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[Arcades, Magasins de Nouveautis, Sales Clerks] 

The magic columns of these palaces 
Show to the amateur on all sides, 
In the objects their porticos display, 
That industry is the rival of the arts. 

-"Chanson nouvelle;' cited in Nouveaux Tableaux de Paris, ou Observa
tions sur Ies mOCUTS et usages des Parisiens au commencement du XIXe 

siecle (Paris, 1828), vol. 1, p. 27 

For sale the bodies, the voices, the tremendous unquestionable 
wealth, what will never be sold. 

-Rimbaud1 

"In speaking of the inner boulevards;' says the Illustrated Guide to Pans, a com
plete picture of the city on the Seine and its environs from the year 1852, "we 
have made mention again and again of the arcades which open onto them. These 
arcades, a recent invention of industrial luxury, are glass-roofed, marble-paneled 
corridors extending through whole blocks of buildings, whose owners have 
joined together for such enterprises. Lining both sides of these corridors, which 
get their light from above, are the most elegant shops, so that the arcade is a city, 
a world in miniature D Fli\neur D, in which customers will find everything they 
need. During sudden rainshowers, the arcades are a place of refuge for the 
unprepared, to whom they offer a secure, if restricted, promenade-one from 
which the merchants also benefit:' D Weather D 

This passage is the locus classicus for the presentation of the arcades; for not 
only do the divagations on the fli\neur and the weather develop out of it, but, 
also, what there is to be said about the construction of the arcades, in an eco
nomic and architectural vein, would have a place here. [A!,!] 

Names of magasins de nouveauU~s: La Fille d'Honneur, La Vestale, Le Page Incon
stant, Le Masque de Fer <The Iron Mask> l Le Petit Chaperon Rouge <Little Red 
Riding Hood>, Petite Nanette, La Chanmiere allemande <The German Cottage>, 
Au Mamelouk l Le Coin de la Rue <On the Streetcorner>-names that mostly come 
from successful vaudevilles. 0 Mythology 0 A glover: Au Ci-Devant Jenne Homme. 
A confectioner: Aux Armes de Werther. 
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~~The name of the jeweler stands over the shop door in large inlaid letters-inlaid 
with fine imitation gems." Eduard Kroloff, Schilderungen aus Paris (Hamburg, 

1839), vol. 2, p. 73. "In the Galerie Vero-Dodat, there is a grocery store; above its 

door, one reads the inscription: 'Gastronomie Cosmopolite.' The individual char

acters of the sign are formed, in comic fashion, from snipes, pheasants, hares, 

antlers, lohsters, fish, bird kidneys, and so forth." Kroloff, Schildenmgen aus 
Paris, vol. 2, p. 75.0 Grandville 0 [AI,2J 

As business increased, the proprietor would purchase stock for a week and, to 
make room for the goods being stored, would withdraw to the entresol. In this 
way, the boutique became a magasin. [AI,3J 

It was the time in which Balzac could write: "The great poem of display chants its 
stanzas of color from the Church of the Madeleine to the Porte Saint·Denis;' Le 
Diable a Paris (Paris, 1846), vol. 2, p. 91 (Balzac, "Les Boulevards de Paris"). 

[AI,4J 

"The day the word specialty was discovered by Her Majesty Industry, queen of 

France and of neighboring regions: on that day, it is said, Mercury, special god of 

merchants and of several other social specialties, knocked three times with his 

caduceus on the front of the Stock Exchange and swore by the beard of' Proserpine 

that the word was fine with him." 0 Mythology D The word is used initially, how

ever, only for luxury items. La Grande Ville: Nouveau Tableau de Paris (Paris, 

1844), vol. 2, p. 57 (Marc Fournier, "Les Specialites parisiennes"). [AI,5] 

"The narrow streets surrounding the Opera and the hazards to which pedestrians 

were exposed on emerging from this theater, which is always besieged by carriages, 

gave a group of speculators in 1821 the idea of using some of the structures sepa

rating the llew theater from the boulevard. I This enterprise, a source of riches for 

its originators, was at the same time of great benefit to the public. I By way of a 

small, narrow eovered arcade built of' wood, one had, in fact, direct access, with 

all the security of the Opera's vestibule, to these galleries, and from there to the 

boulevard .... Above the entablature of Doric pilasters dividing the shops rise 

two floors of apartments, and above the apartments-running the length of the 

galleries-reigns an enormous glass-paned roof." J. A. Dulaure, Histoire phy
sique, civile et morale de Paris depuis 1821 jusqu 'it nos jours (Paris, 1835), vol. 2, 
pp.28-29. [AI,6J 

Until 1870, the carriage ruled the streets. On the narrow sidewalks the pedestrian 

was extremely cramped, and so strolling took place principally in the arcades, 

which offered protection from bad weather and from the traffic. '~Our larger 

streets and our wider sidewalks are suited to the sweet fianerie that for our fathers 

was impossible except in the arcades." 0 Flfineur 0 Edmond Beaurepaire, Paris 
d'hier et d'aujourd'hui: La Chronique des rues (Paris, 1900), p. 67. [Ala,!] 
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Names of arcades: Passage des Panoramas, Passage Vero-Dodat, Passage du Desir 
(leading in earlier days to a house of ill repute), Passage Colbert, Passage Vivi
enne, Passage du Pont-Neuf, Passage du Caire, Passage de la Reunion, Passage de 
l'Opera, Passage de la Trinite, Passage du Cheval-Blanc, Passage Pressiere <Bes

sieres?>, Passage du Bois de Boulogne, Passage Grosse-Tete. (The Passage des 
Panoramas was known at first as the Passage Mires.) (Ala,2] 

The Passage vero-Dodat (huilt between the Rue de Bouloy and the Rue Grenelle
Saint-Honore) ~~owes its name to two rich pork butchers, Messieurs Vero and 
Dodat, who in 1823 undertook its construction together with that of the adjacent 

buildings-an immense development. This led someone at the time to descdhe this 
arcade as a 'lovely work of art framed by two neighborhoods. '" J. A. Dulaure, 

Histoire physique, civile et morale de Paris depuis 1821 jusqu'a nos jours (Paris, 
1835), vol. 2, p. 34. (Ala,3] 

The Passage Vero-Dodat had marble flooring. The actress Rachel lived there for a 
while. (Ala,4] 

No. 26, Galerie Colbert: ~~There, in the guise of a female glover, shone a beauty 
that was approachable but that, in the matter of youth, attached importance 

only to its own; she required her favorites to supply her with the finery from 
which she hoped to make a fortune .... This young and beautiful woman under 
glass was called ~the Absolute'; but philosophy would have wasted its time pursu

ing her. Her maid was the one who sold the gloves; she wanted it that way." 0 Dolls 
o Prostitutes 0 <Charles) Lefeuve, Les Anciennes Maisons de Paris, vol. 4, <Paris, 

1875>, p. 70. (Ala,S] 

Cour du Commerce: '~Here (using sheep) the first experiments were conducted 

with the guillotine; its inventor lived at that time on the Cour du Commerce and 
the Rue de l'Ancienne-Comedie." Lefeuve, Les Anciennes Maisons de Paris, vol. 
4, p. 148. (Ala,6] 

"The Passage du Caire,2 where the main business is lithographic printing, must 

have decked itself out in lights when Napoleon III abolished the stamp duty on 
commercial circulars; this emancipation made the arcade rich, and it showed its 

appreciation with expenditures for beautification. Up to that point, when it 
rained, umbrellas had been needed in its galleries, which in several places lacked 
glass covering." Lefeuve, Les Anciennes Maisons de Paris, vol. 2, p. 233. 0 Dream 

Houses 0 Weather 0 (Egyptian ornamentation). [Ala)] 

Impasse Maubert, formerly d' Amhoise. Around 1756, at Nos. 4.-6, a poisoner 

resided with her two assistants. All three were found dead one morning-killed 
through inhalation of toxic fumes. (Ala,B] 
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Shops in the Passage Vera-Dodat. Courtesy of the Musee Carnavalet, Paris. Photo copyright 
© Phototheque des Musees de la Ville de Paris. See Ala,4. 

Years of reckless financial speculation under Louis XVIII. With the dramatic 
signage of the magasins de nouveautes) art enters the service of the businessman. 

[Ala,9) 

"~After the Passage de Panoramas, which went hack to the year 1800 and which 

had an established reputation in society, there was, by way of example, the gallery 

that was opened in 1826 hy the butchers Vero and Dodat and that was pictured in 

the 1832 lithograph hy Arnout. Mter 1800 we must go all the way to 1822 to meet 
with a new arcade: it is between this date and 1834 that the majority of these 

singular passageways are constructed. The most important of them arc grouped in 
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Glass roof and iron girders, Passage Vivienne. Photographer unknown. Collection of 
Johann Friedrich Geist; courtesy Prestel Verlag, Munich. See Ala,2. 
Glass roof and iron girders, Passage Vivienne. Photographer unknown. Collection of 
Johann Friedrich Geist; courtesy Prestel Verlag, Munich. See Ala,2. 



The Passage des Panoramas. Watercolor by an unknown artist, ca. 1810. Courtesy of 
Agence Giraudon. See A2,1. 
The Passage des Panoramas. Watercolor by an unknown artist, ca. 1810. Courtesy of 
Agence Giraudon. See A2,1. 



an area bounded by the Rue Croix-des-Petits-Champs to the south, the Rue de Ia 

Grange-Bateliere to the north, the Boulevard de Sebastopol to the east, and the 

Rue Ventadour to the west." Marcel Poete, Vne vie de cite (Paris, 1925), pp. 373-
374. [Ala,IOJ 

Shops in the Passage des Panoramas: Restaurant Veron, reacting room, music 

shop, Marquis, wine merchants, hosier, haberdashers, tailors, bootmakers, ho

siers, bookshops, caricaturist, Theatre des Varietes. Compared with this, the Pas

sage Vivienne was the "solid" arcade. There, one found no luxury shops. 0 Dream 

Houses: arcade as nave with side chapels. 0 [A2,lJ 

People associated the "genius of the Jacobins with the genius of the industrials;' 
but they also attributed to Louis Philippe the saying: "God be praised, and my 
shops too." The arcades as temples of commodity capital. [A2,2J 

The newest Paris arcade, on the Champs-Elysees, built by 

king; no longer in business. 0 Decline 0 

an American pearl 

[A2,3J 

"Toward the end of the ancien regime, there were attempts to establish bazaar-like 

shops and fixed-price stores in Paris. Some large magasins de nouveautes-such 

as Le Diable Boiteux, Les Deux Magots, Le Petit Matelot, Pygmalion-were 

founded during the Restoration and during the reign of Louis Philippe; hut these 

were businesses of an inferior sort compared to today's establishments. The era of 

the department stores dates, in fact, only from the Second Empire. They have 

undergone a great deal of development since 1870, and they continue to develop." 

E<mile> Levasseur, Histoire du commerce de Ia France. vol. 2 (Paris, 1912), 

p.449. [A2,4J 

Arcades as origin of department stores? Which of the magasins named above 
were located in arcades? [A2,5J 

The regime of specialties furnishes also-tills said in passing-the lllstorical·mate· 
rialist key to the flourishing (if not the inception) of genre painting in the Forties 
of the previous century. With the growing interest of the bourgeoisie in matters 
of art, tills type of painting diversified; but in conformity with the meager artistic 
appreciation initially displayed by tills class, it did so in terms of the content, in 
terms of the objects represented. There appeared lllstorical scenes, animal stud· 
ies, scenes of childhood, scenes from the life of monks, the life of the family, the 
life of the village-all as sharply defined genres. 0 Photography 0 [A2,6J 

The influence of commercial affairs on Lautreamont and Rimbaud should be 
looked into! [A2, 7J 

"Another characteristic deriving chiefly from the Directory [presumably until 

around 1830??] would be the lightness of fabrics; on even the coldest days, one was 
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seen only rarely in furs or warm overcoats. At the risk of losing their skin, women 

clothed themselves as though the harshness of winter no longer existed, as though 
nature had suddenly been transformed into an eternal paradise." <John) Grand

Carteret, Les Elegance, de la toilette (Paris), p, xxxiv. [A2,8] 

In other respects as well, the theater in those days provided the vocabulary for 
articles of fashion. Hats it la Tarare, it la Theodore, it la Figaro, it la Grande
Pretresse, it I. Iphigenie, it I. Calprenade, it la Victoire. The same niaiserie that 
seeks in ballet the origin of the real betrays itself when-around 1830-a news
paper takes the name Le Sylphe. D Fashion D [A2,9] 

Alexandre Dumas at a dinner party given by Princess Mathilde. The verse is 

aimed at Napoleon III. 

In their imperial splendor, 

The uncle and nephew are equal: 

The uncle seized the capitals, 

The nephew seizes our capital. 

Icy silence followed. Reported in Memoires du comte Horace de Viel-Castel sur Ie 

regne de Napoliion III, vol. 2 (Paris, 1883), p. 185. [A2,lO] 

44The coulisse3 guaranteed the ongoing life of the Stock Exchange. Here there was 

never closing time; there was almost never night. When the Cafe Tortoni finally 

closed its doors, the column of stock jobbers would head across the adjacent 

boulevards and meander up and down there, collecting in front of the Passage de 

rOpera." Julius Rodenberg, Paris bei Sonnenschein und Lampenlicht (Leipzig, 

1867), p. 97. [A2,1l] 

Speculation in railroad stocks under Louis Philippe. [A2,12] 

"Of the same extraction, furthermore [that is, from the house of' Rothschild], is 

the amazingly eloquent Mires, who needs only to speak in order to convince his 

creditors that losses are profits-but whose name, after the scandalous trial 

against him, was nonetheless obliterated from the Passage Mires, which thereupon 

became the Passage des Princes (with the famous dining rooms of Peters restau

rant)." Rodenberg, Paris bei Sonnenschein und Lampenlicht (Leipzig, 1867), 

p.98. [A2a,1] 

Cry of the vendors of stock-exchange lists on the street: In the event of a rise in 

prices, 4'Rise in the stock market!" In the event of a fall, "Variations in the stock 

market!" The term ~~fall" was forbidden by the police. [A2,a,2] 

In its iroportance for the affairs of the [Dulisse, the Passage de rOpera is compara
ble to the Kranzlerecke. Speculator's argot "in the period preceding the outbreak 
of the German war [of 1866]: the 3-percent interest was called Alphonsine; the 
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prices, 4'Rise in the stock market!" In the event of a fall, "Variations in the stock 

market!" The term ��fall" was forbidden by the police. [A2,a,2] 

In its iroportance for the affairs of the [Dulisse, the Passage de rOpera is compara
ble to the Kranzlerecke. Speculator's argot "in the period preceding the outbreak 
of the German war [of 1866] : the 3-percent interest was called Alphonsine; the 



land credit, ie [ros Ernest; the Italian revenue, ie pauvre Victor; the credit for 
movables, ie petit Juies." In Rodenberg <Leipzig, 1867>, p. 100. (A2a,3] 

Range of a stockbroker's fee: between 2,000,000 <sic> and 1,4.00,000 francs. 
(A2a,4] 

~'The arcades, nearly all of which date from the Restoration. H Theodore Muret, 

L'Histoire parle theiltre (Paris, 1865), vol. 2, p. 300. (A2a,5] 

Some details concerning Avant, pendant, et apres <Before, During, and Mter>, by 
Scribe and Rougemont. Premier on June 28, 1828. The first part of the trilogy 

represents the society of the ancien regime, the second part depicts the Reign of 

Terror, and the third takes place in the society of the Restoration period. The 

main character, the General, has in peacetime become an industrialist and indeed 

a great manufacturer. "Here manufacturing replaces, at the highest level, the field 

worked by the soldier-laborer. The praises of industry, no less than the praises of 

war,-iors and laureates, were sung by Restoration vaudeville. The bourgeois class, 

with its various levels, was placed opposite the class of nobles: the fortune ac

quired by work was opposed to ancient heraldry, to the turrets of the old manor 

house. This Third Estate, having become the dominant power, received in turn its 

flatterers." Theodore Muret, L 'Histoire parle theatre, vol. 2, p. 306. [A2a,6] 

The Galeries de Bois, ··which disappeared in 1828-1829 to make room for the 

Galerie d'Orleans, were made up of a triple line of shops that could hardly be 

called luxurious. There were two parallel lanes covered by canvas and planks, 

with a few glass panes to let the daylight in. Here one walked quite simply on the 

packed earth, which downpours sometimes transformed into mud. Yet people 

came from all over to crowd into this place, which was nothing short of mag

nificent, and stroll between the rows of shops that would seem like mere booths 

compared to those that have come after them. These shops were occupied chiefly 

by two industries, each having its own appeal. There were, first, a great many 

milliners, who worked on large stools facing outward, without even a window to 

separate them; and their spirited expressions were, for many strollers, no small 

part of the place's attraction. And then the Galeries de Bois were the center of the 

new book trade." Theodore Muret, L'Histoire par le theatre, vol. 2, pp. 225-226. 
(A2a,7] 

Julius Rodenberg on the small reading room in the Passage de l'Opera: I.(,What a 

cheerful air this small, half-darkened room has in my memory, with its high book

shelves, its green tables, its red-haired gar~on (a great lover of books, who was 

always reading novels instead of bringing them to others), its German newspapers, 

which every morning gladdened the heart of the German abroad (all except the 

Cologne paper, which on average made an appearance only once in ten days). But 

when there is any news in Paris, it is here that one can receive it. Softly whispered 

(for the redhead keeps a sharp lookout to make sure that neither he nor other 
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Range of a stockbroker's fee: between 2 ,000,000 <sic> and 1 ,4.00,000 francs. 
(A2a,4] 

�'The arcades, nearly all of which date from the Restoration. H Theodore Muret, 

L'Histoire par le theiltre (Paris, 1865), vol. 2 ,  p. 300. (A2a,5] 

Some details concerning Avant, pendant, et apres <Before, During, and Mter>, by 

Scribe and Rougemont. Premier on June 28, 1828. The first part of the trilogy 

represents the society of the ancien regime, the second part depicts the Reign of 
Terror, and the third takes place in the society of the Restoration period. The 

main character, the General, has in peacetime become an industrialist and indeed 

a great manufacturer. " Here manufacturing replaces, at the highest level, the field 

worked by the soldier-laborer. The praises of industry, no less than the praises of 

war,-iors and laureates, were sung by Restoration vaudeville. The bourgeois class, 

with its various levels, was placed opposite the class of nobles: the fortune ac

quired by work was opposed to ancient heraldry, to the turrets of the old manor 

house. This Third Estate, having become the dominant power, received in turn its 
flatterers." Theodore Muret, L 'Histoire par le theatre, vol. 2 ,  p. 306. [A2a,6] 

The Galeries de Bois, ··which disappeared in 1828-1829 to make room for the 

Galerie d'Orleans, were made up of a triple line of shops that could hardly be 

called luxurious. There were two parallel lanes covered by canvas and planks, 

with a few glass panes to let the daylight in. Here one walked quite simply on the 

packed earth, which downpours sometimes transformed into mud. Yet people 

came from all over to crowd into this place, which was nothing short of mag
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readers will be disturbed by this), it passes from lips to ear, passes almost imper

ceptibly from pen to paper, and finally from writing desk to nearby letterbox. The 

good dame du bureau has a friendly smile for all, and papers and envelopes for 

correspondents. The early mail is dispatched, Cologne and Augsburg have their 
news; and now-it is noontime!-to the tavern." Rodenberg, Paris bei Sonnen

schein und Lampenlicht (Leipzig, 1867), pp. 6-7. (A2a,8] 

""The Passage du Caire is highly reminiscent, on a smaller scale, of the Passage du 

Saumon, which in the past existed on the Rue Montmartre, on the site of the 

present-day Rue Bachaumont." Paul Leautaud, "Vieux Paris," Mercure de 

France (October 15,1927), p. 503. (A3,l] 

""Shops on the old model, devoted to trades found nowhere else, surmounted by a 

small, old-fashioned mezzanine with windows that each bear a number, on an 

escutcheon, corresponding to a particular shop. From time to time, a doorway 

giving onto a corridor; at the end of the corridor, a small stairway leading to these 

mezzanines. Near the knob of one of these doors, this handwritten sign: 

The worker next door 
would be obliged if, 
in closing the door, 

you refrained from slanllning it. 
[A3,2] 

Another sign is cited in the same place (Leautaud, '''Vieux Paris," Mercure de 

France [1927], pp. 502-503): 

ANGELA 

2nd floor, to the right 
[A3,3] 

Old name for department stores: docks it bon marche-that is, ""discount docks." 

<Sigfried> Giedion, Bauen in Frankreich <Leipzig and Berlin, 1928>, p. 31. 
(A3,4] 

Evolution of the department store from the shop that was housed in arcades. 
Principle of the department store: "The floors form a single space. They can be 
taken in, so to speak, 'at a glance:" Giedion, Bauen in Frankreich, p. 34. (A3,5] 

Giedion shows (in Bauen in Frankreich, p. 35) how the axiom, "Welcome the 
crowd and keep it seduced" (Science et {'industrie, 143 [1925], p. 6), leads to 
corrupt architectural practices in the construction of the department store Au 
Printemps (1881-1889). Function of commodity capital! (A3,6] 
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~~Even women, who were forbidden to enter the Stock Exchange, assembled at the 

door in order to glean some indications of market prices and to relay their orders 

to brokers through the iron grating." La Transformation de Paris sous Ie Second 

Empire (authors Poete, Clouzot, Renriot) <Paris, 1910>, on the occasion of the 

exhibition of the library and the historical works of the city of Paris, p. 66. 
[A3,7] 

"We have no specialty" -this is what the well-known dealer in secondhand 
goods, Fremin, "the man with the head of gray;' had written on the signboard 
advertising his wares in the Place des Abbesses. Here, in antique brie-it-brae, 
reemerges the old physiognomy of trade that, in the first decades of the previous 
century, began to be supplanted by the rule of the speciali!e. This "superior 
scrap-yard" was called Au Philosophe by its proprietor. What a demonstration and 
demolition of stoicism! On his placard were the words: "Maidens, do not dally 
under the leaves!" And: "Purchase nothing by moonlight." [A3,S] 

Evidently people smoked in the arcades at a time when it was not yet customary to 

smoke in the street. "I must say a word here about life in the arcades, favored 

haunt of strollers and smokers, theater of operations for every kind of small 

business. In each arcade there is at least one cleaning establishment. In a salon 

that is as elegantly furnished as its intended use permits, gentlemen sit upon high 

stools and comfortably peruse a newspaper while someone busily brushes the dirt 

off their clothing and boots." Ferdinand von Gall, Paris und seine Salons, vol. 2 

<Oldenburg, 1845>, pp. 22-23. [A3,9] 

A first winter garden-a glassed-in space with Hower heds, espaliers, and foun

tains, in part underground-on the spot where, in the garden of the Palais-Royal 

in 1864 (and today as well?), tbe reservoir was located. Laid out in 1788. [A3,lO] 

~~It is at the end of the Restoration that we see the first magasins de nouveautes: 

Les Vepres Siciliennes, Le Solitaire, La Fille Mal Gardee, Le Soldat Lahoureur, 

Les Deux Magots, Le Petit Saint-Thomas, Le Gagne-Denier <Penny Winnings>." 

<Lucien> Dubech and <Pierre> d'Espezel, Histoire de Paris (Paris, 1926), p. 360. 
[A3,1l] 

~'In 1820 ... the Passage Viollet and the Passage des Deux Pavillons were opened. 

These arcades were among the novelties of their day. The result of private initia

tive, they were covered galleries housing shops that fashion made prosperous. The 

most famous was the Passage des Panoramas, which flourished from 1823 to 1831. 

~On Sundays: observed Musset, one went en masse ~to the Panoramas or else to 

the boulevards.' It was also private initiative that created, somewhat hap

hazardly, the housing developments known as cites, the short streets or dead ends 

huilt at shared expense hy a syndicate of property owners." Lucien Dubech and 

Pierre d'Espezel, Histoire de Paris (Paris, 1926), pp. 355-356. [A3a,l] 

��Even women, who were forbidden to enter the Stock Exchange, assembled at the 

door in order to glean some indications of market prices and to relay their orders 

to brokers through the iron grating. "  La Transformation de Paris sous Ie Second 
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business. In each arcade there is at least one cleaning establishment. In a salon 

that is as elegantly furnished as its intended use permits, gentlemen sit upon high 
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Pierre d'Espezel, Histoire de Paris (Paris, 1926), pp. 355-356. [A3a,l] 



In 1825, opening of the "Passages Dauphine, Saucede, Choiseul" and of the Cite 

Bergere. '''In 1827 ... the Passages Colliert, Crussol, de 1'lndustrie .... 1828 saw 

the opening ... of the Passages Brady and des Gravilliers and the beginnings of 

the Galerie d'Orleans at the Palais-Royal, which replaced the wooden galleries 

that had burned down that year." Dubech and d'Espezel, Histoire de Paris, 

pp.357-358. [A3a,2] 

"The ancestor of the department stores, La Ville de Paris, appeared at 174 Rue 

Montmartre in 1843." DuLech and d'Espezel, Histoire de Paris, p. 389. [A3a,3] 

"Rainshowers annoy me, so I gave one the slip in an arcade. There are a great 

many of these glass-covered walkways, which often cross through the blocks of 

buildings and make several branchings, thus affording welcome shortcuts. Here 

and there they are constructed with great elegance, and in bad weather or af'ter 

dark, when they are lit up bright as day, they offer promenades-and very popu

lar they are-past rows of glittering shops." Eduard Devrient, Briefe aus Paris 
(Berlin, 1840), p. 34. [A3a,4] 

Rue-galerie.-"The street-gallery . .. is the most important feature of a Phalan

stery and ... cannot be conceived of in civilization .... Street-galleries ... are 

heated in winter and ventilated in summer .... The street-gallery, or continuous 
peristyle, extends along the second story .... Those who have seen the gallery of 

the Louvre may take it as a model for the street-gallery in Harmony." E. Silber

ling, Dictionnaire de sociologie phalansterienne (Paris, 1911), p. 386; citing 

<Charles> Fourier, Theorie de l'unite universelle (1822), p. 462, and Le Nowveau 
Monde industriel et societaire (1829), pp. 69, 125, 272. In addition: Galerie.
"All portions of' the central edifice can he traversed by means of' a wide gallery 

which runs along the second floor .... Thus, everything is linked by a series of' 

passageways which are sheltered, elegant, and comfortable in winter thanks to the 

help of heaters and ventilators." E. Sillierling, Dictionnaire, pp. 197-198; citing 

Fourier, TheOl'ie mixte, au speculative, 
p.14:' 

et synthese routinier-e de l'association, 
[A3a,5] 

The Passage du Caire adjoining the former Cour des Miracles. Built in 1799 on the 

site of the old garden of the Convent of the Daughters of God. [A3a,6] 

Trade and traffic are the two components of the street. Now, in the arcades the 
second of these has effectively died out: the traffic there is rudimentary. The 
arcade is a street of lascivious commerce only; it is wholly adapted to arousing 
desires. Because in this street the juices slow to a standstill, the commodity 
proliferates along the margins and enters into fantastic combinations, like the 
tissue in lumors.-The fI&neur sabotages the traffic. Moreover, he is no buyer. He 
is merchandise. [A3a,7] 
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For the first time in history, with the establishment of department stores, consum
ers begin to consider themselves a mass. (Earlier it was only scarcity which 
taught them that.) Hence, the circus-like and theatrical element of commerce is 
quite extraordinarily heightened. [A4,1] 

With the appearance of mass-produced articles, the concept of specialty arises. Its 
relation to the concept of originality remains to be explored. [A4,2] 

'''I grant that business at the Palais-Royal has had its day; but I believe that this 

should be attributed not to the absence of streetwalkers but to the erection of new 

arcades, and to the enlargement and refurbishing of several others. I will mention 

the Passages de rOpera, du Grand-Cerf, du Saumon, de Vero-Dodat, Delorme, de 

Choiseul, and des Panoramas." F. F. A. Beraud, Les Filles publiques de Paris et La 
police qui Ies regit (Paris and Leipzig, 1839), vol. 1, p. 205. [A4,3] 

"I do not know if business at the Palais-Royal has really suffered from the absence 

of femmes de dehauche; but what is certain is that public decency there has im

proved enormously .... It seems to me, furthermore. that respectable women now 

willingly do their shopping in the shops of the galleries ... ; this has to be an 

advantage for the merchants. For when the Palais-Royal was invaded by a swarm 

of practically nude prostitutes, the gaze of the crowd was turned toward them, and 

the people who enjoyed this spectacle were never the ones who patronized the local 

businesses. Some were already ruined by their disorderly life, while others, yield

ing to the allure of libertinism. had no thought then of purchasing any goods. even 

necessities. I believe I can affirm ... that, during those times of inordinate toler

ance, several shops at the Palais-Royal were closed, and in others huyers were 

rare. Thus. business did not at all prosper there, and it would be more accurate to 

say that the stagnation of business at that time was owing rather to the free ch'cu

lation of thefilIes publiqu.es than to their absence, which today has brought back 
into the galleries and the garden of this palace numerous strollers, who are far 

more favorable to business than prostitutes and libertines." F. F. A. Beraud, Les 
Fillcs publiques de Paris (Paris and Leipzig, 1839), vol. 1, pp. 207-209. [A4,4] 

The cafes are filled 

With gourmets, with smokers; 

The theaters are packed 

With cheerful spectators. 

The arcades are swarming 

With gawkers, with enthusiasts, 

And pickpockets \vTiggle 

Behind the flaneurs. 

Ennery and Lemoine, Paris la nuit, cited in H. Gourdon de Genouillac, Les Re
frains de la me de 1830 a 1870 (Paris, 1879), pp. 46-47.-To be compared with 
Baudelaire's <"Crepuscule du soil'. " [A4a,1] 
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With the appearance of mass-produced articles, the concept of specialty arises. Its 
relation to the concept of originality remains to be explored. [A4,2] 

'''I grant that business at the Palais-Royal has had its day; but I believe that this 

should be attributed not to the absence of streetwalkers but to the erection of new 
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into the galleries and the garden of this palace numerous strollers, who are far 

more favorable to business than prostitutes and libertines." F. F. A. Beraud, Les 

Fillcs publiques de Paris (Paris and Leipzig, 1839), vol. 1, pp. 207-209. [A4,4] 

The cafes are filled 
With gourmets, with smokers; 
The theaters are packed 
With cheerful spectators. 
The arcades are swarming 
With gawkers, with enthusiasts, 
And pickpockets \vTiggle 
Behind the flaneurs. 

Ennery and Lemoine, Paris la nuit, cited in H. Gourdon de Genouillac, Les Re

frains de la me de 1830 a 1870 (Paris, 1879), pp. 46-47.-To be compared with 

Baudelaire's <" Crepuscule du soil'. " [A4a,1] 



~~And those who cannot pay for ... a shelter? They sleep wherever they find a 

place, in passages, arcades, in corners where the police and the owners leave them 

undisturbed." Friedrich Engels, Die Lage der arbeitenden Klasse in Engla,nd, 
2nd ed. (Leipzig, 1848), p. 46 ("Die grossen Stadte").' [A4a,2] 

"In all the shops, like a uniform, the oak counter is adorned with counterfeit 

coins, in every kind of metal and in every format, mercilessly nailed in place like 

birds of prey on a door-unimpeachable evidence of the proprietor's scrupulous 

honesty." Nadal', Qlumdj'etais photographe (Paris <1900», p. 294 ("1830 et envi
rons"). [A4a,3] 

Fourier on the street-galleries: ~~To spend a winter's day in a Phalanstery, to visit 

all parts of'it without exposure to the elements, to go to the theater and the opera 

in light clothes and colored shoes without worrying about the mud and the cold, 

would be a charm so novel that it alone would suffice to make our cities and castles 

seem detestable. If the Phalanstery were put to civilized uses, the mere conven

ience of its sheltered, heated, and ventilated passageways would make it enor

mously valuable. fi Its property value ... would be double that of' another building 

its size." E. Poisson, Fourier [Anthology] (Paris, 1932), p. 144. [A4a,4] 

"The street-galleries are a mode of internal communication which would alone be 

sufficient to inspire (lisdain for the palaces and great cities of civilization .... The 

Icing of France is one of the leading monarchs of civilization; he does not even have 

a porch in his Tuileries palace. The king, the queen, the royal family, when they 

get into or out of their carriages, are forced to get as wet as any petty bourgeois 

who summons a cab before his shop. Doubtless the Icing will have on hand, in the 

event of rain, a good many footmen and courtiers to hold an umbrella for him ... ; 

but he will still be lacking a porch or a roof that would shelter his party .... Let us 

describe the street-galleries which are one of the most charming and precious 

features of a Palace of Harmony .... The Phalanx has no outside streets or open 

roadways exposed to the elements. All portions of the central edifice can be tra

versed by means of a wide gallery which runs along the second floor of the whole 

building. At each extremity of this spacious corridor there are elevated passages, 

supported by columns, and also attractive underground passages which connect 

all the parts of the Phalanx and the adjoining buildings. Thus, everything is linked 

by a series of passageways which are sheltered, elegant, and comfortable in winter 

thanks to the help of heaters and ventilators .... The street-gallery, or continuous 

peristyle, extends along the second story. It could not be placed on the ground 

floor, since the lower part of the building will be traversed by carriage en

trances .... The street-galleries of a Phalanx wind along just one side of the cen

tral edifice and stretch to the end of each of' its wings. All of these wings eontain a 

double row of rooms. Thus, one row of rooms looks out upon the fields and gar

dens, and the other looks out upon the street-gallery. The street-gallery, then, will 

be three stories high with windows on one side .... The kitchens and some of the 
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public halls will be located on the ground floor. There will also be trap doors in the 

floors of the dining rooms on the second story. Thus, the tables may be set in the 

kitchens below and simply raised through the trap doors when it is time to eat. 

These trap doors will be particularly useful during festivities, such as the visits of 

traveling caravans and legions, when there will be too many people to eat in the 

ordinary dining rooms. Then double rows of tables will be set in the street-galler

ies, and the food will be passed up from the kitchen. / The principal puhlic halls 
should not be situated on the ground floor. There are two reasons for this. The first 

is that the patriarchs and children, who have difficulty climbing stairs, should be 

lodged in the lower parts of the huilding. The second is that the children should be 

kept in isolation from the nonindustrial activities of the adults." Poisson, Fourier 

[Anthology) (Paris, 1932), PI'. 139-144.7 [AS] 

Yes, parbleu! You know the power of Tibet. 

Implacable enemy of proud innocence, 

Hardly does it appear than it carries away 

The bookkeeper's wife and the burgher's daughter, 

The stern prude and the frigid coquette: 

It signals the victory of lovers; 

For fashion tolerates no resistance, 

And not to have it puts one to shame. 

Its fabric, braving the current bon mot, 

Softens in its folds the arrows of ridicule; 

Seeing it, you think of a magical talisman: 

It braces the spirits and subjugates the heart; 

For it to appeal' is already a triumph, its coming a conquest; 

It reigns as conqueror, as sovereign, as master; 

And treating its quiver as a burden quite useless, 

Love has fashioned its bandeau of cashmere. 

Edouard [d'Anglemont], Le Cachemire, one-act comedy in verse, performed for 

the first time in Paris at the Theatre Royal de fOdeon, on December 16, 1826 

(Paris, 1827), 1'.30. [ASa,l] 

Delvau on Chodruc-Duclos: ""Under the reign of Louis Philippe, who owed him 

nothing, he ... did what he had done under the reign of Charles X, who in fact 

owed him something .... His bones took more time to rot than his name took to 

erase itself from the memory of men." Alfred Delvau, Les Lions du jour (Paris, 

1867), Pl'. 28-29. [ASa,2] 

"'It was not until after the expedition to Egypt,!l when people in France gave 

thought to expanding the use of precious cashmere fabric, that a woman, Greek by 

birth, introduced it to Paris. M. Ternaux ... conceived the admirable project of 

raising Hindustani goats in France. Since then, ... there have been plenty of 

workers to train and trades to establish, in order for us to compete successfully 

against products renowned through so many centuries! Our manufacturcrs arc 
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beginning to triumph ... over women's prejudice against French shawls .... We 

have managed to make women forget for a moment the ridiculous fabric-designs of 

the Hindus by happily reproducing the vividness and brilliant harmony of the 
flowers found in our own gardens. There is a book in which all these interesting 

subjects are discussed both knowledgeably and elegantly. L'FIistoire des schaUs, 

by M. Rey, though written for the shawl manufacturers of Paris, is guaranteed to 

captivate women .... This book, together with its author's magnificent manufac

tured goods, will undoubtedly help to dissipate French people's infatuation with 

the work of foreigners. M. Rey, manufacturer of shawls made of wool, cashmere, 

etc .... has brought out several cashmeres ranging in price from 170 to 500 francs. 

We owe to him, among other improvements, ... the graceful imitation of native

grown flowers in place of the bizarre palms of the Orient. Our praise would not he 

equal to the benefits he has bestowed, ... nor could it render the high honor that 

this litterateur-manufacturer deserves for his long research and his talents. We 

must be content merely to name him." Chenoue and H. D., Notice sur l'exposition 
des produits de l'industrie et des arts qui a lieu a Douai en 1827 (Douai, 1827), 
pp.24-25. [A6,1] 

Mter 1850: ~~It is during these years that the department stores are created: Au 

Bon Marche, Le Louvre, La Belle Jardiniere. Total sales for Au Bon Marche in 

1852 were only 450,000 francs; by 1869 they had risen to 21 million." Gisela 

Freund, La. Photogra.phie du point de vue sociologique (manuscript, pp. 85-86); 
citing Lavisse, Histoire de Fra.nce. [A6,2] 

"'The printers ... were able to appropriate, at the end of the eighteenth century, a 

vast area: ... the Passage du Caire and its environs .... But with the extension of 

the boundaries of Paris, printers ... were dispersed to all parts of the city .... 

Alas! A glut of printers! Today workers corrupted by the spirit of speculation 

ought to remember that ... between the Rue Saint-Denis and the Cour des Mir

acles there still exists a long, smoke-filled gallery where their true household gods 

lie forgotten." Edouard Foucaud, Paris inventeur (Paris, 1844), p. 154. [A6,3] 

Description of the Passage du Saumon, ~~which, hy way of three stone steps, 

opened onto the Rue Montorgueil. It was a narrow corridor decorated with pilas

ters supporting a ridged glass roof, which was littered with garbage thrown from 

neighboring houses. At the entrance, the signboard-a tin salmon indicating the 

main characteristic of the place: the air was filled with the smell of fish ... and also 

the smell of garlic. It was here, above all, that those arriving in Paris from the 

south of France would arrange to meet .... Through the doors of the shops, one 

spied dusky alcoves where sometimes a piece of mahogany furniture, the classic 

furniture of the period, would manage to catch a ray of light. Further on, a small 

bar hazy with the smoke of tobacco pipes; a shop selling products from the colonies 

and emitting a curious fragrance of exotic plants, spices, and fruits; a ballroom 

open for dancing on Sundays and workday evenings; finally the reading room of 
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A branch of La BelleJardiniere in Marseilles, From Le Monde iliustre, March 28, 1863, See A6,2, 

Sieur Ceccherini, who offered to patrons his newspapers and his books." J. Lucas
Dubreton, L 'Affaire Alibaud, ou Louis-Philippe traque (1836; rpt. Paris, 1927), 
pp,114-115, [A6a,l] 

On the occasion of disturbances associated with the burial of General Lamarque 

on June 5, 1832, the Passage du Saumon was the scene of a battle waged on 
barricades, in which 200 workers confronted the troops. [A6a,2] 

r.r.Martin: Business, you see, sir, ... is the ruler of the world!-Desgenais: I am of 

your opinion, Monsieur Martin, but the ruler alone is not enough; there must be 

subjects. And that is where painting, sculpture, music come in ... . -Martin: A 

little of that is necessary, surely, ... and ... I myself have encouraged the arts. 

Why, in my last establishment, the Cafe de France, I had many paintings on 

allegorical subjects .... What is more, I engaged musicians for the evenings .... 

Finally, if I may invite you to accompany me ... , you will see under my peristyle 

two very large, scantily attired statues, each with a light fixture on its head.-Des

genais: A light fixture?-Martin: That is my idea of sculpture: it must serve some 

purpose .... All those statues with an arm or a leg in the air-what are they good 
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for, since they've had no pipe installed to carry gas? ... What are they good for?" 
Theodore Barriere, Les Parisiens, produced at the Theatre du Vaudeville on De

cember 28, 1854 (Paris, 1855), p. 26. [Tbe play is set in 1839.] [A6a3] 

There was a Passage du Desir. <See Ala,2. > [A6a,4] 

Chodruc-Duclos-a supernumerary at the Palais-Royal. He was a royalist, an 
opponent of the Vendee, and had grounds for complaining of ingratitude under 
Cbarles X. He protested by appearing pnblicly in rags and letting his beard grow. 

[A6a,5] 

Apropos of an engraving that pictures a shopfront in the Passage Vero-Dodat: 
~~One cannot praise this arrangement too highly-the purity of its lines; the pictur
esque and brilliant effect produced by tbe gasligbt globes, which are placed be

tween the capitals of the two double columns bordering each shop; and finally the 
shop partitions, which are set off by reflecting plate glass." Cabinet des Estampes 
<in the Bibliotheque Nationale, Paris>. [A7,1] 

At No. 32 Passage Brady there was a dry-cleaning establishment, Maison Donnier. 

It was <famous> for its "giant workrooms" and its ~'numerous personnel." A con
temporary engraving shows the two-story building crowned by small mansards; 

female workers in great numbers are visible through the windows; from the ceil
ings bangs the linen. [A7,2] 

Engraving from the Empire: The Dance of the Shawl among the Three Sultanas. 
Cabinet des Est.mpes. [A7,3] 

Sketch and floor plan of the arcade at 36 Rue Hauteville, in black, blue, and pink, 
from the year 1856, on stamped paper. A hotel attached to the arcade is like

wise represented. In boldface: "Property for lease." Cabinet des Estampes. 
[A7,4] 

The first department stores appear to be modeled on oriental bazaars. From 
engravings one sees that, at least around 1880, it was the fashion to cover with 
tapestries the balustrades of the staircases leading to the atrium. For example, in 
the store called City of Saint-Denis. Cabinet des Estampes. [A7,5] 

"The Passage de POpera, with its two galleries, the Galerie de l'Horloge and the 

Galerie du Barometre .... The opening of the Opera on the Rue Le Peletier, in 
1821, brought this arcade into vogue, and in 1825 the duchesse de Berry came in 
person to inaugurate a 'Europama' in the Galel'ie du Barometre .... The grisettes 

of the Restoration danced in the Idalia Hall, built in the basement. Later, a cafe 
called the Divan de l'Opera was established in the arcade .... Also to be found in 
the Passage de 1 'Opera was the arms manufacturer Caron, the music publisher 
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The Passage de l'Opera, 1822-1823. Courtesy of the Musee Camavalet, Paris. Photo copyright 
© Phototheque des Musees de la Ville de Paris. See A7,6. 
The Passage de l'Opera, 1822-1823. Courtesy of the Musee Camavalet, Paris. Photo copyright 
© Phototheque des Musees de la Ville de Paris. See A7,6. 



Street scene in front of the Passage des Panoramas. Lithograph by Opitz, 1814. Courtesy of the 
Bibliotheque Nationale de France. See A7,Z 

Marguerie, the pastry chef Rollet~ and finally the perfume shop of the Opera .... 
In addition, ... there was Lemollllier, artiste en cheveux-which is to say, manu

facturer of handkerchiefs, reliquaries, and funeral items made of hair." Paul 

d'Ariste, La Vie et le monde duo boulevard, 1830-1879 (Paris <1930», pp. 14-16. 
[A7,6] 
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facturer of handkerchiefs , reliquaries, and funeral items made of hair." Paul 

d'Ariste, La Vie et le monde duo boulevard, 1830-1879 (Paris <1930» , pp. 14-16. 
[A7,6] 



"The Passage des Panoramas, so named in memory of the two panoramas that 

stood on either side of its entranceway and that disappeared in 1831." Paul 

d'Ariste, La Vie et Ie monde du boulevard (Paris), p. 14. [A7,7] 

The beautiful apotheosis of the "marvel of the Indian shawl," in the section on 

Indian art in Michelet's Bible de I'humani,. (Paris, 1864). [A7a,!] 

And Jehuda ben Halevy, 

In her view, would have been honored 

Quite enough by being kept in 

Any pretty box of cardboard 

With some very swanky Chinese 

At'abesqucs to decorate it, 

Like a bonbon box from Marquis 

In the Passage Panorama. 

Heinrich Heine, IIebriiische Melodien, "Jehuda ben Halevy," part 4, in Ro
manzero, book 3 (cited in a letter from Wiesengrund). 9 [A7a,2] 

Signboards. Mter the rebus style came a vogue for literary and military allusions. 

"If an eruption of the hilltop of Montmartre happened to swallow up Paris, as 

Vesuvius swallowed up Pompeii, one would be able to reconstruct from our sign

boards, after fifteen hundred years, the history of our military triumphs and of 

our literature." Victor Fournel, Ce qu'on voit dans les rues de Paris (Paris, 1858), 

p. 286 ("Enseignes et affiches"). [A7a,3] 

Chaptal, in his speech on protecting brand names in industry: "Let us not 
assume that the consmner will be adept, when making a purchase, at distinguish
ing the degrees of quality of a material. No, gentlemen, the consumer cannot 
appreciate these degrees; he judges only according to his senses. Do the eye or 
the touch suffice to enable one to pronounce on the fastness of colors, or to 
determine with precision the degree of fineness of a material, the nature and 
quality of its manufacture?" ~ean-Antoine-Claude) Chaptal, Rapport au nom 
d'une commission speciale chargee de I'examen du projet de loi relatif aux alterations et 
suppositions de noms sur les produits fobriques [Chambre des Pairs de France, ses
sion of July 17, 1824J, p. 5.-The importance of good professional standing is 
magnified in proportion as consumer know-how becomes more specialized. 

[A7a,4] 

"What shall I say now of that coulisse which, not content 'With harboring a two

hour illegal session at the Stock Exchange, spawned once again not long ago, in the 

open air, two demonstrations per day on the Boulevard des Italiens, across from 

the Passage de l'Opera, where five or six hundred market speculators, forming a 

compact mass, followed clumsily in the wake of some forty unlicensed brokers, all 

the while speaking in low voices like conspirators, while police officers prodded 

" The Passage des Panoramas, so named in memory of the two panoramas that 

stood on either side of its entranceway and that disappeared in 1831." Paul 
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them from behind to get them to move on, as one prods fat, tired sheep being led to 

the slaughterhouse." M. J. Ducos (de Gondrin), Comment on se ruine a ia Bourse 
(Paris, 1858), p. 19. [A7a,S] 

It was at 271 Rue Saint-Martin, in the Passage du Cheval Rouge, that Lacenaire 

committed his murders. [A7a,6] 

A sign: "L 'epe-scie" <The Sawed-Off Epe[ e ]).10 [A7a,7] 

From a prospectus: "To the inhabitants of the Rues Beauregard, Bourbon-Ville

neuve, du Caire, and de la Cour des Miracles .... A plan for two covered arcades 

running from the Place du Caire to the Rue Beauregard, ending directly in front of 

the Rue Sainte-Barbe, and linking the Rue Bourbon-Villeneuve with the Rue 

Hautcville .... Gentlemen, for some time now we have been concerned about the 

future of this neighborhood, and it pains us to see that properties so close to the 

boulevard carry a value so far below what they ought to have. This state of affairs 

would change if lines of communication were opened. Since it is impossible to 

construct new streets in this area, due to the great unevenness of the ground, and 

since the only workable plan is the one we have the honor of submitting to you 

here, we hope, Gentlemen, that in your capacity as owners ... you will in turn 

honor us with your cooperation and affiliation .... Every partner will be required 

to pay an installment of 5 francs on each 250-franc share in the future company. 

As soon as a capital sum of 3,000 francs is realized, this provisional subscription 

will become fmal-said sum being judged at present sufficient .... Paris, this 20th 

of October, 1847." Printed prospectus inviting subscriptions. [A8,i] 

'!.In the Passage Choiseul, M. Comte, 'Physician to the King,' presents his cele

brated troupe of child actors cxtraordinaires in the interval between two magic 

shows in which he himself performs." J .-L. Croze, "Quelques spectacles de Paris 

pendant I'ete de 1835" (Le Temps, August 22,1935). [A8,2] 

"At this turning point in history, the Parisian shopkeeper makes two discoveries 

t.hat revolut.ionize the world of ia nouveaute: the display of goods and the male 

employee. The display, which leads him to deck out his shop from floor to ceiling 

and to sacrifice three hundred yards of material to garland his faQade like a flag

ship; and the male employee, who replaces the seduction of man by woman

something conceived by the shopkeepers of the ancien regime-with the seduction 

of woman by man, which is psychologically more astute. Together with these comes 

the fixed price, the known and nonnegotiable cost." H. Clouzot and H.-H. Valensi, 

Le Paris de "La Comedic humainc"; Balzac et ses fou,.nisseu,.s (Paris, 1926), 

pp. 31-32 ("Magasins de nouveauH~s"). [A8,3] 

When a magasin de nouveautes rented the space formerly occupied by Hetzel, the 

editor of La Comedie humaine, Balzac wrote: ~~The Human Comedy has yielded to 
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editor of La Comedie humaine, Balzac wrote: ��The Human Comedy has yielded to 



the comedy of cashweres." (Clouzot and Valensi, Le Paris de "La Comedie hu
maine,"p,37,) [AS,4] 

Passage du Commerce-Saint-Andre: a reading room. [ASa,!] 

"Once the socialist government had become the legitimate owner of all the houses 

of Paris, it handed them over to the architects with the order ... to establish 

street-galleries . ... The architects accomplished the mission entrusted to them as 

well as could be expected. On the second story of every house, they took all the 

rooms that faced the street and demolished the intervening partitions; they then 

opened up large bays in the dividing walls, thereby obtaining street-galleries that 

had the height and width of an ordinary room and that occupied the entire length 

of a block of buildings. In the newer quartiers, where neighboring houses have 

their floors at approximately the same height, the galleries could be joined to

gether on a fairly even level. ... But on older streets ... the floors had to be 

carefully raised or lowered, and often the builders had to resign themselves to 

giving the floor a rather steep slant, or breaking it up with stairs. When all the 

blocks of houses were thus traversed by galleries occupying ... their second story, 

it remained only to connect these isolated sections to one another in order to 

constitute a network ... embracing the whole city. This was easily done by erect

ing covered walkways across every street. ... Walkways of the same sort, but 

much longer, were likewise put up over the various boulevards, over the squares, 

and over the bridges that cross the Seine, so that in the end ... a person could 

stroll through the entire city without ever being exposed to the elements .... As 

soon as the Parisians had got a taste of the new galleries, they lost all desire to set 

foot in the streets of old-which, they often said, were fit only for dogs." Tony 

Moilin, Paris en l'an 2000 (Paris, 1869), pp. 9-11. [ASa,2] 

'"The second floor contains the street-galleries .... Along the length of the great 

avenues, ... they form street-salons .... The other, much less spacious galleries 

are decorated more modestly. They have been reserved for retail businesses that 

here display their merchandise in such a way that passersby circulate no longer in 

front of the shops but in their interior." Tony Mollin, Paris en l'an 2000 (Paris, 

1869), pp. 15-16 ("Maisons-modeles"). [ASa,3] 

Sales clerks: "'There are at least 20,000 in Paris .... A great number of sales clerks 

have been educated in the classics ... ; one even finds among them painters and 

architects unaffiliated with any workshop, who use a great deal of their knowledge 

... of these two branches of art in constructing displays, in determining the design 

of new items, in directing the creation of fashions." Pierre Larousse, Grand Dic
tionnaire universel du XIX~ siecle, vol. 3 (Paris, 1867), p. 150 (article on "Cali

cot"). [A9,l] 

"Why did the author of Etu.des de moeurs ll <Studies of Manners> choose to pre

sent, in a work of fiction, lifelike portraits of the notables of his day? Doubtless for 

the comedy of cashweres." (Clouzot and Valensi, Le Paris de "La Comedie hu

maine," p, 37,) [AS,4] 
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his own amusement first of all .... This explains the descriptions. For the direct 

citations, another reason must be found-and we see none better than his unmis

takable aim of providing publicity. Balzac is one of the first to have divined the 

power of the advertisement and, above all, the disguised advertisement. In those 

days, ... the newspapers were unaware of such power .... At the very most, 

around midnight, as workers were finishing up the layout, advertising writers 

might slip in at the bottom of a column some lines on Pate de Regnault or Brazilian 

Blend. The newspaper advertisement as such was unknown. More unknown still 

was a process as ingenious as citation in a novel. ... The tradesmen named by 

Balzac ... are clearly his own .... No one understood better than the author of 

Cesar Birotteau the unlimited potential of publicity .... To confirm this, one need 

only look at the epithets ... he attaches to his manufacturers and their products. 

Shamelessly he dubs them: the renowned Victorine; Plaisir, an illustrious hair

dresser; Staub, the most celebrated tailor of his age; Gay, afamous haberdasher 

... on the Rue de la Michodiere (even giving the address!); ... 'the cuisine of the 

Rocher de Cancale, ... the premier restaurant in Paris ... , which is to say, in the 

entire world. '" H. Clouzot and R.-H. Valensi, Le Paris de "La Comedie hu

maine"; Balzac et sesfournisseurs (Paris, 1926), pp. 7-9 and 177-179. [A9,2] 

The Passage Vero-Dodat connects the Rue Croix-des-Petits-Champs with the Rue 

Jean-J acques-Rousseau. In the latter, around 1840, Cabet held his meetings in his 

rooms. We get an idea of the tone of these gatherings from Martin Nadaud's 

Memoires de Leonard, ancien gart;on matSon: "He was still holding in his hand the 

towel and razor he had just been using. He seemed filled with joy at seeing us 

respectably attired, with a serious air: 'Ah, Messieurs,' he said (he did not say 

'Citizens'), 'if your adversaries could only see you now! You would disarm their 

criticisms. Your dress and your bearing are those of well-bred men. '" Cited in 

Charles Benoist, "J.'/Homme de 1848," part 2, Revue des deux mondes (February 

1, 1914), pp. 641-64.2.-lt was characteristic of Cabet to believe that workers 

need not busy themselves with writing. [A9,3] 

Street-salons: "The largest and most favorably situated among these [street

galleries] were tastefully decorated and sumptuously furnished. The walls and 

ceilings were covered with ... rare marble, gilding, ... mirrors, and paintings. 

The windows were adorned with splendid hangings and with curtains embroidered 

in marvelous patterns. Chairs, fauteuils, sofas ... offered comfortable seating to 

tired strollers. Finally, there were artistically designed objects, antique cabi

nets, ... glass cases full of curiosities, ... porcelain vases containing fresh flow

ers, aquariums full of live fish, and aviaries inhabited by rare birds. These 

completed the decoration of the street-galleries, which lit up the evening with ... 

gilt candelabras and crystal lamps. The government had wanted the streets be

longing to the people of Paris to surpass in magnificence the drawing rooms of the 

most powerful sovereigns .... First thing in the morning, the street-galleries are 

turned over to attendants who air them out, sweep them carefully~ brush, dust. 

and polish the furniture~ and everywhere impose the most scrupulous cleanliness. 

Then, depending on the season, the windows are either opened or closed~ and 
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either a fire is lit or the blinds are lowered .... Between nine and ten 0' clock this 

cleaning is all completed~ and passersby~ until then few and far between~ begin to 

appear in greater numbers. Entrance to the galleries is strictly forbidden to any

one who is dirty or to carriers of heavy loads; smoking and spitting are likewise 

prohibited here." Tony Moilin, Paris en l'an 2000 (Paris, 1869), pp. 26-29 ("As
pect des rues-galeries"). [A9a,l] 

The magasins de nouveautes owe their existence to the freedom of trade estab

lished by Napoleon I. "Of those establishments~ famous in 1817, which gave them

selves names like La Fille Mal Gardee, Le Diable Boiteux, Le Masque de Fer, or 

Les Deux ,Magots, not one remains. Many of those which replaced them under 

Louis Philippe also foundered later on-like La Belle Fermiere and La Chaussee 

d'Antin. Or else they were sold at little profit-like Le Coin de Rue and Le Pauvre 

Diable." G. d'Avenel, "Le Mecanisme de la vie moderne," part 1: ~'Les Grands 

Magasins," Revue des deux mondes (Jnly 15,1894), p. 334. [A9a,2] 

The office of Philip on's weekly La Caricature was in the Passage Vero-Dodat. 
[Aga,3] 

Passage du Caire. Erected after Napoleon's return from Egypt. Contains some 

evocations of Egypt in the reliefs-sphinx-like heads over the entrance, among 

other things. ('('The arcades are sad, gloomy, and always intersecting in a manner 

disagreeable to the eye .... They seem ... destined to house lithographers' stu

dios and binders' shops, as the adjoining street is destined for the manufacture of 

straw hats; pedestrians generally avoid them.~' Elie Berthet, HRue et Passage du 

Caire," Paris chez soi (Paris <1854», p. 362. [AIO,I] 

"In 1798 and 1799, the Egyptian campaign lent frightful importance to the fashion 

for shawls. Some generals in the expeditionary army, taking advantage of the 

proximity of India, sent home shawls ... of cashmere to their wives and lady 

friends .... From then on, the disease that might be called cashmere fever took on 

significant proportions. It began to spread during the Consulate, grew greater 

under the Empire, became gigantic during the Restoration, reached colossal size 

under the July Monarchy, and has finally assumed Sphinx-like dimensions since 

the February Revolution of 1848." Paris chez soi (Paris), p. 139 (A. Durand, 
(,(,Chales-Cachemires indiens et fran~ais"). Contains an interview with M. Mar

tin, 39 Rue Richelieu, proprietor of a store called The Indians; reports that shawls 

which earlier were priced between 1,500 and 2,000 francs can now be bought for 

800 to 1,000 francs. [AIO,2] 

From Brazier, Gabriel, and Dumersan, Les Passages et les rues, vaudeville in one 

act, presented for the first time, in Paris, at the Theatre des Varietes on March 7? 

1827 (Paris, 1827).-Beginning of a song by the shareholder Dulingot: 

For the arcades, I form 

Continual refrains of thanks: 
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Louis Philippe also foundered later on-like La Belle Fermiere and La Chaussee 
d'Antin. Or else they were sold at little profit-like Le Coin de Rue and Le Pauvre 

Diable." G. d'Avenel, "Le Mecanisme de la vie moderne," part 1 :  �'Les Grands 

Magasins," Revue des deux mondes (Jnly 15, 1894), p. 334. [A9a,2] 

The office of Philip on's weekly La Caricature was in the Passage Vero-Dodat. 
[Aga,3] 

Passage du Caire. Erected after Napoleon's return from Egypt. Contains some 

evocations of Egypt in the reliefs-sphinx-like heads over the entrance, among 

other things. ('('The arcades are sad, gloomy, and always intersecting in a manner 

disagreeable to the eye . . . .  They seem . . .  destined to house lithographers' stu

dios and binders' shops, as the adjoining street is destined for the manufacture of 

straw hats; pedestrians generally avoid them.
�
' Elie Berthet, HRue et Passage du 

Caire," Paris chez soi (Paris <1854» , p .  362. [AIO,I] 

"In 1798 and 1799, the Egyptian campaign lent frightful importance to the fashion 

for shawls. Some generals in the expeditionary army, taking advantage of the 
proximity of India, sent home shawls . . .  of cashmere to their wives and lady 

friends . . . .  From then on, the disease that might be called cashmere fever took on 

significant proportions. It began to spread during the Consulate, grew greater 

under the Empire, became gigantic during the Restoration, reached colossal size 

under the July Monarchy, and has finally assumed Sphinx-like dimensions since 

the February Revolution of 1848." Paris chez soi (Paris), p. 139 (A. Durand, 

(,(,Chales-Cachemires indiens et fran�ais"). Contains an interview with M. Mar

tin, 39 Rue Richelieu, proprietor of a store called The Indians; reports that shawls 
which earlier were priced between 1,500 and 2,000 francs can now be bought for 

800 to 1 ,000 francs . [AIO,2] 

From Brazier, Gabriel, and Dumersan, Les Passages et les rues, vaudeville in one 

act, presented for the first time, in Paris, at the Theatre des Varietes on March 7? 
1827 (Paris, 1827).-Beginning of a song by the shareholder Dulingot: 

For the arcades, I form 
Continual refrains of thanks: 



In the Passage Delorme 

rve put a hundred thousand francs. (Pp. 5-6) 

~~I hear they want to roof all the streets of Pads with glass. That will make for 

lovely hothouses; we will live in them like melons" (p. 19). [AIO,3] 

From Girard, Des Tombeaux, ou De l'Influence des institutions funebres sur les 

moeu.rs (Paris, 1801): "The new Passage du Caire, near the Rue Saint-Denis, ... 

is paved in part with funerary stones, on which the Gothic inscriptions and the 

emblems have not yet been effaced. " The author wishes to draw attention here to 

the decline of piety. Cited in Edouard Fournier, Chroniques et legendes des rues 
de Paris (Paris, 1864), p. 154. [AIO,4] 

Brazier, Gabriel, and Dumersan, Les Passages et les rues, ou La Guerre declaree, 
vaudeville in one act, performed for the first time, in Paris, at the Theatre des 

Varietes on March 7, 1827 (Paris, 1827).-The party of arcades-adversaries is 

composed ofM. Duperron, umbrella merchant; Mme. Duhelder, wife of a carriage 

provider; M. Mouffetard, hatter; M. Blancmanteau, merchant and manufacturer 

of clogs; and Mme. Dubac, rentier-each one coming from a different part of 

town. M. Dulingot, who has bought stock in the arcades, has championed their 

canse. His lawyer is M. Pour; that of his opponents, M. Contre. In the second to 

last (fourteenth) scene, M. Contre appears at the head of a column of streets, 

which are decked with banners proclaiming their names. Among them are the Rue 

aux Ours, Rue Bergere, Rue du Croissant, Rue du Puits-qui-Parle, Rue du 

Grand-Hurleur. Likewise in the next scene-a procession of arcades with their 

banners: Passage du Saumon, Passage de rAncre, Passage du Grand-Cerf, Pas

sage du Pont-Neuf, Passage de rOpera, Passage du Panorama <sic>. In the follow

ing scene, the last (sixteenth), Lub~cel2 emerges from the bowels of the earth, at 

first in the guise of an old woman. In her presence, M. Contre takes up the defense 

of the streets against the arcades. "One hundred forty-four arcades open their 

mouths wide to devour our customers, to siphon off the ever-rising flow of our 

crowds, both active and idle. And you want us streets of Paris to ignore this clear 

infringement of our ancient rights! No, we demand ... the interdiction of our one 

hundred forty-four opponents and, in addition, fifteen million, five hundred thou

sand francs in damages and interest" (p. 29). The argument by M. Pour in favor of 

the arcades takes the form of verse. An extract: 

We whom they would banish-we are more than useful. 

Have we not, by virtue of our cheerful aspect, 

Encouraged all of Paris in the fashion 

Of bazaars, those marts so famous in the East? 

And what are these walls the crowd admires? 

These ornaments, these columns above all? 

You'd think you were in Athens; and this temple 

Is erected to commerce by good taste. (Pp. 29-30) 

In the Passage Delorme 
rve put a hundred thousand francs. (Pp. 5-6) 

��I hear they want to roof all the streets of Pads with glass. That will make for 
lovely hothouses; we will live in them like melons" (p. 19). [AIO,3] 

From Girard, Des Tombeaux, ou De l 'Influence des institutions funebres sur les 

moeu.rs (Paris, 1801): "The new Passage du Caire, near the Rue Saint-Denis, . . .  

is paved in part with funerary stones, on which the Gothic inscriptions and the 

emblems have not yet been effaced. " The author wishes to draw attention here to 

the decline of piety. Cited in Edouard Fournier, Chroniques et legendes des rues 

de Paris (Paris, 1864), p. 154. [AIO,4] 

Brazier, Gabriel, and Dumersan, Les Passages et les rues, ou La Guerre declaree, 

vaudeville in one act, performed for the first time, in Paris , at the Theatre des 

Varietes on March 7, 1827 (Paris, 1827).-The party of arcades-adversaries is 

composed ofM. Duperron, umbrella merchant; Mme. Duhelder, wife of a carriage 
provider; M. Mouffetard, hatter; M. Blancmanteau, merchant and manufacturer 

of clogs; and Mme. Dubac, rentier-each one coming from a different part of 

town. M. Dulingot, who has bought stock in the arcades, has championed their 

canse. His lawyer is M. Pour; that of his opponents, M. Contre. In the second to 

last (fourteenth) scene, M. Contre appears at the head of a column of streets, 

which are decked with banners proclaiming their names. Among them are the Rue 

aux Ours, Rue Bergere, Rue du Croissant, Rue du Puits-qui-Parle, Rue du 
Grand-Hurleur. Likewise in the next scene-a procession of arcades with their 

banners: Passage du Saumon, Passage de rAncre, Passage du Grand-Cerf, Pas

sage du Pont-Neuf, Passage de rOpera, Passage du Panorama <sic> . In the follow

ing scene, the last (sixteenth) , Lub�cel2 emerges from the bowels of the earth, at 

first in the guise of an old woman. In her presence, M. Contre takes up the defense 

of the streets against the arcades. " One hundred forty-four arcades open their 

mouths wide to devour our customers, to siphon off the ever-rising flow of our 
crowds, both active and idle. And you want us streets of Paris to ignore this clear 

infringement of our ancient rights! No, we demand . . .  the interdiction of our one 

hundred forty-four opponents and, in addition, fifteen million, five hundred thou

sand francs in damages and interest" (p. 29). The argument by M. Pour in favor of 

the arcades takes the form of verse. An extract: 

We whom they would banish-we are more than useful. 
Have we not, by virtue of our cheerful aspect, 

Encouraged all of Paris in the fashion 
Of bazaars, those marts so famous in the East? 

And what are these walls the crowd admires? 
These ornaments, these columns above all? 
You'd think you were in Athens; and this temple 
Is erected to commerce by good taste. (Pp. 29-30) 



Lutece arbitrates the differences: '~'The affair is settled. Genies of light, hearken 

to my voice.' (At tms moment the whole gallery is suddenly illuminated by gas

light.)" (p. 31). A ballet of streets and arcades concludes the vaudeville. [AIOa,l] 

"~I do not at all hesitate to write-as monstrous as this may seem to serious writers 

on art-that it was the sales clerk who launched lithography .... Condemned to 

hnitations of Raphael, to Briseises by Regnault, it would perhaps have died; the 

sales clerk saved it." Henri Bouchot, La Lithographie (Paris <l895», pp. 50-5l. 

In the Passage Vivienne 
She told me: "I'm from Vienna." 

And she added: 
"I live with my uncle, 

The brother of Papa! 

I take care of his furunclc

It has its charms, this fate." 

I promised to meet the damsel again 

In the Passage Bonne-Nouvelle; 

But in the Passage Brady 

I waited in vain. 

And there you have it: arcade amours! 

[All,l] 

Narcisse Lebeau, cited by Leon-Paul Fargue, "'Cafes de Paris," part 2 [in Vu, 9, 
no. 416 (March 4, 1936)]. [AII,2] 

"'There seems no reason, in particular, at the first and most literal glance, why the 

story should be called after the Old Curiosity'Shop. Only two of the characters 

have anything to do with such a shop, and they leave it for ever in the first few 

pages .... But when we feel the situation with more fidelity we realize that this title 

is something in the nature of a key to the whole Dickens romance. His tales always 

started from some splendid hint in the streets. And shops, perhaps the most poeti

cal of all things, often set his fancy galloping. Every shop, in fact, was to him the 

door of romance. Among all the huge serial schemes ... it is a matter of wonder 

that he never started an endless periodical called the The Street, and divided it 

into shops. He could have written an exquisite romance called The Baker's Shop; 
another called The Chemist's Shop; another called The Oil Shop, to keep company 

with The Old Curiosity Shop." G. K. Chesterton, Dickens, t.rans. Laurent and 

Martin-Dupont (Paris, 1927), pp. 82-83.'" [AII,3] 

~'One may wonder to what extent Fourier himself believed in his fantasies. In his 

manuscripts he sometimes complains of critics who take literally what is meant as 

figurative, and who insist moreover on speaking of his "studied whims.' There may 

have been at least a modicum of deliberate charlatanism at work in all this-an 

attempt to launch his system hy means of the tactics of commercial advertising, 
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'" 
which had begun to develop." F. Armand and R. Maublanc, Fourier (Paris, 1937), 

vol. 1, p. 158.0 Exhibitions 0 [Alla,l] 

Proudhon's confession near the end of his life (in his book De la justice 14-com

pare with Fourier's vision of the phalanstery): ~~It has been necessary for me to 
become civilized. But need I approve? The little bit of civilizing I've received 
disgusts me .... I hate houses of more than one story, houses in which, by contrast 

with the social hierarchy, the meek are raised on high while the great are settled 

near the ground." Cited in Armand Cuvillier, Marx et Proudhon: A la lumiere du 
Marxisme, vol. 2, part 1 (Paris, 1937), p. 211. [Alla,2] 

Blanqui: ~"I wore,' he says, ~the first tricolored cockade of 1830, made by Ma

dame Bodin in the Passage du Commerce. m Gustave Geffroy, L'Enferme (Paris~ 

1897), p. 240. [Alla,3] 

Baudelaire can still write of ~~a book as dazzling as an Indian handkerchief or 

shawl." Baudelaire~ L'Art romantiqu.e (Paris), p. 192 C~Pierre Dupont"),15 
[Alla,4] 

The Crauzat Collection possesses a beautiful reproduction of the Passage des 

Panoramas from 1808, Also found there: a prospectus for a bootblacking shop, in 

which it is a question mainly of Puss in Boots. [All a,S] 

Baudelaire to his mother on December 25~ 1861, concerning an attempt to pawn a 

shawl: "I was told that, with the approach of New Year's Day, there was a glut of 

cashmeres in the stores, and that they were trying to discourage the public from 

bringing any more in." Charles Baudelaire, Lettres it sa mere (Paris, 1932), 
p. 198. [Alla,6] 

~~Our epoch will he the link between the age of isolated forces rich in original 

creativeness and that of the uniform but leveling force which gives monotony to its 

products, casting them in masses, and following out one unifying idea-the ulti

mate expression of social communities." H. de Balzac, L'Illustre Gau.dissart, ed. 

Calmann-Levy (Paris, 1837), p. 1. 16 [Alla,?] 

Sales at Au Bon Marche, in the years 1852 to 1863, rose from 450,000 to 
7 million francs. The rise in profits could have been considerably less. "High 
turnover and small profits" was at that time a new principle, one that accorded 
with the two dominant forces in operation: the multitude of purchasers and the 
mass of goods. In 1852, Boucicaut allied himself with Vidau, the proprietor of Au 
Bon March", the magasin de nouveauteJ. "The originality consisted in selling 
guaranteed merchandise at discount prices. Items, first of all, were marked with 
fixed prices, another bold innovation which did away with bargaining and with 
'process sales'-that is to say, with gauging the price of an article to the physiog
nomy of the buyer; then the 'return' was instituted, allowing the customer to 
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Au Bon Marche department store in Paris. Woodcut, ca. 1880. See A12). Au Bon Marche department store in Paris. Woodcut, ca. 1880. See A12). 



o 
<0 cancel his purchase at will; and, finally, employees were paid almost entirely by 

commission on sales. These were the constitutive elements of the new organiza
tion:' George d'Avenel, "Le Mecanisme de la vie moderne: Les Grands Maga
sins;' Revue des deux mondes, 124 (paris, 1894), pp. 335-336. [A12,1] 

The gain in time realized for the retail business by the abolition of bargaining 
may have played a role initially in the calculations of department stores. [A12,2] 

A chapter, "Shawls, Caslnneres," in Borne's Industrie-Ausstellung im Louvre 
<Exhibition of Industry in the Louvre>. Ludwig Borne, Gesammelte Schriften 
(Hamburg ancl Frankfurt am Main, 1862), vol. 3, p. 260. [A12,3] 

The physiognomy of the arcade emerges with Baudelaire in a sentence at the 

beginning of "Le Jouenr genereux": "It seemed to me odd that I could have passed 

this enchanting haunt so often without suspecting that here was the entrance." 

<Baudelaire, Oeuvres, cd. y'-G. 1e Dantec (Paris, 1931),) vol. 1, p. 456. I7 [A12,4] 

Specifics of the department store: the customers perceive themselves as a mass; 
they are confronted with an assortment of goods; they take in all the floors at a 
glance; they pay fixed prices; they can make exchanges. [A12,5] 

"Tn those parts of the city where the theaters and public walks. . are located, 

where therefore the majority of foreigners live and wander, there is hardly a 

building without a shop. It takes only a minute, only a step, for the forces of 

attraction to gather; a minute later, a step further on, and the passerby is standing 

before a different shop .... One's attention is spirited away as though by violence, 

and one has no choice but to stand there and remain looking up until it returns. 

The name of the shopkeeper, the name of his merchandise, inscribed a dozen times 

on placards that hang on the doors and above the windows, beckon from all sides; 

the exterior of the archway resembles the exercise book of a schoolboy who writes 

the few words of a paradigm over and over. Fabrics are not laid out in samples but 

are hung before door and window in completely unrolled bolts. Often they are 

attached high up on the third story and reach down in sundry folds all the way to 

the pavement. The shoemaker has painted different-colored shoes, ranged in rows 

like battalions, across the entire fa~ade of his building. The sign for the locksmiths 

is a six-foot-high gold-plated key; the giant gates of heaven could require no larger. 

On the hosiers' shops are painted white stockings four yards high, and they will 

startle you in the dark when they loom like ghosts .... But foot and eye are 

arrested in a nobler and more charming fashion by the paintings displayed before 

many storefronts .... These paintings are, not infrequently, true works of art, 

and if they were to hang in the Louvre, they would inspire in connoisseurs at least 

pleasure if not admiration .... The shop of a wigmaker is adorned with a picture 

that, to be sure, is poorly executed but distinguished by an amusing conception. 

Crown Prince Absalom hangs by his hair from a tree and is pierced by the lance of 

an enemy. Underneath runs the verse: "Here you see Absalom in his hopes quite 
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debunked, / Had he worn a peruke, he'd not be defunct.' Another ... picture, 

representing a village maiden as she kneels to receive a garland of roses-token of 

her virtue-from the hands of a chevalier, ornaments the door of a milliner's 

shop." Ludwig Borne, Schilderungen aus Paris (1822 und 1823), ch. 6 ("Die 
Laden" <Shops», in Gesammelte Schriften (Hamburg and Frankfurt am Main, 

1862), vol. 3, pp. 4649. [A12a] 

On Baudelaire's "religious intoxication of great cities":" the department stores 
are temples consecrated to this intoxication. [A13] 
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B 
[Fashion] 

Fashion: Madam Death! Madam Death! 

-Giacomo Leopardi, "Dialogue between Fashion and Death"l 

Nothing dies; all is transformed. 

-Honore de Balzac, Pensees) sujets)fragments (paris, 1910), p. 46 

And boredom IS the grating before which the courtesan teases 
o Ennui 0 

death. 
[Bl,l] 

Similarity of the arcades to the indoor arenas in which one learned to ride a 
bicycle. In these halls the figure of the woman assumed its most seductive aspect: 
as cyclist. That is how she appears on contemporary posters. Cheret the painter 
of this feminine pulchritude. The costume of the cyclist, as an early and uncon
scious prefiguration of sportswear, corresponds to the dream prototypes that, a 
litde before or a litde later, are at work in the factory or the automobile. Just as 
the first factory buildings cling to the traditional form of the residential dwelling, 
and just as the first automobile chassis imitate carriages, so in the clothing of the 
cyclist the sporting expression still wresdes with the inherited pattern of elegance, 
and the fruit of this struggle is the grim sadistic touch whicb made this ideal 
image of elegance so incomparably provocative to the male world in those days. 
o Dream Houses 0 [Bl,21 

'"In these years [around 1880], not only does the Renaissance fashion begin to do 
mischief, but on the other side a new interest in sports-above all, in equestrian 

sports-arises among women, and together these two tendencies exert an influence 

on fashion from quite different directions. The attempt to reconcile these senti

ments dividing the female soul yields results that, in the years 1882-1885, are 
original if not always beautiful. To improve matters, dress designers simplify and 
take in the waist as much as possible, while allowing the skirt an amplitude all the 
more rococo." 70 Jahre deutsche Mode (1925), pp. 84-87. [Bl,3] 

Here fashion has opened the business of dialectical exchange between woman 
and ware-between carnal pleasure and the corpse. The clerk, death, tall and 

B 
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loutish, measures the century by the yard, serves as mannequin himself to save (;l 

costs, and manages single-handedly the liquidation that in French is called revolu-
tion. For fashion was never anything other than the parody of the motley cadaver, Ie 
provocation of death through the woman, and bitter colloquy with decay whis- il' 
pered between shrill bursts of mechanical laughter. That is fashion. And that is ~ 

why she changes so quickly; she titillates death and is already something differ-
ent, something new, as he casts about to crush her. For a hundred years she holds 
her own against him. Now, finally, she is on the point of quitting the field. But he 
erects on the banks of a new Lethe, which rolls its asphalt stream through 
arcades, the armature of the whores as a battle memorial. 0 Revolution 0 Love 0 

Squares, 0 square in Paris, infinite showplace, 

where the modiste Madame Lamort 

winds and binds the restless ways of the world, 

those endless ribbons, to ever-new 

creations of bow, frill, flower, cockade, and fruit-

R. M. Rilke, Duineser Elegien (Leipzig, 1923), p. 23.' 

[BI,4J 

[BI,SJ 

'"Nothing has a place of its own, save fashion appoints that place." L'Esprit d'AI

phonse Karr: <Pensees extraites de ses oeuvres completes> (Paris, 1877), p. 129. 
'"If a woman of taste, while undressing at night, should find herself constituted in 

reality as she has pretended to be during the day, I like to think she'd be discov
ered next morning drowned in her own tears." Alphonse Karr, cited in F. Th. 

Vischer, Mode und Zynismus (Stuttgart, 1879), pp. 106-107. [BI,6J 

With Karr, there appears a rationalist theory of fashion that is closely related to 
the rationalist theory of the origin of religions. The motive for instituting long 
skirts, for example, he conceives to be the interest certain women would have 
had in concealing an unlovely <foot>. Or he denounces, as the origin of certain 
types of hats and certain hairstyles, the wish to compensate for thin hair. [B I, 7J 

Who still knows, nowadays, where it was that in tlle last decade of the previous 
century women would offer to men their most seductive aspect, the most inti
mate promise of their figure? In the asphalted indoor arenas where people 
learned to ride bicycles. The woman as cyclist competes with the cabaret singer 
for the place of honor on posters, and gives to fashion its most daring line. 

[BI,8J 

For the philosopher, the most interesting thing about fashion is its extraordinary 
anticipations. It is well known that art will often-for example, in pictures-pre
cede the perceptible reality by years. It was possible to see streets or rooms that 
shone in all sorts of fiery colors long before technology, by means of illuminated 
signs and other arrangements, actually set them under such a light. Moreover, 
the sensitivity of the individual artist to what is coming certainly far exceeds that 
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of the grande dame. Yet fashion is in much steadier, much more precise contact 
with the coming thing, thanks to the incomparable nose which the feminine 
collective has for what lies waiting in the future. Each season brings, in its newest 
creations, various secret signals of things to come. Whoever understands how to 
read these semaphores would know in advance not only about new currents in 
the arts but also about new legal codes, wars, and revolutions.3-Here, surely, 
lies the greatest charm of fashion, but also the difficnlty of making the charming 
fruitful. [B1a,lJ 

"Whether you translate Russian fairy tales, Swedish family sagas, or English 
picaresque novels-you will always come back in the end, when it is a question of 
setting the tone for the masses, to France, not because it is always the truth but 
because it will always be the fashion:' <Karh Gutzkow, Brirft aus Paris, vol. 2 
<Leipzig, 1842>, pp. 227-228. Each time, what sets the tone is without doubt the 
newest, but only where it emerges in the medium of the oldest, the longest past, 
the most ingrained. Tills spectacle, the unique self-construction of the newest in 
the medium of what has been, mal<es for the true dialectical theater of fashion. 
Only as such, as the grandiose representation of this dialectic, can one appreciate 
the singular books of Grandville, which created a sensation toward the middle of 
the century. When Grandville presents a new fan as the "fan of Iris" and his 
drawing suggests a rainbow, or when the Milky Way appears as an avenue 
illuminated at night by gaslamps, or when "the moon (a self-portrait)" reposes on 
fashionable velvet cushions instead of on clouds"-at such moments we first 
come to see that it is precisely in this century, the most parched and imagination
starved, that the collective dream energy of a society has tal<en refuge with 
redoubled vehemence in the mute impenetrable nehula of fashion, where the 
understanding carmot follow. Fashion is the predecessor-no, the eternal dep
uty-ofSurrealism. [B1a,2J 

A pair of lascivious engravings by Charles Vernier entitled A Wedding on Wheels
showing the departure and the return. The bicycle offered unsuspected possibili

ties for the depiction of the raised skirt. [B1a,3J 

A definitive perspective on fashion follows solely from the consideration that to 
each generation the one immediately preceding it seems the most radical anti
aphrodisiac imaginable. In this judgment it is not so far wrong as might be 
supposed. Every fashion is to some extent a bitter satire on love; all sexual 
perversities are suggested in every fashion by the most ruthless means; every 
fashion is filled with secret resistances to love. It is worthwhile reflecting on the 
following observation by Grand-Carteret, superficial though it is: "It is in scenes 
from the amorous life that one may in fact perceive the full ridiculousness of 
certain fashions. Aren't men and women grotesque in these gestures and atti
tudes-in the tufted forelock (already extravagant in itself), in the top hat and the 
nipped-waisted frockcoat, in the shawl, in the grandes pame/as, in the dainty fabric 
boots?" Thus, the confrontation with the fashions of previous generations is a 
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Le Pont des planetes (Interplanetary Bridge). Engraving by Grandville, 1844. See Bla,2. 

matter of far greater importance than we ordinarily suppose. And one of the 
most significant aspects of historical costuming is that-above all, in the thea
tn'-it undertakes such a confrontation. Beyond the theater, the question of 
costume reaches deep into the life of art and poetry, where fashion is at once 
preserved and overcome. [Bla,4] 

A killdred problem arose with the advent of new velocities, which gave life an 
altered rhythm. This latter, too, was first tried out, as it were, in a spirit of play. 
The loop-the-Ioop came on the scene, and Parisians seized on this entertainment 
with a frenzy. A chronicler notes around 1810 that a lady squandered 75 francs in 
one evening at the Pare de Montsouris, where at that time you could ride those 
looping cars. Tbe new tempo of life is often announced in the most unforeseen 
ways. For example, in posters. "These inlages of a day or an hour, bleached by 
the elements, charcoaled by urchins, scorched by the sun-although others are 
sometimes collected even before they have dried-symbolize to a higher degree 
even than the newspapers the sudden, shock-filled, multiform life that carries us 
away." Maurice Talmeyr, La Cite du sang (paris, 1901), p. 269. In the early days 
of the poster, there was as yet no law to regulate the posting of bills or to provide 
protection for posters and indeedfrom posters; so one could wake up some 
morning to find one's window placarded. From time immemorial this enigmatic 
need for sensation has found satisfaction in fashion. But in its ground it will be 
reached at last only by theological inquiry, for such inquiry bespeal<s a deep 
affective attitude toward historical process on the part of the human being. It is 
tempting to COll11ect this need for sensation to one of the seven deadly sins, and it 
is not surprising that a chronicler adds apocalyptic prophecies to this coll11ection 
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and foretells a time when people will have been blinded by the effects of too 
much electric light and maddened by the tempo of news reporting. From Jacques 
Fabien, Paris en songe (Paris, 1863). [B2,1] 

"'On October 4., 1856, the Gymnasium Theater presented a play entitled Les lbi
lettes Tapageu.ses <The Flashy Dressers), It was the heyday of the crinoline, and 

puffed-out women were in fashion. The actress playing the leading role, having 
grasped the satirical intentions of the author, wore a dress whose skirt, exagger

ated by design, had a fullness that was comical and almost ridiculous. The day 
after opening night, she was asked by more than twenty fme ladies to lend her 

dress as a model, and eight days later the crinoline had doubled in size." Maxime 

Du Camp, Par'is, vol. 6 <Paris, 1875>, p. 192. [B2,2] 

"Fashion is the recherche-the always vain, often ridiculous, sometimes danger

ous quest-for a superior ideal beauty." Du Camp, Paris, vol. 6, p. 294. (B2,3] 

The epigraph from Balzac is well suited to unfolding the temporality of hell: to 
showing how this time does not recognize death, and how fashion mocks death; 
how the acceleration of traffic and the tempo of news reporting (which conditions 
the quick succession of newspaper editions) aim at eliminating all discontinuities 
and sudden ends; and how death as caesura belongs together with all the straight 
lines of divine temporality. -Were there fashions in antiquity? Or did the 
"authority of the frame'" preclude them? [B2,4] 

"She was everybody's contemporary;' <Marcel> Jouhandeau, Prudence Haute
chaume (Paris, 1927), p. 129. To be contemporaine de tout Ie monde-that is the 
keenest and most secret satisfaction that fashion can offer a woman. [B2,5] 

An emblem of the power of fashion over the city of Paris: "I have purchased a 
map of Paris printed on a pocket handkerchief:' Gutzkow, Brif!fi aus Paris, vol. 1 
<Leipzig, 1842>, p. 82. [B2a,l] 

Apropos of the medical discussion concerning the crinoline: Some people thought 

to justify its use, together with that of the petticoat, by noting ~~the agreeable and 

salutary coolness which the limbs enjoyed underneath .... Among doctors, [how

ever,] it is acknowledged that this celebrated coolness has already led to chills, and 

these have occasioned the unfortunately premature end of a situation which it was 

the original purpose of the crinoline to conceal." F. Th. Vischer, Kritische Gange. 
new series, no. 3 (Stuttgart, 1861), p. 100: "Verniinftige Gedanken tiber die jetzige 

Mode" <Reasonable Opinions on Current Fashions). [B2a,2] 

It was "madness for the French fashions of the Revolution and the First Empire to 

mimic Greek proportions with clothing cut and sewn in the modern manner." 

Vischer, "Verntinftige Gedanken tiber die jetzige Mode," p. 99. [B2a,3] 
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Des d:lmesrl'un demi·montleJ mms n'aynnl pasde demi.jnpes . 

Fashionable courtesans wearing crinolines. Lithograph by Honore Daumier, 1855. The 
caption reads: "Ladies of the demi-monde, but having no demi-skirts." See B2,2. 

A knit scarf-a brightly striped muffler-worn also, in muted colors, by men. 
[B2a,4] 

F. Th. Vischer on the men's fashion of wide sleeves that fall below the wrist: "What 

we have here are no longer arms but the rudiments of wings, stumps of penguin 

wings, fish fins. The movement of these shapeless appendages resembles the ges

ticulations-the sliding, jerking, paddling-of a fool or simpleton." Vischer, 

I.'Verniinftige Gedanken weI' die jetzige Mode," p. Ill. [B2a,5] 

Important political critique of fashion from the standpoint of the bourgeois: 
"When the author of these reasonable opinions first saw, boarding a train, a 
young man wearing the newest style of shirt collar, he honestly thought that he 
was looking at a priest; for this white band encircles the neck at the same height 
as the well-known collar of the Catholic cleric, and moreover the long smock was 
black. On recognizing a layman in the very latest fashion, he immediately under
stood all that this shirt collar signifies: '0, for us everything, everything is one
concordats included! And why not? Should we clamor for enlightenment like 
noble youths? Is not hierarchy more distinguished than the leveling effected by a 
shallow spiritual liberation, which in the end always aims at disturbing the pleas
ure of refined people?'-It may be added that this collar, in tracing a neat little 
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line around the neck, gives its wearer the agreeable air of someone freshly be
headed, which accords so well with the character of the blase:' To this is joined 
the violent reaction against purple. Vischer, "Vemiinftige Gedanken iiber die 
jetzige Mode;' p. 112. [B2a,6] 

On the reaction of 1850-1860: ~'To show one's colors is considered ridiculous; to 
he strict is looked on as childish. In such a situation, how could dress not become 

equally colorless, flabby, and, at the same time, narrow?" Vischer, p. 117. He thus 
brings the crinoline into relation with that fortified "imperialism which spreads 
out and puffs up exactly like its image here, and which, as the last and strongest 

expression of the reflux of all the tendencies of the year 1848, settles its dominion 
like a hoop skirt over all aspects, good and had, justified and unjustified, of the 
revolution" (p. 119). [B2a,7] 

"At bottom, these things are simultaneously free and unfree. It is a twilight zone 

where necessity and humor interpenetrate .... The more fantastic a form, the 

more intensely the clear and ironic consciousness works by the side of the servile 

will. And this consciousness guarantees that the folly will not last; the more con

sciousness grows, the nearer comes the time when it acts, when it turns to deed, 

when it throws offthe fetters." Vi,cher, pp. 122-123. [B2a,8] 

One of the most important texts for elucidating the eccentric, revolutionary, and 
surrealist possibilities of fashion-a text, above all, which establishes thereby the 
connection of Surrealism to Grandville and others-is the section on fashion in 
Apollinaire's Pode assassine (paris, 1927), pp. 74ff.' [B2a,9] 

How fashion takes its cue from everything: Programs for evening clothes ap
peared, as if for the newest symphonic music. In 1901, in Paris, Victor Prouve 
exhibited a formal gown with the title, "Riverbank in Spring." [B2a,!O] 

Hallmark of the period's fashions: to intimate a body that never knows full 
nakedness. [B3,!] 

"Around 1890 people discover that silk is no longer the most elegant material for 

street clothes; henceforth it is allotted the previously unknown function of lining. 

From 1870 to 1890, clothing is extraordinarily expensive, and changes in fashion 

are accordingly limited in many cases to prudent alterations by which new apparel 

can be derived f .. om remodeling the old." 70 Jahre deutsche Mode (1925), p. 71. 
[B3,2] 

"1873 ... , when the giant skirts that stretched over cushions attached to the 

derriere, with their gathered draperies, their pleated frills, their embroidery, and 

their ribbons, seem to have issued less from the workshop of a tailor than from 
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that of an upholsterer." J. W. Samson, Die Frauenmode der Gegenwart (Berlin 

and Cologne, 1927), pp. 8-9. [B3,3] 

= 
No immortalizing so nnsettling as that of the ephemera and the fashionable if 
forms preserved for us in the wax museum. And whoever has once seen her ~ 
must, like Andre Breton, lose his heart to the female figure in the Musee Grevin 
who adjusts her garter in the comer of a loge. <Breton,> Nadja <Paris, 1928>, 
p.199.7 [B3,4] 

"The flower trimmings of large white lilies or water lilies with stems of rush, which 

look so charming in any coiffure, unintentionally remind one of delicate, gently 

floating sylphids and naiades. Just so, the fiery brunette cannot adorn herself 

more delightfully than with fruit braided in graceful little branches-cherries, red 

currants, even bunches of grapes mingled with ivy and flowering grasses-or than 

with long vivid red velvet fuchsias, whose leaves, red-veined and as though tinged 

with dew, form a crown; also at her disposal is the very lovely cactus speciosus, 
with its long white filaments. In general, the flowers chosen for decorating the hair 

are quite large; we saw one such headdress of very picturesque and beautiful white 

roses entwined with large pansies and ivy branches, or rather boughs. The ar

rangement of the gnarled and tendriled branches was so felicitous that it seemed 

nature itself had lent a hand-long branches bearing buds and long sterns swayed 

at the sides with the slightest motion." Der Bazar, third year (Berlin, 1857), p. 11 

(Veronika von G., ~'Die Mode"). [B3,5] 

The impression of the old-fashioned can arise only where, in a certain way, 
reference is made to the most topical. If the beginnings of modem architecture to 

some extent lie in the arcades, their antiquated effect on the present generation 
has exactly the same significance as the antiquated effect of a father on his son. 

[B3,5] 

In my formulation: "The eternal is in any case far more the ruIRe on a dress than 
some idea:'" 0 Dialectical Image 0 [B3,?] 

In fetishism, sex does away with the boundaries separating the organic world 
from the inorganic. Clothing and jewelry are its allies. It is as much at home with 
what is dead as it is with living flesh. The latter, moreover, shows it the way to 
establish itself in the former. Hair is a frontier region lying between the two 
kingdoms of JeXUJ. Something different is disclosed in the drunl<enness of pas
sion: the landscapes of the body. These are already no longer animated, yet are 
still accessible to the eye, which, of course, depends increasingly on touch and 
smell to be its guides through these reahns of death. Not seldom in the dream, 
however, there are swelling breasts that, like the earth, are all appareled in woods 
and rocks, and gazes have sent their life to the bottom of glassy lakes that 
slumber in the valleys. These landscapes are traversed by paths which lead 
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sexuality into the world of the inorganic. Fashion itself is only another medium 
enticing it still more deeply into the universe of matter. [B3,8] 

'HThis year,' said Tristouse, 'fashions are bizarre and common, simple and full of 

fantasy. Any material from nature's domain can now be introduced into the com

position of women's clothes. I saw a charming dress made of corks .... A major 
designer is thinking about launching tailor-made outfits made of old bookbindings 

done in calf .... Fish bones are being worn a lot on hats. One often sees delicious 

young girls dressed like pilgrims of Saint James of Compostella; their outfits, as is 

fitting, are studded with coquilles Saint-Jacques. Steel, wool, sandstone, and files 
have suddenly entered the vestmentary arts .... Feathers now decorate not only 

hats but shoes and gloves; and next year they'll be on umbrellas. They're doing 

shoes in Venetian glass and hats in Baccarat crystal. ... I forgot to tell you that 

last Wednesday I saw on the boulevards on old dowager dressed in mirrors stuck 

to fabric. The effect was sumptuous in the sunlight. You'd have thought it was a 

gold mine out for a walk. Later it started raining and the lady looked like a silver 

mine .... Fashion is becoming practical and no longer looks down on anything. It 
ennobles everything. It does for materials what the Romantics did for words. '" 

Guillaume Apollinaire, Le Poete assassine. new edition (Paris, 1927), pp. 75-77.9 

[B3a,1] 

A caricaturist-circa 1867-represents the frame of a hoop skirt as a cage in 

which a girl imprisons hens and a parrot. See Louis Sonolet, La Vie parisienne 
sous le Second Empire (Paris, 1929), p. 245. [B3a,2] 

~~It was bathing in the sea ... that struck the first blow against the solemn and 

cumbersome crinoline." Louis Sonolet, La Vie parisienne sous le Second Empire 
(Paris, 1929), p. 247. [B3a,3] 

"Fashion consists only in extremes. Inasmuch as it seeks the extremes by nature, 
there remains for it nothing more, when it has abandoned some particular foml, 
than to give itself to the opposite form:' 70 Jahre deutsche Mode (1925), p. 51. Its 
uttermost extremes: frivolity and death. [B3a,4] 

~~We took the crinoline to be the symbol of the Second Empire in France-of its 

overblown lies, its hollow and purse-proud impudence. It toppled ... , but ... 

just before the fall of the Empire, the Parisian world had time to indulge another 

side of its temperament in women's fashions, and the Republic did not disdain to 

follow its lead." E Th. Vischer, Mode und Cynismus (Stuttgart, 1879), p. 6. The 
new fashion to which Vischer alludes is explained: ~~The dress is cut diagonally 

across the hody and stretched over ... the helly" (p. 6). A little later he speaks of 
the women thus attired as ~'naked in their clothes" (p. 8). [B3a,S] 

Friedell explains, with regard to women, "that the history of their dress shows 

surprisingly few variations. It is not much more than a regular rotation of a few 
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quickly altering, but also quieldy reinstated, nuances: the length of the train, the 
height of the coiffure, the shortness of the sleeves, the fullness of the skirt, the 
placement of the neckline and of the waist. Even radical revolutions like the boy

ish haircuts fashionable today are only the "eternal return of the same. '" Egon 
Friedell, Kulturgeschichte der Neuzeit, vol. 3 (Munich, 1931), p. 88. Women's 
fashions are thus distinguished, according to the author, from the more diverse 

and more categorical fashions for men. [B4,1] 

""Of all the promises made by <Etienne> Cabees novel Voyage en [carie <Voyage to 
Icaria>, at least one has been realized. Cabet had in fact tried to prove in the novel, 
which contains his system, that the commnnist state of the future conld admit no 

product of the imagination and could suffer no change in its institutions. He had 
therefore banned from Icaria all fashion-particularly the capricious priestesses 

of fashion, the modistes-as well as goldsmiths and all other professions that 
serve luxury, and had demanded that dress, utensils, and the like should never 
be altered." Sigmund Englander, Geschichte der Jranzosischen Arbeiter

Associationen (Hamburg, 1864), vol. 2, pp. 165-166. [B4,2] 

In 1828 the first performance of La Muette de Portici took place. lO It is an undulat
ing musical extravaganza, an opera made of draperies, which rise and subside 
over the words. It must have had its success at a time when drapery was begin
ning its triumphal procession (at first, in fashion, as Turkish shawls). This revolt, 
whose premier task is to protect the king from its own effect, appears as a prelude 
to that of 1830-to a revolution that was indeed no more than drapery covering 
a slight reshuffle in the ruling circles. [B4,3] 

Does fashion die (as in Russia, for example) because it can no longer keep up the 
tempo-at least in certain fields? [B4,4] 

Grandville's works are true cosmogonies of fashion. Part of his oeuvre could be 
entitled "The Struggle of Fashion with Nature." Comparison between Hogarth 
and Grandville. Grandville and Lautreamont.-What is the significance of the 
hypertrophy of captions in Grandville? [B4,5] 

"Fashion ... is a witness, but a witness to the history of the great world only, for in 
every country ... the poor people have fashions as little as they have a history, 
and their ideas, their tastes, even their lives barely change. Without doubt, ... 

public life is beginning to penetrate the poorer households, but it will take time." 
Eugene Montl'lle, Le XIX" siecle vew par deuxfran~ais (Paris), p. 241. [B4,6] 

The following remark makes it possible to recognize how fashion functions as 
camouflage for quite specific interests of the ruling class. "Rulers have a great 
aversion to violent changes. They want everything to stay the same-if possible, 
for a thousand years. If possible, the moon should stand still and the sun move 
no farther in its course. Then no one would get hungry any more and want 
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dinner. And when the rulers have fired their shot, the adversary should no longer 
be permitted to fire; their own shot should be the last." Bertolt Brecht, "Fum 
Schwierigkeiten beim Schreiben der Wahrheit;' Unsere Zeit, 8, nos. 2-3 (paris, 
Basel, Prague, April 1935), p. 32. [B4a,l] 

MacOrlan, who emphasizes the analogies to Surrealism in Grandville's work, 

draws attention in this connection to the work of Walt Disney, on which he com

ments: "It is not in the least morbid. In this it diverges from the humor of Grand

ville, which always bore within itself the seeds of death." <Pierre> MacOrlan, 
(.~Grandville Ie precurseur," Arts et metiers graphiques, 44 (December 15, 1934), 
<po 24>. [B4a,2] 

"The presentation of a large couture collection lasts two to three hours. Each 
time in accord with the tempo to which the models are accustomed. At the close, 
a veiled bride traditionally appears;' Helen Grund, Vom Wesen der Mode (Mu
nich: Privately printed, 1935), p. 19. Iu this practice, fashion makes reference to 
propriety while serving notice that it does not stand still before it. [B4a,3] 

A contemporary fashion and its significance. In the spring of 1935, something 
new appeared in women's fashions: medium-sized embossed metal plaquettes, 
which were worn on jumpers or overcoats and which displayed the initial letters 
of the bearer's first name. Fashion thus profited from the vogue for badges which 
had arisen among men in the wake of the patriotic leagues. On the other hand, 
the progressive restrictions on the private sphere are here given expression. The 
name-and, to be sure, the first name-of persons unknown is published on a 
lapel. That it becomes easier thereby to make the acquaintance of a stranger is of 
secondary importance. [B4a,4] 

'''The creators of fashions ... like to frequent society and extract from its grand 

doings an impression of the whole; they take part in its artistic life, are present at 

premieres and exhibitions, and read the hooks that make a sensation. In other 

words, they are inspired hy the ... ferment ... which the busy present day can 

offer. But since no present moment is ever fully cut off from the past, the latter also 

will offer attractions to the creator, ... though only that which harmonizes with 

the reigning tone can be used. The toque tipped forward over the forehead, a style 

we owe to the Manet exhibition, demonstrates quite simply our new readiness to 

confront the end of the previous century." Helen Grund, Yom Wesen del' Mode, 

p. 13. [B4a,S] 

On the publicity war between the fashion house and the fashion columnists: "'The 

fashion writer's task is made easier by the fact that our wishes eoincide. Yet it is 

made more difficult by the faet that no newspaper or magazine may regard as new 

what another has already published. From this dilemma, we and the fashion 

writer are saved only by the photographers and designers, who manage through 

the pose and lighting to bring out different aspects of a single piece of clothing. The 
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most important magazines ... have their own photo studios, which are equipped Cj 

with all the latest technical and artistic refinements, and which employ highly 
talented specialized photographers .... But the publication of these documents is = 
not permitted until the customer has made her choice, and that means usually four fr 
to six weeks af'ter the initial showing. The reason for this measure?-The woman r 
who appears in society wearing these new clothes will herself not be denied the 
effect of surprise." Helen Grund, Yom Wesen de,. Mode, pp. 21-22. [B5,!] 

According to the summary of' the first six issues, the magazine published by 
Stephane Mallarme, La Dernwre Mode (Paris, 1874), contains "a delightful spor

tive sketch, the result of' a conversation with the marvelous naturalist Toussenel." 
Reproduction of'this summary in Minotaure, 2, no. 6 (Winter 1935) <p. 27>. 

[B5,2] 

A biological theory of fashion that takes its cue from the evolution of the zebra to 
the horse, as described in the abridged Brehm (p. 771):1l ~~This evolution spanned 

millions of years .... The tendency in horses is toward the creation of a first-class 

runner and courser .... The most ancient of the existing animal types have con-
spicuously striped coats. Now, it is very remarkable that the external stripes of the 
zebra display a certain correspondence to the arrangement of the ribs and the 

vertebra inside. One can also determine very clearly the arrangement of these 
parts from the unique striping on the upper foreleg and upper hind leg. What do 
these stripes signify? A protective function can be ruled out, ... The stripes have 

been ... preserved despite their ~purposelessness and even unsuitableness,' and 
therefore they must ... have a particular significance. Isn't it likely that we are 

dealing here with outward stimuli for internal responses, such as would be espe
cially active during the mating season? What can this theory contribute to our 
theme? Something of fundamental importance, I believe.-Ever since humanity 

passed from nakedness to clothing, 'senseless and nonsensical' fashion has played 
the role of wise nature .... And insofar as fashion in its mutations ... prescribes 
a constant revision of all elements of the figure, ... it ordains for the woman a 

continual preoccupation with her beauty." Helen Grund, Yom Wesen der Mode, 
pp. 7-8. [BS,3] 

At the Paris world exhibition of 1900 there was a Palais du Costume, in which wax 
dolls arranged before a painted backdrop displayed the costumes of various peo

ples and the fashions of various ages. [BSa,l] 

~'But as for us, we see ... around us ... the effects of confusion and waste inflicted 

by the disordered movement of the world today. Art knows no compromise with 
hurry. Our ideals are good for ten years! The ancient and excellent reliance on the 

judgment of' posterity has been stupidly replaced by the ridiculous superstition of 
novelty, which assigns the most illusory ends to our enterprises, condemning them 
to the creation of what is most perishable, of what must be perishable by its 

nature: the sensation of' newness .... Now, everything to be seen here has been 
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enjoyed, has charmed and delighted through the centuries, and the whole glory of 

it calmly tells us: ~I AM NOTHING NEW. Time may well spoil the material in which I 

exist; but for so long as it does not destroy me, I cannot be destroyed by the 

indifference or contempt of any man worthy of the name." Paul Valery, HPream

bule" (preface to the catalogue of the exhibition ~~Italian Art from Cimabue to 

Tiepolo/' at the Petit Palais, 1935), pp. iv, Vll. 12 [B5a,2] 

~~The ascendancy of the bourgeoisie works a change in women's wear. Clothing and 

hairstyles take on added dimensions ... ; shoulders are enlarged by leg-of-mutton 

sleeves, and ... it was not long before the old hoop-petticoats came back into favor 

and full skirts were the thing. Women, thus accoutered, appeared destined for a 

sedentary life-family life-since their manner of dress had about it nothing that 

could ever suggest or seem to further the idea of movement. It was just the opposite 

with the advent of the Second Empire: family ties grew slack, and an ever-increas

ing luxury corrupted morals to such an extent that it became difficult to distin

guish an honest woman from a courtesan on the basis of clothing alone. Feminine 

attire had thus been transformed from head to toe .... Hoop skirts went the way 

of the accentuated rear. Everything that could keep women from remaining seated 

was encouraged; anything that could have impeded their walking was avoided. 

They wore their hair and their clothes as though they were to be viewed in profile. 

For the profile is the silhouette of someone ... who passes, who is about to vanish 

from our sight. Dress became an image of the rapid movement that carries away 

the world." Charles Blanc, ~'Considerations sur Ie vetement des femmes" (Institut 

cle France, October 25, 1872), pp. 12-13. [BSa,3] 

~"In order to grasp the essence of contemporary fashion, one need not recur to 

motives of an individual nature, such as ... the desire for change, the sense of 

beauty, the passion for dressing up, the drive to conform. Doubtless such motives 

have, at various times, ... played a part ... in the creation of clothes .... Never

theless, fashion, as we understHnd it today, has no individual motives but only a 

social motive, and it is an accurate perception of this social motive that determines 

the full appreciation of fashion's essence. This motive is the effort to distinguish 

the higher classes of society from the lower, or more especially from the middle 

classes .... Fashion is the barrier-continually raised anew hecause continually 

torn down-by which the fashionable world seeks to segregate itself from the 

middle region of society; it is the mad pursuit of that class vanity through which a 

single phenomenon endlessly repeats itself: the endeavor of one group to establish 

a lead, however minimal, over its pursuers, and the endeavor of the other group to 

make up the distance by immediately adopting the newest fashions of the leaders. 

The characteristic features of contemporary fashion are thus explained: above all, 

its origins in the upper circles and its imitation in the middle strata of society. 

Fashion moves from top to bottom, not vice versa .... An attempt by the middle 

classes to introduce a new fashion would ... never succeed, though nothing would 

suit the upper classes better than to see the former with their own set of fashions. 

([Note:] Which does not deter them from looking for new designs in the sewer of 
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the Parisian demi-monde and bringing out fashions that clearly bear the mark of 

their unseemly origins, as Fr. Vischer ... has pointed out in his ... widely cen

sured but, to my mind, ... highly meritorious essay on fashion.) Hence the un

ceasing variation of fashion. No sooner have the middle classes adopted a newly 

introduced fashion than it ... loses its value for the upper classes .... Thus, 

novelty is the indispensable condition for all fashion .... The duration of a fash

ion is inversely proportional to the swiftness of its diffusion; the ephemerality of 

fashions has increased in our day as the means for their diffusion have expanded 

via our perfected communications techniques .... The social motive referred to 

above explains, finally, the third characteristic feature of contemporary fashion: 

its ... tyranny. Fashion comprises the outward criterion for judging whether or 

not one ~belongs in polite society.' Whoever does not repudiate it altogether must 

go along, even where he ... firmly refuses some new development. ... With this, a 

judgment is passed on fashion .... If the classes that are weak and foolish enough 

to imitate it were to gain a sense of their own proper worth, ... it would be all up 

with fashion, and beauty could once again assume the position it has had with all 

those peoples who ... did not feel the need to accentuate class differences through 

clothing or, where this occurred, were sensible enough to respect them." Rudolph 

von Jhering, Del' Zweck im Recht, vol. 2 (Leipzig, 1883), pp. 234-238. 13 

[B6; B6a,l] 

On the epoch of Napoleon III: ~~Making money becomes the object of an almost 

sensual fervor, and love becomes a financial concern. In the age of French Roman

ticism, the erotic ideal was the working girl who gives herself; now it is the tart who 

sells herself .... A hoydenish nuance came into fashion: ladies wore collars and 

cravats, overcoats, dresses cut like tailcoats, ... jackets a la Zouave, dolmans, 

walking sticks, monocles. Loud, harshly contrasting colors are preferred-for the 

coiffure as well: fiery red hair is very popular .... The paragon of fashion is the 

grande dame who plays the cocotte." Egon Friedell, Kulturgeschichte de,. 
Neuzeit, vol. 3 (Munich, 1931), p. 203. The ~'plebeian character" of this fashion 

represents, for the author, an "invasion ... from below" by the nouveaux riches. 
[B6a,2] 

"Cotton fahrics replace brocades and satins, ... and before long, thanks to ... 

the revolutionary spirit, the dress of the lower classes becomes more seemly and 

agreeable to the eye." Edouard Foucaud, Paris inventeur: Physiologie de l'indus
triefranqaise (Paris, 1844), p. 64 (referring to the Revolution of 1789). [B6a,3] 

An assemblage which, on closer inspection, proves to be composed entirely of 

pieces of clothing together with assorted dolls' heads. Caption: "Dolls on chairs, 

mannequins with false necks, false hair, false attractions-voila 

Cahinet des Estampes. 

Longchampl" 

[B6a,4] 

"'If, in 1829, we were to enter the shops of Delisle, we would find a multitude 

of diverse fabrics: Japanese, Alhambresque, coarse oriental~ stocoline, meotide, 
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silenian, zinzoline~ Chinese Bagazinkoff .... With the Revolution of 1830, ... the 

court of fashion had crossed the Seine and the Chaussee d'Antin had replaced the 

aristocratic faubourg." Paul crAriste, l.Ja Vie et le moude du boulevard, 1830-

1870 <Paris, 1930>, p. 227. [B6a,S] 

"The well-to-do bourgeois~ as a friend of order~ pays his suppliers at least once a 

year; but the man of fashion~ the so-called lion, pays his tailor every ten years, if 

he pays him at all." Acht Tuge in Puris (Paris, July 1855), p. 125. [B7,1] 

""It is I who invented tics. At present, the lorgnon has replaced them .... The tic 

involves closing the eye with a certain movement of the mouth and a certain move

ment of the coat. ... The face of an elegant man should always have ... something 

irritated and convulsive about it. One can attribute these facial agitations either to 

a natural satanism, to the fever of the passions, or finally to anything one likes." 

Paris-Viveul; by the authors of the memoirs of Bilboquet [Taxile Delord] (Paris, 

1854), PI'. 25-26. [B7,2] 

"The vogue for buying one's wardrobe in London took hold only among men; the 

fashion among women, even foreigners, has always been to be outfitted in Paris." 

Charles Seignobos, Histoire sincere de la nationfraru;aise (Paris, 1932), p. 402. 
[B7,3] 

Marcelin, the founder of La Vie Parisienne, has set forth ""the four ages of the 

crinoline." [B7,4] 

The crinoline is "the unmistakable symbol of reaction on the part of an imperial

ism that spreads out and puffs up ... ,and that ... settles its dominion like a hoop 

skirt over all aspects, good and bad, justified and unjustified, of the revohl

tion .... It seemed a caprice of the moment, and it has established itself as the 

emblem of a period, like the Second of Decemher. HH F. Th. Vischer, cited in 

Eduard Fuchs, Die Karikatur del' europiiischen Volker (Munich <1921», vol. 2, 

p. 156. [B7,5] 

In the early 1840s, there is a nucleus of modistes on the Rue Vivienne. [B7,6] 

Simmel calls attention to the fact that "the inventions of fashion at the present 
time are increasingly incorporated into the objective situation of labor in the 
econorny .... Nowhere does an article fIrst appear ,lid then become a fashion; 
rathe1; articles are introduced for the express purpose of becoming fashions:' 
11,e contrast put forward in the last sentence may be correlated, to a certain 
extent, with that between the feudal and bourgeois eras. Georg Simmel, PhiloJo
pl,,:,ehe Kull",- (Leipzig, 1911), p. 34 ("Die Mode")." [B7,7] 

Siuuuel explains '"why women in general are the st.aunchest adherents of fash

iOll .... Specifically: from the weakness of the social position to which women have 
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been condemned for the greater part of history derives their intimate relation with :j 

all that is 'etiquette. '" Georg Simmel, Philosophische Kultur (Leipzig, 1911), p. 47 
("Die Mode").l6 [B7,8] I:Il 

~ 
The following analysis of fashion incidentally throws a light on the significance of r-
the trips that were fashionable among the bourgeoisie during the second half of 
the century. "The accent of attractions builds from their substantial center to 
their inception and their end. This begins with the most trifling symptoms, such 
as the ... switch from a cigar to a cigarette; it is fully manifest in the passion for 
traveling, which, with its strong accentuations of departure and arrival, sets the 
life of the year vibrating as fully as possible in several short periods. The ... 
tempo of modern life bespeaks not only the yearning for quick changes in the 
qualitative content of life, but also the force of the formal attraction of the bound-
ary-of inception and end." Georg Simmel, Philosophische Kultur (Leipzig, 1911), 
p. 41 ("Die Mode")Y [B7a,l] 

Simmel asserts that ~~fashions differ for different classes-the fashions of the up

per stratum of society are never identical with those of the lower; in fact, they are 

abandoned by the former as soon as the latter prepares to appropriate them." 

Georg Simmel, Philosophische Kult"'· (Leipzig, 1911), p. 32 ("Die Mode")." 
[B7a,2] 

The quick changing of fashion means ~~that fashions can no longer be so expensive 

.. . as they were in earlier times .... A peculiar circle ... arises here: the more an 

article becomes subject to rapid changes of fashion, the greater the demand for 

cheap products of its kind; and the cheaper they become, the more they invite 

consumers and constrain producers to a quick change of fashion." Georg Simmel, 

Philosophische Kultur (Leipzig, 1911), pp. 58-59 ("Die Mode")." [B7a,3] 

Fuchs on Jhering's analysis of fashion: "It must ... be reiterated that the concern 

for segregating the classes is only one cause of the frequent variation in fashions, 

and that a second cause-the private-capitalist mode of production, which in the 

interests of its profit margin must continually multiply the possibilities of turn

over-is of equal importance. This cause has escaped Jhering entirely, as has a 

third: the function of erotic stimulation in fashion, which operates most effectively 

when the erotic attractions of the man or the woman appear in ever new set

tings .... Friedrich Vischer, who wrote about fashion ... twenty years before 

Jhering, did not yet recognize, in the genesis of fashion, the tendencies at work to 

keep the classes divided; ... on the other hand, he was fully aware of the erotic 

problems of dress." Eduard Fuchs, Illustrierte Sittengeschichte vom Mittelalter 

bis zur Gegenwart: Dus biirgerliche Zeitaltel; enlarged edition (Munich <l926?», 

pp.53-54. [B7a,4] 

Eduard Fuchs (Illustrierte Sittengeschichte vom Mittelalter bis zur Gegenwart: 

Das biirgerliche Zeitalter, enlarged ed., pp. 56-57) cites-without references-a 
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over-is of equal importance. This cause has escaped Jhering entirely, as has a 
third: the function of erotic stimulation in fashion, which operates most effectively 

when the erotic attractions of the man or the woman appear in ever new set

tings . . . .  Friedrich Vischer, who wrote about fashion . . .  twenty years before 
Jhering, did not yet recognize, in the genesis of fashion, the tendencies at work to 
keep the classes divided; . . .  on the other hand, he was fully aware of the erotic 

problems of dress." Eduard Fuchs, Illustrierte Sittengeschichte vom Mittelalter 

bis zur Gegenwart: Dus biirgerliche Zeitaltel; enlarged edition (Munich <l926?» , 

pp. 53-54. [B7a,4] 

Eduard Fuchs (Illustrierte Sittengeschichte vom Mittelalter bis zur Gegenwart: 

Das biirgerliche Zeitalter, enlarged ed. ,  pp. 56-57) cites-without references-a 



remark by F. Th. Vischer, according to which the gray of men's clothing symbol

izes the "utterly blast?' character of the masculine world, its dullness and inertia. 
[BS,!] 

~~One of the surest and most deplorable symptoms of that weakness and frivolity of 

character which marked the Romantic age was the childish and fatal notion of 

rejecting the deepest understanding of technical procedures, ... the consciously 

sustained and orderly carrying through of a work ... -all for the sake of the 

spontaneous impulses of the individual sensibility. The idea of creating works of 

lasting value lost force and gave way, in most minds. to the desire to astonish; art 

was condemned to a whole series of breaks with the past. There arose an automatic 

audacity, which became as obligatory as tradition had been. Finally, that switch

ing-at high frequency-of the tastes of a given public. which is called Fashion. 

replaced with its essential changeableness the old habit of slowly forming styles, 

schools, and reputations. To say that Fashion took over the destinies of the fine 

arts is as much as to say that commercial interests were creeping in." Paul Valery, 

Pieces sur l'art (Paris), pp. 187-188 ("Autour de Corot").20 [BS,2] 

"The great and fundamental revolution has been in cotton prints. It has required 

the combined efforts of science and art to force rebellious and ungrateful cotton 

fabrics to undergo every day so many brilliant transformations and to spread 

them everywhere within the reach of the poor. Every woman used to wear a blue or 

black dress that she kept for ten years without washing, for fear it might tear to 

pieces. But now her husband, a poor worker, covers her with a robe of flowers for 

the price of a day's labor. All the women of the people who display an iris of a 

thousand colors on our promenades were formerly in mourning." J. Michelet, Le 

Peuple (Paris, 1846), pp. 80-81. 21 [BS,3] 

"It is no longer art, as in earlier times, but the clothing business that furnishes t.he 

prototype of the modern man and woman .... Mannequins become the model for 

imitation, and the soul becomes the image of the body." Henri Polles, "1,/ Art du 

commerce," Vendredi, <12> (February 1937). Compare tics and English fashions 

for men. [BS,4] 

"One can estimate that, in Harmony, the changes in fashion ... and the imperfec

tions in manufacturing would occasion an annual loss of 500 francs per person, 

since even the poorest of Harmonians has a wardrobe of clothes for every sea-

son .... As far as clothing and furniture are concerned, ... Harmony ... aims 

for infinite variety with the least possible consumption .... The excellence of the 

products of societary industry ... entail perfection for each and every manufac

tured object. so that furniture and clothing ... become eternal." <Fourier,> cited 

in Armand and Maublanc, Fourier (Paris, 1937), vol. 2, pp. 196, 198. [BSa,!] 

"This taste for modernity is developed to such an extent that Baudelaire, like 

BalzHc, extends it to the most trifling details of fashion and dress. Both writers 

remark by F. Th. Vischer, according to which the gray of men's clothing symbol

izes the " utterly blast?' character of the masculine world, its dullness and inertia. 
[BS,!] 

��One of the surest and most deplorable symptoms of that weakness and frivolity of 

character which marked the Romantic age was the childish and fatal notion of 

rejecting the deepest understanding of technical procedures, . . .  the consciously 

sustained and orderly carrying through of a work . . .  -all for the sake of the 

spontaneous impulses of the individual sensibility. The idea of creating works of 

lasting value lost force and gave way, in most minds. to the desire to astonish; art 

was condemned to a whole series of breaks with the past. There arose an automatic 
audacity, which became as obligatory as tradition had been. Finally, that switch

ing-at high frequency-of the tastes of a given public. which is called Fashion. 

replaced with its essential changeableness the old habit of slowly forming styles, 

schools, and reputations. To say that Fashion took over the destinies of the fine 
arts is as much as to say that commercial interests were creeping in." Paul Valery, 

Pieces sur l'art (Paris), pp. 187-188 ("Autour de Corot").20 [BS,2] 

" The great and fundamental revolution has been in cotton prints. It has required 
the combined efforts of science and art to force rebellious and ungrateful cotton 

fabrics to undergo every day so many brilliant transformations and to spread 
them everywhere within the reach of the poor. Every woman used to wear a blue or 

black dress that she kept for ten years without washing, for fear it might tear to 

pieces. But now her husband, a poor worker, covers her with a robe of flowers for 
the price of a day's labor. All the women of the people who display an iris of a 

thousand colors on our promenades were formerly in mourning." J .  Michelet, Le 

Peuple (Paris, 1846), pp. 80-81. 21 [BS,3] 

" It is no longer art, as in earlier times, but the clothing business that furnishes t.he 

prototype of the modern man and woman . . . .  Mannequins become the model for 

imitation, and the soul becomes the image of the body." Henri Polles, "1,/ Art du 

commerce," Vendredi, <12> (February 1937). Compare tics and English fashions 

for men. [BS,4] 

"One can estimate that, in Harmony, the changes in fashion . . .  and the imperfec

tions in manufacturing would occasion an annual loss of 500 francs per person, 

since even the poorest of Harmonians has a wardrobe of clothes for every sea-
son . . . .  As far as clothing and furniture are concerned, . . .  Harmony . . .  aims 

for infinite variety with the least possible consumption . . . .  The excellence of the 
products of societary industry . . .  entail perfection for each and every manufac

tured object. so that furniture and clothing . . .  become eternal." <Fourier,> cited 
in Armand and Maublanc, Fourier (Paris, 1937), vol. 2,  pp. 196, 198. [BSa,!] 

"This taste for modernity is developed to such an extent that Baudelaire, like 

BalzHc, extends it to the most trifling details of fashion and dress. Both writers 



study these things in themselves and turn them into moral and philosophical ques- ~ 

tions, for these things represent immediate reality in its keenest, most aggressive, 
and perhaps most irritating guise, but also as it is most generally experienced." II 
[Note:] HBesides, for Baudelaire, these matters link up with his important theory ~ 

of dandyism, where it is a question, precisely, of morality and modernity." Roger r 
Caillois, ~~Paris, my the moderne," Nouvelle RevueJram;aise, 25, no. 284· (May 1, 
1937), p. 692. [BBa,2] 

~~Sensational event! The belles dames, one fine day, decide to puff up the derriere. 
Quick, by the thousands, hoop factories! ... But what is a simple refinement on 
illustrious coccyxes? A trumpery, no more .... ~Away with the rump! Long live 
crinolines!' And suddenly the civilized world turns to the production of ambula-
tory bells. Why has the fair sex forgotten the delights of hand bells? ... It is not 
enough to keep one's place; you must make some noise down there .... The quar-
tier Breda and the Faubourg Saint-Germain are rivals in piety, no less than in 
plasters and chignons. They might as well take the church as their model! At 
vespers, the organ and the clergy take turns intoning a verse from the Psalms. The 
fine ladies with their little bells could follow this example, words and tintinnabula
tion by turns spurring on the conversation." A. Blanqui, Critique sociale (Paris, 
1885), vol. 1, pp. 83-84 ("Le Luxe").-'~Le Luxe" is a polemic against the luxury

goods industry. [BBa,3] 

Each generation experiences the fashions of the one immediately preceding it as 
the most radical antiaphrodisiac imaginable. In this judgment it is not so far off 
the mark as migbt be supposed. Every fashion is to some extent a bitter satire on 
love; in every fashion, perversities are suggested by the most ruthless means. 
Every fashion stands in opposition to the organic. Every fashion couples the 
living body to the inorganic world. To the living, fashion defends the rights of the 
corpse. The fetishism that succumbs to the sex appeal of the inorganic is its vital 
nerve. [B9, 1] 

Where they impinge on the present moment, birth and death-the former 
through natural circumstances, the latter through social ones-considerably re
strict the field of play for fashion. This state of affairs is properly elucidated 
through two parallel circumstances. The first concerns birth, and shows the 
natural engendering of life "overcome" <atifkehoben> by novelty in the realm of 
fashion. The second circumstance concerns death: it appears in fashion as no less 
"overcome;' and precisely through the sex appeal of the inorganic, which is 
something generated by fashion. [B9,2] 

The detailing of feminine beauties so dear to the poetry of the Baroque, a process 
in which each single part is exalted through a trope, secretly links up with the 
image of the corpse. This parceling out of feminine beauty into its noteworthy 
constituents resembles a dissection, and the popular comparisons of bodily parts 
to alabaster, snow, precious stones, or other (mostly inorganic) formations makes 
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:is the same point. (Such dismemberment OCCurs also in Baudelaire: "Le Beau 
Navire.") [B9,3] 

Lipps on the somber cast of men '8 clothing: He thinks that ~'our general aversion to 

bright colors, especially in clothing for men, evinces very clearly an oft-noted 

peculiarity of our character. Gray is all theory; green-and not only green but also 

red, yellow, blue-is the golden tree of life. 22 In our predilection for the various 

shades of gray ... running to black, we find an unmistakable social reflection of 

our tendency to privilege the theory of the formation of intellect above all else. 

Even the beautiful we can no longer just enjoy; rather, ... we must first subject it 
to criticism, with the consequence that ... our spiritual life becomes ever more 

cool and colorless." Theodor Lipps, "'-ober die Symbolik unserer Kleidung," Nord 
und Siid, 33 (Breslan and Berlin, 1885), p. 352. [B9,4] 

Fashions are a collective medicament for the ravages of oblivion. The more short
lived a period, the more susceptible it is to fashion. Compare K2a,3. [B9a,I] 

Focillon on the phantasmagoria of fashion: "Most often ... it creates hybrids; it 

imposes on the human being the profile of an animal. ... Fashion thus invents an 

artificial humanity which is not the passive decoration of a formal environment, 

but that very environment itself. Such a humanity-by turns heraldic, theatrical, 

fantastical, architectural-takes, as its ruling principle, the poetics of ornament, 

and what it calls 'line' ... is perhaps hut a subtle compromise between a certain 

physiological canon ... and imaginative design." Henri Focillon, Vie des formes 
(Paris, 1934), p. 41. 23 [B9a,2] 

There is hardly another article of dress that Can give expression to such divergent 
erotic tendencies, and that has so much latitude to disguise them, as a woman's 
hat. Whereas the meaning of male headgear in its sphere (the political) is strictly 
tied to a few rigid patterns, the sbades of erotic meauing in a woman's hat are 
virtually incalculable. It is not so mucb the various possibilities of symbolic 
reference to the sexual organs that is chiefly of interest bere. More surprising is 
what a hat can say about the rest of tbe outfit. H<elem Grund has made the 
ingenious suggestion that the bonnet, which is contemporaneous with the crino
line, actually provides men with directions for managing the latter. The wide 
brim of the bonnet is turned up-thereby demonstrating how the crinoline must 
be turned up in order to make sexual access to the woman easier for the man. 

[BIO,I] 

For the females of the species homo sapiens-at the earliest conceivable period of 
its existence-the horizontal positioning of the body must have had the greatest 
advantages. It made pregnancy easier for them, as can be deduced from the 
back-bracing girdles and tmsses to which pregnant women today have recourse. 
Proceeding from this consideration, one may perhaps venture to ask: Mightn't 
walking erect, in general, have appeared earlier in men than in women? In that 
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case, the woman would have been the four-footed companion of the man, as the 
dog or cat is today. And it seems only a step from this conception to the idea that 
the frontal encounter of the two partners in coitus would have been originally a 
kind of perversion; and perhaps it was by way of this deviance that the woman 
would have begun to walk upright. (See note in the essay "Eduard Fuchs: Der 
Sannnler und der Historiker:')'" [BID,2] 

"It would . . . he interesting to trace the effects exerted by this disposition to 

upright posture on the structure and function of the rest of the body. There is no 

doubt that all the particulars of an organic entity arc held together in intimate 

cohesion, but with the present state of our scientific knowledge we must maintain 

that the extraordinary influences ascribed herewith to standing upright caunot in 

fact be proved .... No significant repercussion can be demonstrated for the struc

ture and function of the inner organs, and Herder's hypotheses-according to 

which all forces would react differently in the upright posture, and the blood 

stimulate the nerves differently-forfeit all credibility as soon as they are referred 

to differences manifestly important for behavior." Hermann Lotze, Mikrokosmos 
(Leipzig, 1858), vol. 2,p. 90." [BIDa,!] 

A passage from a cosmetics prospectus, characteristic. of the fashions of the Second 

Empire. The manufacturer recommends "a cosmetic ... by means of which ladies, 

if they so desire, can give their complexion the gloss of rose taffeta." Cited in 

Ludwig Borne, Gesnmmelte Schriften (Hamburg and Frankfurt am Main, 1862), 

vol. 3, p. 282 ("Die Industrie-Ausstellung im Louvre"). [BIOa,2] 
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