already fixed by tight conventions, to renew them without shocking the habits of the faithful, more demanding here than they are in matters of painting. To renew subjects such as Our Lady of Lourdes, Saint Anthony of Padua, the Sacred Heart, we lack a man of genius. 

But if we consult the example of the ancients, we can see that the principal remedy for this crisis is to renounce the creation of "models". Sculpture associated with architecture - statuary, or, better still, bas-relief, made expressly for a given place - that would already introduce us to the discipline of the work and of logic. 

THE SCHOOL

Alas! We are in a hurry. The needs are innumerable; and we want "low prices." With the collaboration of M. Py, Mlle. Reyre, to whom we owe a set of stations of the cross which are easily reproduced, has executed an excellent Pietà in coloured wood. This very simple work is available at a very moderate price. How would it be if we should organise so as to produce, with the collaboration of students who would be formed in that task, unpretentious works devoid of luxury, but made with love! We must gather willing spirits around a center of life, of Catholic thought and of modern teaching. I say: modern, for want of a better word to express what there should be of life and youth in such teaching. To develop the sensibility, to free the imagination of the students, while forming them in the fine arts, cultivating their reason and taste; to consult with them the arts of the past, inculcating love and respect for them, while at the same time warning them against prejudice and routine; showing them the principles that are fixed, the continuity of tradition, but at the same time the vacuity of academic formulas and the vanity of pastiche; turning them away from all the paradoxes, those of the ignorant and of the lazy, all the while cultivating their spirit of invention and their love of life; initiating them into the various systems of religious art - hieratism, allegory, symbolism - while not losing sight of the fact that the principle of religious expression is found in the original and naïve observation of nature and the personal experience of the interior life: that is the program I propose to our school of sacred art. 

That school exists.
 Setting forth its aims would be the best conclusion for this book. In his 1910 project, An art school under the protection of Nôtre-Dame de Paris Georges Desvallières wrote: "It is life that will be the basis for all our artistic education. Life examined, scrutinised, encountered in all its intimacy. That daily exploration shall be undertaken with the Gospel in hand; and this study will enlighten us as to what God requires of the modern artist." The role of the master shall be to organise all elements, to provide a method to ensure their functioning; in the final analysis, to allow the student to benefit from his experience: technical, intellectual and even, spiritual.

 It is not a matter of forming young persons in the vague, purposeless manner of the academies. They must be engaged in the execution of works which have a precise end in view. They will thus reap benefit, first from the standpoint of their technical formation, but then also because, as assistants to their masters, they will share in the material rewards of his commissions. 

By restoring doctrinal discipline, collective labor, the collaboration of students with masters and of the students among themselves, we can restore what should be the normal relationship between public and artist. Such a school is conceived as a corporation which will form apprentices who will increase its ability to produce work. It will not exist if it does not produce. It will not work for the Salons or for Exhibitions; it will accept commissions like a builder's contractor, for precise destinations. The Catholic public is forewarned that, by having recourse to this "schola," they shall not be paying for the fame of this or that master, nor for the benefit of this or that middle-man, and that they will be given neither gaudy work nor rubbish. At prices specified in advance by the corporation they will receive works worthy of God’s house, conceived and executed by masters and pupils equally imbued with the greatness of their mission, manifestatores Dei, as the ancient painters of Siena put it, whose device was: "capacity, knowledge and strength of will, with love." 

In practice, there are or there shall be various workshops: decorative painting, stained glass, mosaic, sculpture, goldsmithing, enamelling, vestment-making, furniture. The least architecture possible: it is from the architects of the churches that we expect commissions and instructions. Ensembles may nonetheless be organised and executed by the school. Teachings indispensable to the cultivation of the Christian artist can thus be given. It must be a home for creative activity, as it must be a great centre of experience. 

A DOGMATIC AND LITURGICAL FOUNDATION

The religious orientation has as its goal the formation of a "clean" milieu, an "enlightened" milieu, that is to say, one that is fundamentally Christian. Catholic practice and lectures on dogma and liturgy will furnish the means. 

The professor of dogma should give us more than simple information as to what is orthodox or, on the contrary, heretical. His role won't be limited to giving young artists a practical, and in some sense, negative knowledge, to warning them against those things which, among the inventions of their creative imagination, might contradict or harm the Faith. He should provide a positive enlightenment, allowing persons who must, by their role in life, in a certain sense, live by dogma, to deepen it so that its unity, its intimate harmonies, its appropriateness and its necessity are all made clear. But that knowledge can only come from one single source, ordered in all its parts around clear principles. That is as much as to say that the professor of dogma must teach the theology of St. Thomas. This theology is organised in a natural manner to facilitate contemplation, which must be the source of the Christian work of art. On the other hand, it is based on the philosophy which alone has the honor of being officially approved by the Church as being capable of nourishing and organising the minds of her children. 

Well then, if right thought is the principle of right morals, it is also the principle of Art, which essentially presupposes the rectitude of reason. Of course, it is not for the artist to be judged by philosophy, but it is true that errors in philosophy have been at the root of many of the excesses of modern art; one might hope that St. Thomas’ thought, an objectivist thought [pensée objectiviste], the friend of common-sense - intellectual, but not excessively so - might help renew the minds of contemporary artists, guiding them into the calm waters of a wisdom that brings everything together in unity ['à redresser l'esprit des artistes contemporains et à l'apaiser dans une unifiante sagesse.'] 

As the Liturgy is based on the traditional correspondence between the images of the sacred text and revealed truths, between the phenomena of nature and the phenomena of the interior life, it brings special enlightenment to artists whose function it is to translate into poetic language the truths of the Faith. 

Our intellectual aims can be summarised in a phrase from Michelangelo: "Good painting is in itself noble and devout; it is not enough, in order to imitate partially the venerable image of our Lord, to be a master full of knowledge and insight; for myself, I esteem that he must lead a very Christian, or even, if he can, a holy life, so that the Holy Spirit might inspire him." 

PRINCIPLES OF THE ART

I have said how it is that we attempt to realise the religious part of this beautiful program. As concerns the purely artistic aspect, I maintain that there is no special formula for Christian art; as I have argued on a previous occasion, the symbolist point of view permits a sort of eclecticism, showing us lessons that can be learned from all schools and periods. 

I exclude nothing except that which is not art - or that which contains no expression... 

I proscribe academism because it sacrifices emotion to convention and to artifice, because it is either theatrical or insipid; but I will not be unjust toward the seventeenth century, nor to those works of the baroque era that express an intense, passionate interior life as in some of the great Spanish mystics. No more would I have the right to banish St. Francis de Sales or Bossuet from Catholic literature than to refuse to admire Bernini’s St. Theresa in Ecstasy or the noble chapel of the palace of Versailles. 

I forbid Jansenism as being the death of art, coldness and ennui. That is what was responsible for the glacial, bourgeois style which spread everywhere in the nineteenth century, the timorous style which fears everything, fears becoming immoral, fears originality, fears life. 

I forbid realism of the genre of Burnand and Tissot, as it is prose, and I want "music before all else ..."
 
As for the rest, all Catholic tradition - what am I saying? all humanity's religious traditions offer us models: Buddhist and Egyptian art, the metopes of Selinunte,
 Zurbarán or Lesueur! But my preference is for the thirteenth century in France, a period of incomparable equilibrium between beauty of form and mystical expression; to the Italian primitives, while expressing certain reservations concerning Primitivism which, by dint of false naïveté and forced archaism, runs the risk of ending up as Dadaism.

Our great master will be Fra Angelico. Fra Angelico who was no reactionary, but an innovator, a man of his time and almost of all time [presqu'un classique]; and a saint … 

And finally, I will preach Beauty. Beauty is an attribute of Divinity. The beauty of nature is a proof of God. The beauty of the human body gives the artist the idea of the perfect. Jesus Christ was beautiful; to imagine Him otherwise, to assimilate Him to St. Paul or to St. Francis, is to misapprehend His divinity. Yes, the Man of Sorrows, no matter however full of pain he might be, must be neither infirm nor degenerate. The Jansenists have denied the apologetic power of beauty long enough, repeating that the subjects of Christianity, the "terrible mysteries:" 

D’ornements égayés ne sont point susceptible ...
 
The Jansenist spirit confuses frivolity with beauty, and the pleasure which a man of sense can derive from visiting a museum of antiquities must seem to him to be pleasure of a very low degree. Such severities are sterile and contrary to the whole of Catholic tradition. For too long the Michelets, the Lecontes de Lisle, the Renans, have denied the right to beauty, have attributed it to the votaries of pagan antiquity alone, decreeing that harmony and expression are antinomies, that there is war between the beauty of the body and that of the soul. How far can we go along that path? I answer, as far as Raphael, and let us seek no more perfect model than the Camera della Signatura. 

Neither let us accede to the naughty pleasure to startle or to be obscure. If we must detest the errors of the public, let us still treat that public with love, as the sinner whose sin only we decry. The public to whom we dedicate our art is Christian, or, if it is not, it was still created and redeemed as we are. Let us be humble and charitable toward them. And in order to escape that sort of aesthetic Phariseeism, let us ask if we are not enjoying their scandalised attitude, when our Christian duty is, in all simplicity, to bring them up to our level, within the boundaries of Beauty…. 

Non nobis, Domine, non nobis, sed nomini tuo da gloriam ... 

What will the future hold for a teaching of this sort and for the School of Sacred Art? It is up to the Catholics to say! It is up to them to show confidence in us and to help us in a difficult task, begun at least with conviction, with enthusiasm and, dare I say, with clarity of vision. 

Whatever the future might hold, let us retain this consoling thought. We must flee from all forms of ugliness. Even as a believer has nothing to sacrifice in his knowledge of the demands of reason, the artist does not have to sacrifice beauty in Christian art. But it is plainly evident that what he must do before all else, is to draw us into his prayer. And he must seek his inspiration in the depths of his own self, in the intimate experience of his faith.
� Antonin-Gilbert Sertillanges, O.P., 1863 -1948, founder in 1893 of the Revue Thomiste.


� New Directions in Christian Art translated as part of the present series.


� Henry Cochin, 1854-1926, politician, supporter of the Church in the struggles over laicisation, President of the Société de St Jean.


� Louis Rouart, 1875-1964, publisher and director of Librairie d’Art Catholique which published books on religious painters such as Fra Angelico and Raphael, scion of a family of painters, industrialists, patrons of the arts, associated with Impressionism and in particular with Edgar Degas. He published Denis' Nouvelles Théories, including the present essay.


� Note by Denis: This wish was to be realised at the end of 1920. Among the remarkable works seen at this last exhibition, I cite the great fragment of a chapel for M. Rouché by G. Desvallières [Jacques Rouché, drector of the Opéra, supported Desvallières since 1905 and commissioned him to paint his own chapel of St-Privat, 1919-1924, as a meditation on the war - PB], the Lady Chapel by the Atélier d’Art Sacré, the chapel for M. Pradelle [Georges Pradelle, 1865-1934, architect, specialist in church architecture and pioneer of the use of fresco painting - PB], decorated with frescos by Henri Marret, the Chapel dedicated to St. Jean inspired by baroque art, by Messrs A. de Cingria and G. de Traz, the Virgin with Angels by R. de Villiers, and stained glass windows by Marcel Poncet.


� Cathédrale Ste Marie Majeure, often referred to as the Cathédrale de la Major.


� Eugène Burnand, 1850-1921 Swiss painter with a naturalistic style, especially known for his book, Les paraboles, illustrating the parables of Jesus (http://www.eugene-burnand.com/Parables/Parables.htm).


� Charles-Joseph Lameire, 1832-1910, architect, painter and decorator, contributed to eg the basilique du Sacré-Coeur (1874), the cathédrale Saint Front de Périgueux (1872), the Madeleine in Paris (1889), the chapelle Saint Louis des Français in Loreto (1895), Notre Dame de la Garde and the basilique de Fourvière, in Lyon (1897). Argued for the church artist's engagement in all the visual arts.


� Marcel-Lenoir, 1872-1931, pseudonym of Jules Oury, fresco painter, associated with the symbolists and the Salon de la Rose-Croix in the late nineteenth century, author of an ambitious series of frescos on Christian themes done during the 1914-18 war with a team of apprentices in Bruniquel in the commune of Quercy in the Dordogne.


� Jeanne Simon (née Dauchez), 1869-1949, wife of the painter Lucien Simon. Particularly known for the Chapel of St Catherine of Sienna in the Eglise St Dominique in Paris (done 1929-35)


� Note by Denis: founded in Paris, 1919 at 8 rue de Fürstenberg.


� Well-known quotation from Verlaine's Art Poétique.


� Bas-relief carvings from  an ancient Greek city in Sicily.


� "Are not at all susceptible to jolly decorations" - Well-known quotation from Boileau's L'Art poétique.
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