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CHAPTER ONE: INTRODUCTION 

In 1894 a French army officer, Alfred Dreyfus, was accused of treason. From the 

start, the case attracted the attention of the public, courtesy of the daily and weekly 

journals that explored the accusation from every angle. The mass media thus changed 

what could have been a quiet and brief internal military affair into an ongoing societal 

spectacle that lasted twelve years, only concluding with Dreyfus’ rehabilitation into the 

army in 1906.
1
   

 During the Dreyfus Affair, Parisian society split into two camps, the 

Dreyfusards (those in favor of revision and, broadly speaking, believing in Dreyfus’ 

innocence) and the anti-Dreyfusards (those against Dreyfus, as the name suggests, as well 

as all that he represented to them).  It is not stating it too strongly to say that these two 

sides were at war with one another, and that each fought for their case with enthusiasm, 

verve, determination and unwavering conviction.  In their fight, they utilized the tools at 

their disposal, including the ever-increasing availability of the mass media.  Both sides 

were responsible for producing a vast array of journals, pamphlets, posters, postcards and 

illustrations about the Affair.  The sheer commerciality of the Affair deserves extensive 

discussion and in fact it is this material, the material culture of the Affair, which forms 

the basis of my study as I explore how it connects to themes of education, entertainment 

and spectacle prevalent in fin-de-siècle Parisian society.
2
   

                                                 
1
 The media could be considered both a curse and a blessing for Alfred Dreyfus: thanks to the 

media attention, the public was strongly against him and it is possible that the punishment meted out to him 

was harsher than what would have been given through an internal affair.  It is impossible to know, 

moreover, if the same level of duplicity and evidence fabrication would have taken place without the media 

attention, but assuming that Dreyfus would have been convicted of treason in any case, it is also thanks to 

the mass media that Dreyfus received a new trial and was eventually exonerated.  

 
2
 Although a great deal of what concerns me is visual in nature, to use the term “visual culture” in 

this instance would be incorrect.  While I specifically address the visual culture of the two groups later, my 
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THE DREYFUS AFFAIR 

When Alfred Dreyfus was accused of treason in 1894, no one suspected that this 

matter would become a catalyst for an ideological battle whose ultimate objective was to 

influence the future political and social direction of France.
3
   

Dreyfus was accused in autumn of 1894 and found guilty in December 1894, 

when he was sentenced to a public degradation and then lifetime imprisonment on 

Devil’s Island off the coast of French New Guinea.  The degradation took place on 

January 5 1895 in front of a crowd of thousands. Dreyfus proclaimed his innocence 

repeatedly, but was not believed.
4
  His insignia were ripped from his uniform and his 

saber was broken, a moment captured for posterity in one of the most widely known 

images of the Affair (figure 1).  

Although the accusation had created a flurry in the papers, as did the trial and 

degradation, when the degradation was past the newspapers and journals moved on, 

looking for the next big story.  Out of sight, out of mind.  Once deported, Dreyfus was 

forgotten, except by his wife Lucie and his brother Mathieu, who always believed in his 

innocence and agitated on his behalf, trying to raise public support for him.   

Between 1895 and 1897, Dreyfus remained on Devil’s Island in solitary 

confinement, living in a one room building, watched over by guards who were forbidden 

                                                                                                                                                 
larger interest is the material culture of the Affair, whether visual or textual in nature.  In fact, most of the 

posters produced during the Dreyfus Affair were not illustrated; this makes them no less important, as I 

explore in chapter four.   

 
3
 Espionage was a common practice and a problematic one.  Jean-Denis Bredin, The Affair: The 

Case of Alfred Dreyfus (New York: George Braziller, 1986), 48. 

 
4
 Maurice Paléologue kept a journal, in which the Affair plays a prominent role. He was at the 

degradation and describes it in his diary, concluding, “True, he protested his innocence several times, but 

all his protestations sounded false.”  Maurice Paléologue, My Secret Diary of the Dreyfus Case 1894-1899, 

trans. Eric Mosbacher (London: Secker & Warburg, 1957), 42.  
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to speak to him.  In Paris, a man named Colonel Picquart, at first convinced of Dreyfus’ 

guilt, had discovered inconsistencies and evidence of a cover-up in the Dreyfus case, but 

when he brought the subject up to his superiors, he was ordered to remain silent.  He 

could not, and continued to investigate the matter, ultimately coming to the conclusion 

that a Colonel Esterhazy was the true traitor.  At the same time, Lucie Dreyfus and 

Mathieu Dreyfus were trying to raise public support for Alfred.  In 1897 Picquart and the 

Dreyfus family met and became allies, and late in 1897 they succeeded in convincing 

Emile Zola, the well-known author, of Dreyfus’ innocence. He wrote an essay published 

on January 13, 1898 in L’Aurore, a newspaper founded by Georges Clemenceau 

specifically for the Dreyfusard cause.  The article, “J’Accuse,” was a front page open 

letter to the government and the military accusing them of conspiracy and cover-up, and 

of valuing the honor of the military more than the truth.  The essay caused an uproar and 

created a huge backlash against Zola and by extension, Dreyfus, but it also served its 

purpose.  He had succeeded in renewing public interest in the Affair and in exposing the 

collusion that had resulted in Dreyfus’ conviction.  “J’Accuse” marks the beginning of 

the turning of the tide of public opinion, and if those in favor of revision didn’t 

immediately believe in Dreyfus’ innocence, they at least believed in the illegality of his 

first trial and saw the need for a new one.
5
  Before Zola’s article, most people could 

ignore the Dreyfus Affair; after the article, no one could.  The Dreyfus Affair had begun 

in earnest, and would continue to increase in intensity and public participation for the 

                                                 
5
 Picquart was in this category, as was Dreyfus’ lawyer for the Rennes trial, Fernand Labori.  

Bredin, The Affair, 238.   
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next two years as the demands for a new and unbiased trial became more strident among 

the Dreyfusards.
6
   

Finally, in 1899, a new trial was ordered.  

Throughout this time, Alfred Dreyfus remained unaware of any of the activity on 

his behalf.  In 1899 he returned to France for his new trial, was again found guilty despite 

overwhelming evidence to the contrary (including the confession of the real traitor, 

Colonel Esterhazy, as Picquart had predicted) and given a new sentence.  The decision 

was extremely unpopular, not only in France but in countries around the world, which 

had been watching the trial with interest.  Two weeks later, with the opening of the 1900 

Paris Exposition Universelle looming, the French government pardoned Dreyfus.
7
  It 

would be another six years before he was fully exonerated of any wrongdoing and 

reinstated into the army.   

While the Dreyfus Affair was ostensibly about treason and national security, in 

reality the Affair was about racism, nationalism, masculinity, honor and politics.  These 

are the subtexts running under every discussion of the Affair, and the factors that created 

the extreme divide between Dreyfusards and anti-Dreyfusards.   

While neither group was completely homogenous, in that people within each 

could be motivated by different ideals and values, in general the Dreyfusards were 

politically left-leaning, counting among their members Republicans and socialists, while 

the anti-Dreyfusards were on the right, with ties to both royalists and the Catholic 

                                                 
6
 Much of the visual material of the Dreyfus Affair stems from exactly this time. 

7
 Bredin, The Affair, 430-434.The pardon was not universally approved by either camp, and 

ultimately proved divisive for Dreyfusards, many of whom wanted Dreyfus to continue to fight for the truth 

and not accept a pardon.  In accepting the pardon, some Dreyfusards felt, he rejected the values of truth and 

justice and instead thought only of himself.  In other words, Dreyfus ceased to become a symbol to gather 

around and showed that, as Bredin wrote (436), “In accepting the pardon and allowing the amnesty, 

Dreyfus revealed that he did not have the stature of a “Dreyfusard”. 
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Church.  Along with the anti-Dreyfusard conservative political view was a conservative 

social view, one which emphasized nationalism and military honor, and denigrated 

Otherness; specifically, Jews.  For anti-Dreyfusards, Jews could not be French, because 

Frenchness (in their eyes) was tied to blood.  In contrast, while Dreyfusards might be 

anti-Semitic to some degree, for them the ideals of Truth and Justice superseded any 

personal ambivalence toward Jews.   

Both sides frequently referenced ideals of Honor, Truth, Masculinity and Nation; 

yet they conceived of them in differing ways.  These differences are explored in detail in 

the following chapters.  For now, suffice it to say that Alfred Dreyfus was innocent and 

Jewish, but for the majority of the French public, only one of those facts mattered.  In a 

time of nationalistic and militaristic fervor, Dreyfus’ Jewish heritage was a mark against 

him, and practically proof of his guilt.  The Dreyfus Affair exposed the anti-Semitism 

that ran beneath French, particularly Parisian, society and had a profound impact on the 

political landscape of the early 20
th

 century. 

 

SOCIAL AND HISTORICAL BACKGROUND: THE INDUSTRIAL 

REVOLUTION AND THE YEARS 1870-71 

 

Just as the Dreyfus Affair would influence the social, political and cultural life of 

France even after its conclusion, so too the events that preceded the Dreyfus Affair were 

important in creating the social climate in which the Affair flourished.  Two periods are 

of critical importance: the Industrial Revolution and the years 1870-71, in which France 

suffered through the Franco-Prussian war and the short-lived Commune of Paris.   
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The industrial revolution initiates the age of the machine, in which human labor 

becomes devalued as machines take over tasks that used to be done by hand, and they do 

them faster than any human possibly could.  Cottage industries disappear and there is 

widespread population migration as society becomes less agrarian and people move to the 

cities in search of jobs and new opportunities (often factory jobs, which required a body 

but no real thinking).
8
  Cities become over-populated, teeming with disease and filth; 

competition for jobs likewise increased.   

To make matters more difficult, there was an influx of foreigners into France, 

creating even more congestion and competition for resources.
9
  Many of these people 

were Jewish, arriving in France with the hopes of betterment and a safe haven from 

ethnic tensions, thanks in part to the 1791 law that gave Jews citizenship in France (the 

first European country to do so).
10

  While the Jews born in France had often assimilated 

into French society and often considered themselves Frenchmen who were also Jewish, 

the newcomers stood out and drew attention by their difference.
11

  Although these 

newcomers did not fare better than the native born in their quest for survival and 
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opportunity, there was a perception that they did, and created fears of a “Jewish 

syndicate.”
12

   

Alongside the quiet development of a growing anti-Semitism, another social 

evolution took place.  As industry grew, so too did the bourgeoisie.  While the poor 

became poorer, there was a rising middle-class with disposable income.
13

  With the 

power of industrial technology, it became easy to produce a wide variety of commercial 

items at affordable prices.  Commercialization flourished as the bourgeoisie used goods 

to emphasize their new social status and respectability; products even became cheap 

enough that the lower classes could participate in the cult of goods, albeit in a far simpler 

mode.
14

  By the time of the Dreyfus Affair, the public was accustomed to the existence of 

a leisure goods industry; they expected industry to manufacture not only the necessities 

of everyday living, but also its small luxuries and diversions.   

Thus socially and economically Paris in the 1890s was a complex blending of 

new wealth and limited economic opportunities, of the hope for a better life and the 

reality of grim living conditions, and of both liberal and anti-Semitic feelings.  

Overarching all this was a new interest in the production and consumption of goods.   

Past political events also played a role in fin-de-siècle values and had a profound 

influence on the how the Dreyfus Affair played out.  The events of 1870-71 were critical.   

In 1870, France went to war with Prussia.  At the time, France was under the 

authority of Emperor Louis-Napoleon.  While the French went into it thinking it would 
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be a cakewalk and they would defeat the Prussians handily, they quickly discovered that 

the Prussians were fierce opponents.  Up to the war, France had viewed themselves as 

strong, virile and masculine, while the Prussians were seen as contemplative.  In a sense, 

the French believed they would win the war based on their virility.  Unfortunately for 

France, the Prussians were hardly the dreamers they expected; the Prussians were 

organized, with cutting-edge military weapons and a keen understanding of military 

discipline and strategy.  In contrast, the French had no professional army, were not well-

organized, had not invested in military might, and lacked efficiency.
15

  Indeed it was a 

cakewalk, but for the Prussians, not the French. Paris held out longer, refusing to concede 

defeat so easily, but even they were eventually overcome. 

Ultimately one of the concessions France made was to cede Alsace to Prussia.  

This set up an enduring feeling of animosity toward the Prussians, one that hadn’t abated 

by the time of the Dreyfus Affair.   

In addition to the military loss and the loss of honor the French felt as a result of 

the annexation of Alsace, their trials were far from over.  In 1871, a small group in Paris 

opposed themselves to the Third Republic government (the one that had recently come to 

terms with the Prussians) and began the Commune.  This group essentially closed-off 

Paris from the rest of France and a civil war ensued, only ending during the horrible 

Semaine Sanglante of May 21-18, 1871.
16

  The army, so recently humiliated at the hands 

of the Prussians, was pitiless with their defiant countrymen.  During the Semaine 

Sanglante, somewhere between 20,000 and 30,000 people died, including many women 
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and children.
17

  No quarter was shown, and it is possible that the soldiers, so recently 

defeated, were attempting to assert their masculinity and their honor as loyal Frenchmen 

against the insurrection.    One of the key features of society post-Commune was a regard 

for the honor of the military.  The army began to organize itself; France never again 

wanted to feel threatened.  Masculinity and virility, already a preoccupation before 1870, 

became more important after 1871.
18

    In the aftermath of the Commune, the Third 

Republic came into its own. 

Twenty-five years later, when the Dreyfus Affair began, the Third Republic was 

still in power, but was by no means universally liked.  Many people favored a return to a 

royalist and more conservative form of leadership.  Economic concerns, decreasing birth 

rates, low employment and the rise of a more active and emancipated woman (the New 

Woman) were all significant social concerns.  There was still a great deal of bitter feeling 

between France and Germany; in fact, France still mourned the loss of Alsace to the 

Prussians.
19

  Though politically republican, France was also strongly nationalistic and 

took the honor of its military seriously.  Small wonder, then, that when a Jewish army 

officer was accused of treason, there was hardly a thought to his possible innocence.  His 

superiors had accused him; to doubt them would be tantamount to questioning the 

integrity of the entire military.  And besides, the officer in question was a foreigner, not 

truly French.   
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With such convenient assurances the French public neatly decided Alfred 

Dreyfus’ guilt, and the high court agreed.  Dreyfus was sentenced to most people’s 

satisfaction and everyone was ready to move on to the next “big story,” whatever it might 

be.  No one suspected that this one event would return to the public eye and consume not 

just the interest of France (though largely Paris), but also the entire civilized world.  The 

mass media had embraced the original accusation and juiced it for all it was worth; once 

Dreyfus was on Devil’s Island, he was considered yesterday’s news, his tale told.  Instead 

of a complete story, however, in reality it was only the first act of the Dreyfus Affair that 

had concluded.  By the time all three acts had played out, the entire world would be 

watching. 

 

 

LITERATURE REVIEW 

 

It would be absurd to list here all the books on the Dreyfus Affair, but the 

following are those that I have found the most engaging and useful.  Until recently, 

scholars have paid little attention to the visual material spawned by the Affair.  There is 

still much work to be done in this area, but several authors have made a significant start.   

Christopher Forth examines imagery in connection with ideas of gender and, to a 

lesser extent, nationalism in his book The Dreyfus Affair and the Crisis of French 

Manhood (Baltimore: John Hopkins University Press, 2004).
20

  This book draws heavily 

upon illustrated materials to support his ideas, most notably from the anti-Dreyfusard and 
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Dreyfusard journals Psst…! and Le Sifflet respectively.  Forth explores how anti-Semitic 

depictions of intellectuals and Jews reflected societal concerns with national decay and a 

loss of Gallic masculinity.  Forth’s work is of critical importance for my own work, 

which also references social and political themes; in fact, my early interest in this topic is 

largely due to an engagement with Forth’s work.   

Another important source The Dreyfus Affair: Art, Truth Justice (Berkeley: 

University of California Press, 1987), a catalogue for an exhibition at the Jewish Museum 

in New York, edited by Norman L. Kleeblatt, which contains several essays touching on 

the Affair.
21

  The essays are wide-ranging and highly specific in topic (for example, 

Linda Nochlin writes about Degas’ anti-Semitism and his relationship with the Halevy 

family), and best used as introductions to material and ideas connected to the Affair.  The 

essay by Phillip Dennis Cate, “The Paris Cry: Graphic Artists and the Dreyfus Affair”, is 

helpful for thinking about the role of illustration in the popular press during the Affair.  

 David C. Jones explores the symbolic link between animals and humans in 

illustrations of the time (“’A Beastly Affair’: Visual Representations of Animality and the 

Politics of the Dreyfus Affair” in Canadian Journal of History, March 22, 2011).
22

  This 

work seems closely connected to that of Forth in its connection of imagery to social 

concerns and racism, though without Forth’s gendered lens.  In the article, Jones argues 

that the use of animal forms, primarily reserved for Jews during the Dreyfus Affair, was 
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deliberate, and connected to symbolic ideas of inferiority, lack of intellect, duplicity and 

filth.  

A singularly useful text is John Grand-Carteret’s L’Affaire Dreyfus et l’image (E. 

Flammarion, 1898), which looks at images about the Dreyfus Affair in France and abroad 

during the Affair (specifically during the quest for revision).
23

  As a primary source, this 

text is invaluable for the light it sheds on opinions of the time, and for the broad range of 

material reproduced (albeit in miniature).  Grand-Carteret’s text gives an indication of 

how the Affair was viewed and represented in France and abroad.   

Revising Dreyfus, edited by Maya Balakirsky Katz, contains thirteen essays on the 

Dreyfus Affair, all dealing in some way with the intersection between mass media and 

the Dreyfus Affair.
24

  Some essays seem to share similar ideas as those within my project, 

such as Venita Datta’s essay, “The Dreyfus Affair as National Theater,” while similarities 

in thought might emerge, my own view will be different enough to eliminate any 

concerns of derivativeness.   

In addition to the texts which emphasize visual material and mass media, there are 

many histories of the Affair.  Some are more thoroughly researched and academic than 

others; several have become classics.  The ones below particularly stand out for their 

interest and scholarship. 

Michael Burns’ Dreyfus: A Family Affair 1789-1945, is an intimate portrait 

placing the Dreyfus family front and center, focusing on the friendships, loyalties, fears 
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and upsets of the family over 150 years, with particular attention to the Dreyfus Affair.
25

  

Burns examines Dreyfus’ ancestors and their ties to France, providing the groundwork 

for the Dreyfus Affair and the issues of nationality, race and patriotism that surrounded 

the Affair.  Unlike other historians, Burns traces the Dreyfus family in the aftermath of 

the Affair, through the conclusion of WWII and the genocide that anti-Semitic racism 

inspired.  Though not a biography, per se, Burns relies heavily upon biographical sources 

to paint a picture of the man, Dreyfus, as well as of the Dreyfus family.  The result is a 

text that provides new insight into the activities of the Dreyfus family during the Dreyfus 

Affair, as well as a greater sense of the personality and character of Alfred Dreyfus, 

something often lacking in other historical accounts. 

Jean-Denis Bredin’s exploration of the Dreyfus Affair, The Affair: The Case of 

Alfred Dreyfus, focuses on the period of the Affair in incredible detail, giving a thorough 

and complete exploration of the events both large and small that made up the Affair.
26

  

Bredin uses a wide variety of primary documents and is interested in giving the reader 

not only a sense of the essential facts of the Affair, but also of the personalities, 

motivations and larger issues that undergird the Affair.  The text reads quickly, the whole 

infused with a storyteller’s gift, while at the same time remaining a critical scholarly 

work.  If Burns’ work is useful for rendering Dreyfus, the man, more accessible, Bredin’s 

text makes the Affair itself more accessible and “legible” for the layperson.  It remains a 

key text about the Affair, one of the most useful for getting a sense of the overall picture 

as well as the subtleties.   
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Martin Johnson, in The Dreyfus Affair: Honor and Politics in the Belle Époque, 

looks at the Affair with a close eye toward the complexities of the cover-up by the 

military and the possible motivations for the actions of those involved in it, including 

concerns of popular reception, notions of masculinity and military honor.  His text is slim 

but insightful.   

Eric Cahm’s The Dreyfus Affair in French Society and Politics, emphasizes the 

political complexities of the Affair, as well as the state of society beforehand and in its 

aftermath.  Cahm  maintains a clear-eyed focus, resisting the temptation to demonize one 

side, reminding the reader that there were  many possible reasons one might have been a 

Dreyfusard or anti-Dreyfusard.   

My work builds upon the foundation of these authors.  I am not setting out to 

write a new historical account of the Affair, nor am I contesting the validity of the 

accounts based on visual material so far published.  I view my work as an addition to the 

field, not a contradiction of what has been done.  I examine the visual culture of the 

Affair not only as images with symbolic or allegorical ideas attached to them, but as tools 

used in a variety of ways for varying purposes.   

 

 

CHAPTER OUTLINES 

In the literature of the Dreyfus Affair, most scholars focus on its historical 

aspects, the Who, What, Why of it.  Few look to visual material for supports, and fewer 

still examine the material culture of the Affair, whether visual or not.  In my dissertation, 

I will do precisely this.  Instead of delineating the events of the Affair in explicit detail or 
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examining the personalities of the major players and their motivations, I focus on the 

material aspects of the Affair, the physical objects that were produced during it, with a 

particular eye to the “ephemera” of the period: the posters, postcards, games and 

novelties that were never meant to survive…yet somehow did.  

During the Dreyfus Affair there was an explosion of text-based and illustrated 

printed material.  Both interest me and will be explored in the following pages, though I 

give preference to the visual.  I have no wish to repeat what has already been written but 

want to extend the conversation to include ways in which the visual material functioned 

within fin-de-siècle Parisian society.  To this end, I will adopt a material culture 

methodology when discussing the use of objects, while utilizing a socially focused art 

historical approach for the times when iconography becomes paramount.   

I believe the material culture of the Dreyfus Affair can be understood in a variety 

of ways and served variable functions within fin-de-siècle society.  I identify three broad 

uses for Dreyfusana (Dreyfus Affair material culture): Education, Entertainment and 

Identity.  Further, I also associate the extraordinarily visual nature of the Affair with the 

idea of Spectacle, understood as both a theatrical production that can be alternately 

viewed and participatory, and something viewable, ocular in nature, in which visual 

material is the key to understanding, the basis for knowledge and opinion. 

Through my analysis, the reader will come to a greater understanding of the 

Dreyfus Affair as viewed and experienced by the larger public, and not only as something 

performed by a handful of historical actors.  The Dreyfus Affair captivated the public in 

its time, but it is the public who are largely absent from accounts of the Affair.  Chapter 

One introduces the Affair, my project and my basic methodological approach and paints a 
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broad contextual picture of Paris on the eve of the Affair.  In Chapter Two I take up the 

theme of Education.  This term is used broadly to encompass the idea of learning about 

something (gaining knowledge and thus ‘education’) as well as the idea of social 

education (learning about societal norms, values and hierarchies).  I contend that much of 

the material culture of the Dreyfus Affair served ostensibly to educate the public about 

the ‘facts’ of the Affair but in reality served to transmit societal norms, whether 

consciously or not.  Through a discussion of the illustrated journals of the day, both 

Dreyfusard and anti-Dreyfusard (and the few supposedly neutral), I will show that what is 

shown is just as important as how it is shown.  

During the Dreyfus Affair, newspapers had a field day as each season seemed to 

bring a new twist to the story.  From the Dame Voilée to Henry’s suicide, the public 

could keep up with the latest events, some described in sensational fashion.
27

  In addition 

to the established news organs of the time, such as Le Figaro, many smaller papers were 

formed specifically because of the Affair, such as L’Aurore.  The press was far from 

being ambivalent, however; many journals were explicitly political or social in nature.
28

 

There were journals for women, for children, for fashion and for humor, for socialists, 

gardeners, artists and everyone in between.
29

  And notably, for anti-Semites.  The most 

famous of the anti-Semitic papers, La Libre Parole, was founded by Edouard Drumont in 
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the 1880s.
30

  Drumont, a rabid anti-Semite, had produced a book in 1886, La France 

Juive, a tome about the problems Jews had supposedly created within France, which had 

become a bestseller.  In short, France, particularly Paris, was by no means neutral when it 

came to questions of Jews.  During the Dreyfus Affair, the anti-Semitic press declared 

themselves loudly and proudly.  In their quest to ‘educate’ the public about the Affair, 

they also took pains to push their social agenda, making sure people “understood” what 

was supposedly in their best interest. 

In addition to periodicals and newspapers, there were other ways in which the 

public could ‘educate’ themselves about the Affair, including manifestations.  These were 

‘grand meetings’ which were held regularly by both parties, for the explicit purpose of 

engaging the public with the Affair.  Generally, these meetings commenced with a recap 

of the Affair and its key events.  Hundreds of people attended these meetings, after which 

the attendants often went through Paris distributing leaflets or pamphlets, yet another way 

of educating oneself about the important features of the Affair.   

While text-based media were important information-distribution channels, 

imagery also played a part in communicating ideas.  Illustrators on both sides created 

images for public consumption.  The mode of illustration could vary from fiercely 

caricatural to strictly naturalistic and often the manner in which something was portrayed 

showed the illustrators’ sympathies.  Two competing illustrative journals, Psst… and Le 
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Sifflet, engaged in a duel for well over a year, from early 1898 to the Rennes verdict in 

1899, giving visual form to the ideas, values and concerns of each side.
31

 

With such a wide range of material available to inform, influence and ‘educate,’ 

attention must be given to whether any of this material proved effective in swaying 

opinion.  Further, these projects could be expensive; who was paying for them, how, and 

why? 

Chapter Three takes on the idea of Entertainment.  While much of the material 

culture of the Dreyfus Affair was ostensibly for educative purposes, it also arguably 

served as entertainment, designed to interest and amuse the public.  A broad range of 

consumer goods existed, from cigarette papers, posters and postcards to paper novelties, 

medals and games.  These items were produced for purchase as commodities, most with 

no greater aim than to give pleasure (of a sort) to the purchaser.  Whether it was the 

knowing chuckle over a satirical anti-Semitic joke, the satisfaction of the collector over 

his latest acquisition, or the pride of a Dreyfusard looking over a poster whose maker 

shared his values, the idea of pleasure was integral.  The mere fact that entertainment 

becomes a focus of the Affair, and not just education, speaks to the time period, in which 

there was both a larger middle class with disposable income, and also a wide public 

actively seeking entertainment, both as entertainment and as escape from the rigors of 

post-industrial revolution life.  
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Broadly, one can distinguish two parallel currents in the material culture 

connected to entertainment which can be roughly summed up as ‘Low Brow and 

Immediate,’ and ‘High Brow and Long-term’.  This is not to say that individuals 

purchased only one type of item, nor does it necessarily indicate the social status of the 

purchaser.  Instead, the terms ‘low brow’ and ‘highbrow’ refer to the type of humor 

shown in the object, or to the type of object itself.  I discuss these two types of 

entertainment in detail, comparing and contrasting them as I look at both the physical 

objects and the iconography upon them.  Issues of collectability, connoisseurship, 

scatological humor and race are addressed, as well as what happens when a mass-

produced object meant to be ephemeral, such as a packet of cigarette rolling papers, 

moves from an everyday commodity into the status of rarified and precious due to its age 

and rarity.  How might we view the material culture detritus of the Affair and what 

meaning and information can it provide? 

Chapter Four builds on the idea of entertainment introduced in the previous 

chapter and focuses on Spectacle and Vision.  Throughout the Dreyfus Affair, the 

importance of vision (and a lack of it) was emphasized.  Examples include the public 

degradation, search for and subsequent identification of the author of the bordereau, the 

testimony of several handwriting experts, the mystery of the dame voilée (i.e. “could 

anyone uncover the identity of the covered up lady?”), or the use of bordereau posters on 

the streets of Paris.  Each of these examples locates vision as the key component in a 

quest for understanding, information or knowledge.  What one saw and how it was 

interpreted carried critical importance and could count either in your favor or against it. 
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Along with this emphasis on vision was the recognition of the Dreyfus Affair as 

spectacle, as understood in the nineteenth century: as something performed.
32

  Venita 

Datta discusses just this aspect in her essay within Revising Dreyfus.
33

  As Shakespeare 

wrote, “All the world’s a stage, and all the men and women merely players”; the Parisian 

public embraced not just the spectacular nature of the Affair (as a spectacle to be 

viewed), but also the performative aspect, in which they themselves became players 

within the larger story.
34

  This, for example, is what takes place when the posters of the 

bordereau are put up around Paris; what the crowds embrace when they view the 

degradation or when they sit outside the courthouse in Rennes during the second trial; 

and the subtext underlying the large attendance at les manifestations.  The Dreyfus Affair 

was not something only to be viewed; it was to be performed.  The story of the Dreyfus 

Affair becomes the story of every Parisian, in a sense, as people took sides and 

sometimes quite vocally participated in the drama surrounding them.  Much like people 

can remind each other of where they were “When Kennedy was shot” or “When the Twin 

Towers fell,” (both examples of current events becoming inextricably intertwined with 

the life of a person, and thus becoming an indelible part of their own personal history), 

the ongoing spectacle of the Dreyfus Affair and its polarizing influences marked the lives 

of those in France.  When Alfred Dreyfus returned to France for the Rennes trial, he 

learned about the actions that had taken place to gain him a new trial.  In his memoir, 
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Cinq années de ma vie, Alfred Dreyfus wrote about the feelings that overcame him the 

more he learned about what had happened while he was away.  Along with a sadness for 

the deceit and lies that had been fabricated was also “un profond sentiment de 

reconnaissance et d’admiration […] pour tous les hommes courageux, savants ou 

travailleurs, grands ou humbles, qui s’étaient jetés vaillamment dans la lutte pour le 

triomphe de la justice et de la vérité, pour le maintien des principes qui sont la patrimoine 

de l’humanité.”
35

  Dreyfus did not say, “these people, they did all this to free me”; instead 

he recognized the bigger picture, the larger stakes, of the battle.  Alfred Dreyfus, man, 

was not truly the issue, for either side.  Rather, Dreyfus became a symbol for both sides, 

with very different associations.  Ultimately, the Affair was not about him; it was about 

everyone else, and the values they held.   

I conclude with Chapter Five, and a brief commentary upon the ongoing 

relevance of research on the Dreyfus Affair, and possible areas for further exploration. 

Though many physical reminders (remainders) of the Dreyfus Affair survive, 

undoubtedly there were other items printed and fabricated of which no trace now 

remains.  In some ways, the very fact that some things survived, things meant to be 

ephemeral, to decay and get tossed away, speaks to the quantity of items that must have 

existed.   Much of what I look at in the following pages was mass-produced, often on 

cheap paper, meant for immediate circulation and with no thought for posterity.  That we 

have anything is a wonder.  Whether vitriolic or inspirational in its content, each 

remaining piece is valuable for the information it can bring us.  Perhaps more material 
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 Alfred Dreyfus.  Cinq années de ma vie (1894-1899) (Paris: François Maspero, 1982), 223.  

Translation: “…a profound feeling of recognition and admiration was raised in my heart for all the 

courageous men, intellectuals or workers, grand or humble, who threw themselves valiantly into the battle 

for the triumph of justice and of truth, to maintain the principles which are the patrimony of humanity.”  
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will emerge one day and provide greater insight into the historical moment of the Dreyfus 

Affair.  For now, I have used what was available and hope that it helps create a fuller 

picture of the Affair, and the role of the public (at large and as individuals) within it.  

When all is said and done, it was truly ‘their’ Affair. 
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CHAPTER TWO: VISION AND VISUAL CULTURE: SEEING THE 

DREYFUS AFFAIR 

In 1898, Felix Vallotton made what has become an iconic image of the 

importance of the news journal in late nineteenth century society: L’Age du Papier (The 

Age of Paper) (figure 2.1).  This illustration, which graced the cover of Le Cri de Paris 

(1/23/1898), has also become synonymous with the Dreyfus Affair.  In the print, the 

majority of space is taken up by a group of seated men, all reading newspapers, while 

beyond them, newsboys swirl past carrying more papers.  The faces are mostly turned 

away from us, leaving the titles of the news journals before our eyes, signaling their 

primary importance.  Of particular note is that none of the journals are the same; it is not 

that the people all read the same journal that is important, it is rather the variety of 

journals available, and the fact of their being read, which is.  In the Age of Paper, there is 

a journal for everyone, to suit every taste, and every point of view.  In the immediate 

foreground, directly before the viewer, is the journal L’Aurore, with “J’Accuse” plainly 

visible.  Through its placement, Vallotton signals his Dreyfusard sympathies, while also 

making a comment about the role of the press in the Affair.   

While never noted that I am aware of, L’Age du Papier can be read not only as a 

statement about the ubiquity of the press, but also as a critique of industrialization and the 

depersonalization it produces. The journals separate each person one from the other, 

wrapping them in a cocoon of paper, information and self-sufficiency.  With the paper, 

one doesn’t need to interact with another; one can learn about the world, one’s city and 

even one’s neighbors via the printed word.  Far from bringing the figures together in a 

discussion of their reading material, mass media ironically isolates them.  The people are 
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divided not only by their political and social leanings (expressed through the journal 

titles), but by the paper itself.  Modern technology thus discourages interpersonal 

communications, increasing alienation while at the same time camouflaging it under the 

guise of a shared activity.  Vallotton, who had anarchist sympathies, was certainly 

capable of imbuing an image with this subversive message.
36

 

Of particular note is that the journal’s importance in modern French society is not 

signaled through text, as might be expected: it is shown.  Vallotton makes a statement 

about the culture of his time through an image, highlighting the importance of both 

journals and imagery within fin-de-siècle France. 

L’Age du Papier marks the starting point for a discussion of the visual culture of 

the Dreyfus Affair because it visually represents the divisive nature of the Affair, the 

importance of media and the way in which reading the paper could be both a social (in 

the sense of being out in society) as well as an individual occupation.  However, L’Age 

du Papier is not representative of the visual culture of the Affair; it is apart from it, and 

perhaps more indicative of the larger visual culture of the fin-de-siècle in general than of 

the Dreyfus Affair in particular.
37

   

The Dreyfus Affair played itself out amidst a culture of intolerance, fear, 

masculine insecurity and questions of honor.  Because the anti-Dreyfusards were so 
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 Richard Thomson, The Troubled Republic: Visual Culture and Social Debate in France 1889-

1900 (New Haven: Yale University Press, 2004), 108.   
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 In general, the visual material of the Dreyfus Affair is centered around themes of nationalism, 

masculinity, and honor.  It can be profoundly disturbing visually and ideologically, often contains coarse 

humor, and even when it doesn’t, it is still closely connected to the values of the pro or anti-Dreyfus camps.  

Vallotton’s image, in contrast, has nothing to do with honor, masculinity, the military, anti-Semitism, or 

any other idea central to most Dreyfus Affair ephemera.  For this reason I identify it as more closely 

aligned with the larger visual culture of the time, which encompassed Japonisme, Art Nouveau and an 

interest in the so-called “primitive”.  
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actively engaged on the visual front, much of the visual culture of the Dreyfus Affair 

centers upon them.  While I hesitate to say that there were two visual cultures (one by the 

Dreyfusards and one by the anti-Dreyfusards), I want to note that the anti-Dreyfusards 

produced the bulk of visual material and it is this that covered Paris, contributing to an 

understanding of the visual culture of the Dreyfus Affair as primarily anti-Semitic, 

nationalist, conservative and combative.  Still, while the anti-Dreyfusard material was 

more prominent, it should not define or limit our view of the visual Affair.  The visual 

culture of the Affair, for both sides, centers on questions of honor, masculinity, 

patrimony and the political and social future of France.  The expression of these 

concerns, along with the viewpoint of each side, is what differs markedly.    

The Dreyfus Affair was an ongoing event within Paris, a visual spectacle that 

engulfed the capital for years.  In this chapter, I explore the visual culture of the Dreyfus 

Affair: the ways in which the Dreyfus Affair was visualized, from media and 

representational modes to popular themes and underlying concerns.  From this 

examination, we move to the other concern of this chapter, the role of vision within the 

Affair.  It might appear as though these two things are the same, the visual culture of the 

Affair and the role of vision within it, but they must be viewed as distinct.  The visual 

culture, as noted, pertains to the illustrated detritus of the Affair; the fact that there is so 

much of it, however, speaks to the importance of vision within the late nineteenth 

century.  Further, the idea of vision and its significance is frequently referenced within 

Dreyfusana as well as within contemporary accounts of the Affair.  In this chapter, both 

the objects of vision (image) and the acts of seeing, the viewer and the viewed, are 
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examined. As I shall show, vision was an integral aspect of the Affair: through vision, a 

person acted as witness, as judge, as spectator.   

“Visual Culture” refers to the visual aesthetic surrounding something particular, 

whether large or small in nature: an entire city, a decade, a century, or a small business.  

While visual culture is aesthetic, it also implies a type of community or organizing logic 

(inherent within the word culture, which speaks to a group creation, something cultivated 

whether consciously or not).  The Dreyfus Affair had its own visual culture, one which 

engulfed the Parisian public, and which they refuted, rebutted, raged against and 

embraced in turns.  

The “visual culture” of the Dreyfus Affair refers to the broad array of visual 

material that was created during the Affair, about the Affair, and to which the public 

would have had ready access.  The items that form this visual culture are exactly those 

that formed part of the everyday life of a Parisian: the illustrated supplements of the news 

journals, the postcards sold at kiosks, the special edition games that some newspapers 

produced and the novelty cards that camelots sold.
38

  The visual culture of the Dreyfus 

Affair thus comprises a wide variety of visual material, both serious and “comic” in 

nature.  I examine news journals, specialty journals, illustrated supplements, song sheets, 

toys, games and posters in order to paint as full and clear a picture as possible; as this 

brief list shows, much of the ideological battle between the opposing groups took place 

through imagery meant for public amusement 
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capitalize on the interest of the people at these events.   
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Beyond subject and aesthetic, visual culture also engages with the underlying 

values and beliefs of the artists, and by extension, of society. This chapter explores the 

visual culture of the Dreyfus Affair through a consideration of these three aspects: 

aesthetics (mode of representation), subject, and societal concerns.  Further, the visual 

culture of the Affair was overwhelmingly centered around fear, in various manifestations 

and on both private and public levels, as well as a deep patriotism and ideas about what it 

meant to be French.
39

   Much as the Dreyfus Affair itself was polarized, so too was the 

imagery it produced.  

A brief examination of even a fraction of Dreyfusana would allow a viewer to 

perceive that by far the bulk of visual material originates from the anti-Dreyfusard camp.  

Though Dreyfusards certainly created imagery as well, it does not seem to be their 

preferred method of communicating with the public; it appears that text was favored by 

the Dreyfusards, while the anti-Dreyfusards favored imagery.  In fact, arguably the single 

most important Dreyfusard item, from the point of view of public influence, was Emile 

Zola’s open letter to the president printed in L’Aurore, “J’Accuse.”
40

   

This differentiation could be partially attributed to the perceived audiences for 

each camp.  For instance, it could be argued that through the use of text-based material, 

the Dreyfusards were targeting a group with an interest in reason and logic, with the 

leisure time to read the paper or multiple pamphlets and enough of a scientific mind to 

weigh the evidence ambivalently.  In contrast, anti-Dreyfusards often utilized visual 
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means to communicate ideas quickly, usually via biting caricature that reduced figures to 

stereotypes.  Thus the anti-Dreyfusards seem to be playing on people’s preconceptions, 

and instead of trying to change a viewpoint, their primary interest was in maintaining 

one.   

This is not to say that Dreyfusards only wrote and anti-Dreyfusards only made 

images; far from it.  Still, as a general rule, anti-Dreyfusards focused on the image and 

Dreyfusards focused on the word.  In the discussion that follows, it might seem as though 

I am favoring the anti-Dreyfusards, but this is not the case; rather they occupy the greater 

part of this chapter because of the prominent visual presence they articulated within Paris 

during the Dreyfus Affair. 

The discussion begins by briefly categorizing the types of media most often used 

to form the visual culture of the Dreyfus Affair, before moving into an examination of 

modes of representation.  After these have been identified, the chapter proceeds to the 

most popular subjects and an exploration of the issues that truly form the stakes of the 

Dreyfus Affair: not the guilt or innocence of one man, but the larger societal issues 

exacerbated and illuminated by the Affair.  Throughout the chapter, there is an attempt to 

differentiate between the Dreyfusards and the anti-Dreyfusards, and their favored 

subjects, media or representational modes.   

 

 

 

 

 



29 
 

MEDIA 

Two types of images were most common: the illustration and the photograph.
41

 

The illustration was the more versatile, used in virtually all types of visual material from 

news journals to satirical postcards, while the photograph only appeared in journals or 

postcards. This suggests that illustrations were a more “egalitarian” visual form, engaged 

with every method of production and image distribution.  In contrast, photographs were 

used more selectively and usually to convey “facts”.  Photomontage, a subset of 

photography, was used to do the opposite: to show the ways in which photography could 

lie.   

Because illustrated material forms the bulk of Dreyfusana, it also forms the 

bedrock for the visual culture of the Affair.  As such, it is worth exploring the 

representational modes and devices most commonly utilized, before moving into a 

discussion of subject and meaning.  

 

VISUAL MODES 

Broadly speaking, there were two illustrative modes used by artists on either side 

of the Affair: naturalism and distortion.
42

  In naturalism, the artist depicted his (or her) 

subject with verisimilitude; in distortion, the artist deliberately altered the subject, usually 

through scale change, incorrect proportions, or physical feature distortions (figure 2.2).  It 

also must be mentioned that anti-Dreyfusards took feature distortion to new heights of 
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 I include photomontage and collage within the overarching category of photography.  Though 

not used frequently, some important images were made with these methods. 

42
 While some artists worked strictly within one style or the other, many artists blurred the 

distinction between them. 
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viciousness by not only grossly exaggerating features to the point of ridicule, but by 

combining figures with animals, adding an element of bestiality to their visual racism 

(figure 2.3).  

While it is tempting to consider that the style used by an artist might in some way 

reflect their stance on the Dreyfus Affair, for instance associating a “truthful” depiction 

of a figure with the Dreyfusard camp and their ideals, in actuality it is not so clear-cut. 

While Dreyfusards did engage a greater degree of realism and anti-Dreyfusard artists 

tended to be the ones to use anthropomorphism and feature distortion, artists in both 

camps took aim at each other with the pointed barb of caricature, scoring points through 

mockery.  

An image from Psst…!, “Demain,” by Caporol Poire (a pseudonym for Caran 

d’Ache) is a perfect example of the ways in which caricature was used to commonly 

depict both Jews and intellectuals, the two groups most often attacked by the anti-

Dreyfusards (figure 2.4). 

In the image, a Jewish man holds up a flag for his intellectual friend to admire.  

The Jewish man is depicted as short, rotund, with a large bulbous nose, fleshy lips and a 

compressed face.
43

  The Jew wears a puffy cravat and fine clothes (complete with pins 

and decoration) stretched tautly over his frame, visually implying his readiness to indulge 

and the means to do so.  The Intellectual, on the other hand, is tall, skinny, with a 

misshapen skull that bulges on top, relegating his facial features to the lowest third of his 
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head space.  The Jew is depicted as sensual and gluttonous, while the Intellectual’s 

depiction suggests his lack of masculinity, thanks to the directly inverse relationship 

between the size of his brain and his male physique. The Intellectual, we are to 

understand, places all his pride on his intellect, neglecting his body; he thinks too much, 

and acts too little.
44

  Here, caricature emphasizes the features the artist wants to disparage 

the most while the loose and gestural drawing style rejects any attempt at realism.  This is 

caricature to the point of cartoon, and typical of Caran d’Ache's illustration style. 

Jean-Louis Forain, the other chief contributor to Psst… uses a more realistic 

depictive mode, but again emphasizes the nose and lips of Jewish figures, as exemplified 

in “Un Succès” (figure 2.5).
45

   Caran d’Ache’s linear style, with almost no shading, 

highlights the two-dimensionality of his figures.  In contrast, Forain‘s style, with its stress 

on mass and volume, light and shade, lends a greater realism to his subjects and carries a 

very different visual feel.  Like Caran d’Ache, Forain makes his Jews rotund, but while 

Caran d’Ache manages to suggest a “fat cat” association with greed, Forain’s graphic 

style, which reduces the Jewish figure to a large mass with a head, creates an impression 

of power, a vast opaque bulk that stands in for the Jews perceived ability to influence 

others through corruption and greed.   

These two artists’ work is representative of the way in which the Jew and the 

intellectual were treated visually by the anti-Dreyfusards.  These depictions are almost 

always general rather than specific, not portraits of actual people but representative of 
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types.  Curiously enough, neither the Jew nor the intellectual figure prominently in the 

imagery of the Dreyfusards. 

Though most visual material connected to the Dreyfus Affair utilized caricature, 

popular news journals like Le Petit Parisien and Le Petit Journal, with their weekly 

illustrated supplements, used realism and because of their wide readership cannot be 

forgotten in any discussion of the visual culture of the Affair.  In these cases, it is not so 

much how something was shown, but what was shown that is most important.  Though 

ostensibly neutral reporters of facts these journals were well aware of their importance in 

the dissemination and reception of the Dreyfus Affair. 

 

VISUAL DEVICES
46

 

Along with modes of representation and stereotypes of depiction, there were also 

certain visual devices that artists utilized.  These devices were not unique to the Dreyfus 

Affair, but were in common usage by illustrators at the time.  One of these, used by artists 

on both sides of the Affair, was the marriage of a large head to a small body, a figure 

visually very similar to today’s bobble-heads.  Although I have no proof, it is likely that 

this format ultimately derives from puppet shows like Punch and Judy, or Guignol, in 

which the puppets would have enlarged heads for the audience to see who was whom 

clearly, while the slight bodies could lend an element of ridicule and humor to the 

character, quite in keeping with the nature of popular puppetry.
47

  While it is tempting to 
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think that this form carries some stigma of ridicule, it appears that this device carries no 

such implicit connotation but rather, the mode of depiction carries the weight of meaning 

when the “bobble-head” is used.  For instance, in the Dreyfusard postcards by Trick, the 

artist uses the large head/small body device, but his illustration is completely realistic and 

respectful, highlighting the integrity and strength of his subjects.  Dreyfus is shown in 

uniform with head held high, arms crossed confidently, eyes looking at the viewer, while 

a legend up above states “le héros” (the hero) (figure 2.6).  Picquart is shown in a similar 

pose, also in uniform, also facing the viewer, with text that says, “Envers et contre tous je 

soutiendrai le droit!!!”
48

 (figure 2.7).  The emphasis is on their honor as men and further, 

as men in the military. 

Another artist, this time anonymous, uses the bobble-head device to depict Eduard 

Drumont, clearly ridiculing him by placing him in a dress and presenting him as a rural 

flower seller.  While the illustration remains fairly realistic, the way the artist has clothed 

Drumont signals the manner in which we should view him (figure 2.8).  The artist has 

created a strong contrast between Drumont’s bearded face and feminine form, a dismissal 

of Drumont’s masculinity while at the same time using the idea of cross-dressing to 

suggest that Drumont might have his own deviant behavior.   

Anti-Dreyfusards also embraced the bobble-head.  For instance the female 

caricaturist Bobb utilized the technique in an example which visually distinguishes that 

which was ridiculous (Dreyfus and his followers, in bobble-head form) from that which 

was noble and just (Marianne and the figure of Justice, both depicted in normal 

proportion) (figure 2.9); and Lenepveu used it for the Musée des Horreurs (though not, it 

                                                 
48

 Translation:  “In the face of all opposition, I will uphold the law!” 



34 
 

should be mentioned, in the Musée des Patriotes, an intriguing difference).   While each 

of these examples shows the use in a pejorative way, anti-Dreyfusards also used it as a 

tool for promotion, as in the postcard “Concert Patriotique Français: La Marseillaise,” 

which depicts twenty-one men, all conservative, anti-Semitic patriotes, playing 

instruments (figure 2.10).
49

  In the lower left corner, Drumont carries a tuba, while 

opposite him, Rochefort bangs a drum and Francois Coppée takes center with a harp; 

Marcel Habert and Paul Déroulède hold the banner.  Here, the bobble-head technique 

joins with that of decoupage as photos of the men are joined to drawn bodies in a 

postcard that celebrates the group with pomp.   

 

SCATOLOGICAL REFERENCES 

In many works, scatological references can be found, most often in the form of a 

chamber pot or privy hole.  Though frequently connected to the subject of Zola (such as 

in figure 2.11), the use of this device was not unique to him (figure 2.12).   

Scatological devices carry varying meanings depending on context and subject, 

but the two most popular are human refuse (obviously) and corruption.  The idea of the 

chamber pot and corruption recalls Honore Daumier’s nineteenth century print, 

Gargantua, in which a colossal figure accepts taxes and shits out sinecures. In the print, 

the figure gets fatter and richer off his poorest subjects, exploiting them to aggrandize 

himself and his cronies.  The chamber pot used in a picture can thus allude to the nature 

of the subject as either corrupt or full of shit, and quite possibly both. 
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PUNS 

Another popular device was the pun or double entendre, a play on words, which 

typically utilized text to add a double layer of meaning to an image.  Lenepveu uses this 

technique within the Musée des Horreurs when he titles the image of Joseph Reinach, 

Boule de Juif (literally, Jew Ball) (figure 2.13). What the viewer today might easily miss, 

but which probably few did during the time, is the reference to Boule de Suif, the 1880 

play by Guy de Maupassant (“Boule de Suif” roughly translates as Ball of Lard, or 

Dumpling).  The play is set during the Franco-Prussian war of 1870, and named after the 

title character, a prostitute who refuses to sleep with a Prussian officer until finally 

convinced by others that it is her patriotic duty to do so, after which she is shunned by 

those same people.
50

  Maupassant highlights the hypocrisy of the people urging Boule de 

Suif on and then later condemning her, while Boule de Suif is shown as the person of true 

integrity, despite her occupation, for putting the good of the others before her own.    

The play on words would have been recognizable to French people, while the 

altered meaning could not be mistaken, either.  Instead of a patriotic Frenchwoman, 

“Boule de Juif” references a Jew-Ball, though the original meaning of Lard Ball, or 

Dumpling, would also have been retained through mental association.  Thus, the Jewish 

person, and Reinach in particular, becomes a Lard-Ball.  Fatness could be seen as 

gluttony, and associated with ample wealth (here corroborated by the figure’s ample 

girth).   

Punning and word play appears to have been a widespread phenomenon, used by 

artists and the general public alike, if the subscription lists generated by the mass media 
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are to be believed.  In these lists, the journal asks for donations for specific causes, and 

the donors have the opportunity to provide their name or a brief message.  Several of the 

messages involve word play, such as “Ali ben Lou bey, Marchand de nougat,” seen in a 

La Libre Parole subscription list.
51

   

 

CHILDREN’S TALES 

Some artists referenced fables and fairy tales in their illustrations.  The use of 

children’s literature as a visual device intended for an adult audience was not new; while 

sometimes the use seems to be to suggest an idea of nostalgia and innocence, such as in 

the advertising cards of Aux Laines de Tunis (figure 2.14), there could also be a 

deliberate rejection of this innocence and a delight in subverting it, as in Willette’s cover 

for Le Rire no. 35 (July 6 1895), which shows a shepherdess clearly post-coitus, saying 

“Mais, c’est amusant comme tout de voir le loup…! Surement grand’mère ne l’a jamais 

vu” (figure 2.15).
52

  Fables and fairy tales carried complex associations for the broader 

public, with ideas connected to childhood, nostalgia, moral lessons, dangerous activities 

and public mores.  Artists could hook into these underlying ideas, using their art to 

promote, subvert or contradict common associations.  Caran d’Ache, in particular, seems 

to have been fond of using fables and tales to make his points, judging by the multiple 
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times he utilized it within the pages of Psst…! One example is a two-part illustration of a 

fox (figure 2.16).
53

  In the first frame, on top, we see grapes growing on a vine in the 

background while a fox throws up in the foreground.  On the grapevine hang two signs; 

the left one says “Panama” and the right, “Affaire Dreyfus.”  The caption below this 

frame reads, “DEPUTES SORTANTS. Aujourd’hui maître renard dit: “Pouah! J’en suis 

dégouté!”…Mais gageons que…”  and we move to the frame below.
54

  In this image, the 

fox hurries away from the wall while two men in the background throw stones.  The text 

here reads, “Demain, il dira:…”Ils sont trop verts!..”  The reference is the fable by Jean 

de la Fontaine, “The Fox and the Grapes”, in which a starving fox spies some grapes high 

on a wall, perfectly ripe.  In the fable, the fox tries in vain to get the grapes, but then 

concedes defeat, saying to  himself, “Ils sont trop verts,”  The moral, as Fontaine puts it, 

is “Fit-il pas mieux que de se plaindre?”
55

   

In this reimagining by Caran d’Ache, the hungry fox has grown sick on the ripe 

fruit of scandal, corruption, and greed.  Of course, the irony is that the fox was greedy 

himself and ate too much; the point then, of the top image, is that the fox has a limit to his 

greed, and that he has reached it with the fruits of Panama and the Dreyfus Affair.    In 

the bottom panel, the greedy fox has learned his lesson, and runs away, saying to himself, 

“They’re too green.”  Though the fruit might be perfect, he knows better than try to sneak 

past the stone-throwers, and rationalizes his decision by convincing himself the fruit 

wouldn’t be ready.  However, while the fable appears to cast the fox in a clever and 
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 Psst…! 2 April 1898. 

54
 Translation: “Yuck, they disgust me!...but we can bet…” 

55
 The Complete Fables of Jean de la Fontaine, edited and translated by Norman B. Spector 

(Evanston: Northwestern University Press, 1988), 126-127.  Translation: “Didn’t he do better than to 

complain?”  In other words, rather than complain, the fox puts a positive spin on an impossible situation, 

rationalizing away the fruit as perhaps appearing perfect, but not tasting so.   
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proactive light, Caran d’Ache’s illustration, which seems to be directed to outgoing 

government officials, given the title, places the fox in a more cowardly role; the fox 

becomes a stand-in for the officials, who Caran d’Ache visualizes as turning tail and 

running.   

 

 

 

ARTISTIC MASTERPIECES 

 Another device used occasionally was references to artistic masterpieces.  H.G. 

Ibels made a cover for Le Sifflet that clearly borrows from Théodore Géricault’s Raft of 

the Medusa (figures 2.17 and 2.18), while Sphinx made a postcard (figure 2.19) on which 

the left side is taken up by a scene remarkably similar to that of Edouard Manet’s 

Execution of Maximilian (figure 2.20).  Likewise, Hermann-Paul made an illustration for 

La Feuille in 1898, En joue…Faux! that directly references a French painting from 1873 

about the Franco-Prussian war, Alphonse de Neuvillle’s Les Dernières Cartouches.  In 

these instances, it is not just the composition and subject that have been appropriated; it is 

also the underlying ideas associated with these works that is being brought to the 

viewer’s attention, sometimes in an ironic way.
56

   

Géricault painted the Raft of the Medusa in response to a real event that had 

recently taken place, in which the ship Medusa had become shipwrecked and the wealthy 

travelers took the lifeboats, relegating the less fortunate to the mercies of a wooden raft.  

                                                 
56

 Les Dernières Cartouches is a painting about the bravery of French soldiers, but Hermann-Paul 

has flipped this on its head, making his own illustration, made shortly after the suicide of Henry, a 

comment on the duplicity of the army.  Thomson, 196. 
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Many died and some were reduced to cannibalism to survive; when the full story came 

out in the French papers, there was shock and general outrage.  In the painting, the ship 

that rescues these people is on the horizon, a suggestion of hope. The original painting is 

about corruption, racism, and the depths to which humanity can sink (no pun intended). 

Through his use of the same format, Ibels suggests that society at the fin-de-siècle is no 

less corrupt and selfish.     

In the postcard by Sphinx, Alfred Dreyfus, recognizable despite the subtly 

enlarged nose and drooping eyes, stands in front of a military officer.  On the left side of 

the image, four men, faces turned away, take aim at another man within a closely 

confined space.  Text beneath this section says, “My sixth is a…puppet” while on the 

right, directly next to Dreyfus’ head, are the words, “a la guerre” “on fusille les 

insoumis…on recompense les délateurs.”
57

  The military officer in full regalia appears to 

hold the Cross of the Legion of Honor, making this postcard most likely from 1906 when 

Dreyfus was reinstated back into the army and awarded this medal.  However, the 

illustrator is clearly not in favor of this act, which we can see in two ways: how Dreyfus 

has been depicted, and with the allusion to Emperor Maximillian.  First, the illustrator’s 

prejudice is shown by the manner in which Dreyfus has been rendered (drooping nose, 

body limp, uniform wrinkled and baggy around his body) as opposed to the other figures 

in the group (standing straight, shoulders square, clothes filled out by the body).  Second, 

by including the firing squad on the left, the illustrator uses a single image to convey 

multiple ideas, including (potentially) his own view of what should have happened to 

Dreyfus.  Manet’s original painting referred to the Emperor of Mexico, Maximilian, who 
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 Translation: One shoots the rebellious….one rewards the accusers. 
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was shot to death before a firing squad in 1867.  This event elicited widespread horror 

and sympathy, and inspired Manet’s painting, in which the brutality of the event is shown 

specifically by the skewering of space which funnels the bayonets of the soldiers 

practically into Maximilian’s body.  The close range and the solid wall of soldiers firing 

on Maximilian visually convey the idea of injustice.  In fact, Manet deliberately invokes 

Francisco Goya’s 3
rd

 of May, another painting based on real life events, in which faceless 

soldiers fire on unarmed civilians (figure 2.21).   

The text, which reads, “One shoots the rebellious….one rewards the accusers” 

makes a correlation between the unjust killing of Maximilian and, in the illustrator’s 

eyes, the equally unjust honoring of Alfred Dreyfus.  Perhaps here the illustrator alludes 

to the corruption of the government who honors Dreyfus as being similar to that which 

kills another unnecessarily.  

In most of these devices (the pun, the masterpiece, the fable and even the chamber 

pot), there is an invocation of shared cultural literacy; the artists played with images and 

texts that were widely known in nineteenth century France, and which formed part of a 

collective body of knowledge.  When artists appropriated these items for their own work, 

they counted on the viewer recognizing the original source material, and on the attendant 

ideological associations these materials carried.   

 

SUBJECTS: MATTER AND MEANING 

I identify ten key recurring topics within the Dreyfus Affair. These are: 

grotesques, processions, truth in a well, the army, light as truth, corruption, Marianne, 

intellectuals, Zola, and Dreyfus (in particular, on Devil’s Island).  These are broad 
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categories and necessarily so; both groups created imagery connected to these ideas, 

though not in equal measure or similar views. For instance, the grotesque was a strictly 

anti-Dreyfusard subject, while Truth in a well was connected to the Dreyfusards but 

occasionally appropriated by the anti-Dreyfusards for satiric purposes.   

In this exploration, one or two representative images are chosen for each category 

(being careful to choose one from both the Dreyfusard and anti-Dreyfusard point of view, 

excepting the grotesque category which only requires one example). The images are 

identified and described in a formal analysis, before moving into a closer look at the 

underlying ideas and how they are expressed visually.  Because many of the images deal 

with more than one idea, I have chosen to address multiple subjects within certain 

sections as it seems appropriate.  Through this discussion I hope to convey an idea of 

what were the true issues of the Affair, as well as the stakes for which everyone was 

playing.   

 

DREYFUS 

Alfred Dreyfus, the figure at the center of the entire Affair, was represented less 

often than might be expected from an event that carried his name.  Though the 

Dreyfusards used Dreyfus’ likeness, it was the anti-Dreyfusards who most frequently 

depicted him.  In their skillful hands he became a self-satisfied man growing fat and rich 

on Devil’s Island (figure 2.22); a lanky and weak man with a drooping, phallic nose 

(figure 2.23); and a serpent (figure 2.24).  Most often, caricature and exaggeration were 

used to add further insult to already demeaning subjects and compositions.   
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When Dreyfusards depicted Dreyfus, it was always in a realistic manner, 

sometimes to the point of idealization.  He could be the heroic martyr; the figure of honor 

and integrity; or the pitiable man suffering mental and physical anguish (figure 2.25).  If 

anti-Dreyfusard depictions were often meant to elicit a chuckle, those of the Dreyfusards 

evoked sympathy and respect.   

Within the popular press, such as Le Petit Journal or Le Rire, treatment of 

Dreyfus varied widely.  As expected from a humorous magazine, Le Rire focuses on 

caricature in its depiction of Dreyfus, but Le Petit Journal, a news journal, favors a 

realistic approach.  The intent of the illustrated supplements are uncertain, however, with 

Dreyfus represented faithfully but within ambiguous circumstances.  The image of 

Dreyfus on Devil’s Island (27 September, 1896) for instance, shows Dreyfus seated on a 

chair, legs spread and elbows on knees, head in hands in the classic pose for melancholy 

and ennui (figure 2.26).  Dreyfus’ slumped pose, which can be compared to that of 

Melancolia I by Albrecht Dürer (figure 2.27), contrasts with that of the soldier behind 

Dreyfus, who stands comfortably, shoulders back, uniform crisp; he wears his hat to 

shade him from the sun, while Dreyfus’ hat is on the ground before him, exposing his 

pale skin and receding hairline (far more than it actually was).   

Dreyfus had every reason to be melancholy, yet there is something about the 

image that prevents the viewer’s complete sympathy from forming. Perhaps it is the 

guard’s level gaze, not sympathetic but observant; perhaps it is the fact that rather than 

looking sad, sick or pitiful, he looks bored, as if the book he’d been reading doesn’t 

interest him.  From a perspective over a century later, it is easy to feel compassion for 

him, regardless of how the image is depicted.  But thinking of a contemporary viewer, 
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one who probably still believed in Dreyfus’ guilt, what would have been the response?  

The year was 1896 and Dreyfus knew nothing of the activity going on behind the scenes 

in Paris as his brother and wife tried to find supporters, few enough in 1896, when the 

original events of the Dreyfus Affair had largely been forgotten and the spectacular 

evolution of it was yet to come.   

Two examples highlight the difference in representation between the Dreyfusards 

and anti-Dreyfusards.  The first is the Dreyfusard postcard by Edouard Couturier, no. 9 in 

his series Histoire d’un crime, made circa 1899-1900 (figure 2.28). This shows Dreyfus 

at his degradation, but unlike the Le Petit Journal cover, which dwells on Dreyfus’ 

shame, Couturier’s image emphasizes Dreyfus’ protestations of innocence.  The postcard 

can be divided into two halves, the left bearing an image of Dreyfus, flanked by three 

French officers, the right dedicated to text.  These words are not, as might be suspected, a 

description of the degradation, but an affirmation of Dreyfus’ honor and integrity through 

the words he spoke at the degradation: “Vive la France!  Je suis innocent!”   

Dreyfus had repeated these words as he was paraded around the courtyard, the 

crowd jeering and yelling anti-Semitic abuse and taunts.  Couturier shows an active and 

engaged Dreyfus who attempts to persuade the crowd through his words and his 

gesture.
58

  He raises his right arm, looking to the unseen crowd to the left, his head held 

high.  He contrasts strikingly with the three Army officers who march in step, eyes 

forward and faces all equally expressionless and practically identical.  The officers 

appear almost as automatons, indistinguishable from each other and without minds of 
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 Journals of the time described the degradation in detail, paying attention to Dreyfus’ expression 

and words.  They mention his attempts to speak to the crowd, but in largely disparaging terms, noting the 

coldness and hauteur with which he spoke, and seeing in his words and actions a miserable coward, not a 

brave soldier.   
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their own.  Perhaps Couturier intends for these men to represent the conformity and 

inflexibility of the Army; perhaps it is a statement about the blind adherence to order 

despite all evidence to the contrary.  Based on Couturier’s passionate stance as a 

Dreyfusard, and from the ad lib sketches he made on postcards sent from Rennes before 

and during the trial, such as figure 2.29 which shows the lifeless figures of General 

Mercier and General Gonse, both of these ideas seem plausible.  

In contrast to the army officers, who seem bulky and whose clothes flow and melt 

around them, Dreyfus’ clothes fit well, their clean lines enhancing his fit physique.  

Dreyfus is shown as a man to admire, proclaiming his innocence despite deeply 

humiliating circumstances and in the face of an angry crowd.  The Army guards an 

innocent man and refuses to hear the truth, but Dreyfus won’t give up; his endurance and 

steadfastness surely resonated with Dreyfusards.  

In contrast, one of the most hateful images of Dreyfus has to be Victor 

Lenepveu’s Musée des Horreurs poster No. 35, Amnestie populaire! (figure 2.30).  In it, a 

grossly caricatured Dreyfus hangs from a post, tongue out, eyes bulging, marked with a 

placard reading “Traitre.”  Behind him, a bright yellow sun rises, the dawn of 1900.  

Unlike No. 6, Le Traitre, which has a realistic portrait of Dreyfus atop the body of a 

serpent and projects a certain degree of calculated coldness, No. 35 feels emotionally 

intense and hate-filled.  The title is a reference to the amnesty President Emile Loubet 

gave Dreyfus in the wake of the guilty verdict at the Rennes trial.  Lenepveu makes 

explicit what popular amnesty would look like: Dreyfus’ death.
59

 In using the rising sun 
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 At the official ceremony for the interment of Zola’s ashes at the Pantheon, on June 4 1908, there 

was an attempt on Alfred Dreyfus’ life by a journalist named Louis Gregori.  In his trial, Gregori even 

mentioned his action as an homage to Edouard Drumont and “a revision of the revision.” Jean-Louis 
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Lenepveu specifically references the idea of a bright new day for France, one which will 

shine forth once Dreyfus is dead.  Not quite an outright exhortation to commit murder, 

the image certainly suggests France would be better off with the people’s version of 

amnesty.
60

    

There is thus a great visual divide that mirrors the ideological divide between the 

two groups.  On the one side, Dreyfus is a French hero, suffering unjustly because of his 

race; on the other, Dreyfus is a traitor, whose Jewish blood betrayed France.  The 

common element is Dreyfus’ Jewishness.   

Judaism in France, and particularly in Paris, was long established.  Jews had been 

citizens of France since the Revolution.
61

 When the Dreyfus Affair began, over a century 

had passed and generations of Jews considered France their homeland.  These Jews 

largely followed a policy of assimilation.
62

  If anything, many Jews tried to downplay the 

role their faith might play in their life, recognizing that it could be viewed with suspicion 

by the non-Jews around them.  These assimilated Jews spoke French, not Yiddish, 

dressed in the same way as every other Frenchman, and entered into many of the same 

                                                                                                                                                 
Bredin, The Affair: The Case of Alfred Dreyfus (New York: George Braziller, 1986), 487.  It came to 

nothing but proved that anti-Semitic sentiment and outrage over the Dreyfus Affair had not been forgotten.   

60
 Lenepveu was not alone in his thirst for Jewish blood.  The subscription lists run by La Libre 

Parole, La Patrie and L’Intransigeant were filled with additional comments by the people donating money.  

Every list contains people who laud Drumont and who self-identify as anti-Semite, while several others 

blame Jews for their misfortunes.  Some simply wrote “A bas les juifs,” but many were quite specific, such 

as “Mme. A. B., dent pour dent”, who gave 2 francs, or “Le juif est voleur ou traitre, souvent les deux” who 

gave 40 francs (Both from La Libre Parole, June 9 1899).  These lists provided a place for people to let 

their opinion be known, a point made abundantly clear by one subscriber of 5 francs, who said, “Une 

femme d’officier qui n’a pas d’autre moyen de protester” (The wife of an officer who has no other means to 

protest) La Libre Parole, “Septième Liste”, June 17 1899.   

61
 Jews became full citizens in 1791. Bredin, 24. 

62
 Michael Marrus, Les Juifs de France a l’époque de l’Affaire Dreyfus (Paris: Calmann-Lévy, 

1972), 144.  
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professions.  They were largely middle-class and interested in a peaceful and productive 

French life.
63

   

The idea of a Jewish Syndicate, such as that promoted by the anti-Semitic press, 

was far from the truth.
64

  According to this view, Jews controlled the majority of business 

and politics within France, albeit behind the scenes and, according to the anti-Semitic 

press, Jews were also responsible for the lack of jobs for Frenchman, for inflated prices, 

for the rise of immigration and the unequal distribution of wealth.
65

  The members of the 

Jewish community grew rich off the sweat of the true Frenchman, even as they reduced 

the Frenchman to poverty and despair.  The rhetoric found in Drumont’s paper, La Libre 

Parole, provides an excellent example of this kind of thinking:  

Pendant que de pauvres diables, bien excusables après tout, tendaient la 

main pour recevoir le salaire de leurs futures ovations à Panama 1
er

, le vrai people 

de Paris, le peuple indépendant et fier qui a gardé le sentiment de la probité et de 

l’honneur, accourait en foule dans nos bureaux pour nous apporter l’obole qui 

permettra de rappeler la flétrissure indélébile infligée a celui que les cosmopolites 

osèrent imposer comme chef a la France.
66

 

 

 While it was true that there were, indeed, several wealthy Jewish families in 

France, in particular the Rothschilds, these were the exceptions, not the norm.   
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 Bredin, 24.  
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 It is unclear whether anti-Semites truly believed in this (aside from a few conspiracy-theorists, 

of course), or whether it was a convenient theory that could be used to fan the flames of popular distrust of 

the Jew.   
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 “Ignoble and nefarious in every aspect, the Jew was the explanation of all the ills plaguing 

France and the French.” Bredin, 30.   

66
 While the poor devils, who can  be forgiven after all, hold out their hand to receive the wages of 

their future ovations to Panama 1
er

, the true people of Paris, the people independent and proud, who keep 

the sentiment of probity and honor, crowd our office to bring us their contribution which will allow 

recalling the branding inflicted on the one whom the cosmopolitans dared to impose as head of France.  

“ Notre Souscription .” La Libre Parole, June 9 1899.  
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Racism towards Jews was not unheard of in France, but for the most part it was 

covert, not overt.  Racial stereotypes could be found in the popular press, and there were 

anti-Semites like Drumont, fanning the flames of distrust, but most French seemed to 

follow a policy of outward tolerance and a “live and let live” approach.  However, as the 

century came to a close and with immigration on the rise, a fear and distrust of Jews 

(along with other foreigners) became more noticeable.
67

  The idea of Jews, decadence, 

greed and lust were joined together in a stained glass window made by Adolphe Willette 

in 1885 for the popular Montmartre nightclub, Le Chat Noir (figure 2.31).  Le Veau d’Or 

shows a chaotic series of events/vignettes splashed across six brightly colored panels.  In 

it, a ballerina holds a plate with a man’s head upon it (referencing Salome and John the 

Baptist); a mother strangles her newborn child before the Golden Calf; a black cat leaps 

upon a naked woman identified as Virginitas while workers attack the power at the 

center, the Golden Calf who sits on a metal chest with the Bourse behind his head. Above 

him, the title Spés Nostra (Latin for “our hope”), adds an additional layer of irony, while 

at the base of the window, crossing over every panel, the traces of an orchestra pit, a 

conductor and spotlights can be seen. In case anyone might mistake the reference to 

Judaism embodied by the Golden Calf, Willette has made his meaning explicit, labeling 

the figure “Israel.”   

The panel is on display at the Carnavalet Museum in Paris, placed in a darkened 

and shallow nook.  At first the viewer is drawn in by the beautiful glass, lit from behind 

to showcase its rich color.  Only upon standing in front of the glass panels does one see 

the full subject, and the effect is startling and downright disturbing.   
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The didactic panel accompanying the window says, “Willette y exerça sa verve en 

ironisant sur les dérives de l’établissement qui, face à son succès grandissant, perdait son 

âme: la Poésie et l’Innocence y sont sacrificiees au pouvoir de l’argent; le Pouvoir-Roi de 

trèfle -sous les traits de Salis- vient payer son tribut au Veau d’or et conduit par la main 

une danseuse-Salomé portant sur son plateau la tête de Willette lui-même.”
68

   

The didactic panel, perhaps for obvious reasons, neglects to mention the reference 

to Israel or the appearance of the Golden Calf.  For one thing, this calf is hardly such; it is 

a full grown cow with short stubby horns and an enormous, powerfully fleshy body.  For 

another, while Willette’s irony toward Le Chat Noir’s success might indeed be accurate, 

there is also a distinctly societal message within this window: Jews hold the purse strings 

and chaos is the result.   

The bull sits imperious and malignant in the center of the composition wearing a 

purple robe and a crown of laurel leaves, both emblems of the ancient emperors of Rome, 

while around him mayhem swirls (figure 2.32) The Bull, a reference to the idolatrous 

pagan worship of the Golden Calf from the Bible, occupies the most prominent place in 

the composition, framed by all those around him, facing the viewer head on, challenging 

them.  The drama of the child (Innocence) sacrificed before him echoes the Biblical 

stories of Isaac and Abraham, as well as the Slaughter of the Innocents.  Here, however, it 

is the mother who kills her son, the exact opposite of the nurturing figures women were 

supposed to be, an inversion (and perversion) of the natural ways of the world.    
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 Translation: Willette gives his wit free rein, ironicizing how the establishment was, faced with 

its growing success, losing its soul: Poetry and Innocence are sacrificed to the power of money, the King of 

Clubs , under the guise of Salis, pays his tribute to the Golden Calf and takes by the hand a dancer, Salome 

carrying the head of Willette himself on her plate.   
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The rich king, fat and self-satisfied, holding an immeuble in one meaty hand, 

grabs the wrist of the ballet dancer with the other, a clear allusion to the practice of well-

to-do bourgeois men who lingered backstage after performances to make trysts with the 

dancers, who may have had little choice but to comply.  This imbalance of power is 

addressed indirectly in Willette’s panel: While the king grabs the ballerina’s wrist, 

unbeknownst to him, his choice could lead him to danger, as the head on the platter 

suggests.  After all, Salome enticed John the Baptist, using her body and her brains to 

seduce him into complacency in order to behead him.  In the window, danger comes from 

the Jew, the women and the bourgeois man; all are seductive or sinister in one way or 

another, all representing societal “ills.” 

 The black cat, hissing and biting into the naked woman, alludes to seduction.
69

  

Exposure to Le Chat Noir (the cabaret) will claim the innocence and purity of the woman.  

She acts terrified but as the window suggests, her resistance will be futile.  What is good 

and true in the world gets trampled on and sullied by the influence of the Golden “Calf” 

controlling the purse strings of France (via la Bourse) and whose own corruption 

emanates outward to infect others.   

The point is that the window echoes the Shakespearian saying, “All the world’s a 

stage.” In the window, Willette puts the world of Paris before the footlights in all its 

sordid and seamy glory. 

Willette’s window, produced in 1885, a decade before the Dreyfus Affair, testifies 

to the anti-Semitic sentiment that was on the rise and visually present, as well as to the 

belief in a Jewish syndicate controlling France’s economy.  The fact that this window 
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was on display in a popular nightclub suggests not only an acceptance of these ideas by 

the owner, but perhaps also a desire to provoke controversy.   

As the Dreyfus Affair progressed and latent anti-Semitism became overt and 

pronounced, French Jews found themselves in a difficult position.  Though Drumont, 

Forain and their ilk accused them of Syndication and of making every effort to obtain 

Alfred Dreyfus’ pardon, in fact most French Jews tried to ignore the Affair.
70

  Like most 

of France, French Jews also thought Dreyfus was guilty originally, and far from wanting 

to help him, they were ashamed of him, feeling that they were tarred with the same brush 

by dint of their shared Jewish heritage.  As a community, they distanced themselves from 

his shame early on, not even entering into the quest for revision until quite late.
71

 

Because Jews had been the outcasts of Europe for centuries, when they received 

French citizenship, they were proud and fiercely patriotic.
72

  France had given them 

citizenship, and to her they gave allegiance.  When Alsace was annexed by the Prussians 

in 1870, many families moved to Paris in order to retain their French citizenship; they 

had no desire to become Prussian.
73

  Dreyfus’ family was part of this group who moved 

away, though they maintained family ties in Alsace.
74
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their faith in the Republic that had offered them shelter originally.  Bredin, 297. 
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 For instance, in 1519, Albrecht Altdorfer made prints of a synagogue in the wake of the eviction 

of Jews from Regensburg, Germany. 
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 Many families moved away from Alsace to remain French.  Martin P. Johnson.  The Dreyfus 

Affair: Honour and Politics in the Belle Époque  (New York: St. Martin’s Press, 1999), 20. 
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ARMY 

Imagery concerning the army was a vital part of the visual culture of the Affair.  

Essentially, the army was viewed either positively (by the anti-Dreyfusards), or 

negatively (by the Dreyfusards).  Praise for the army centered upon military honor, 

courage and selflessness.  In contrast, critics viewed the army as corrupt, willing to 

sacrifice the wrong person rather than admit an error (and therefore morally weak), and 

more concerned with their image than actuality.   

For years the army had enjoyed a central place in French society.  They were seen 

as upholders of French honor, defenders of the patrie and protectors of the people, men 

of action and strong moral character.  Before 1870, the French military had boasted of 

their prowess, on little grounds as their rapid defeat at the hands of the Prussians had 

decisively shown.  After 1871, there was an economic and social investment in the 

military fueled by anger and shame at the past, and for some, dreams of revenge 

(revanche) for the loss of Alsace-Lorraine.
75

  It is thus no surprise that militaristic fervor 

and a strongly conservative and nationalistic bent were on the rise in the decade before 

the Dreyfus Affair, demonstrated most notably by the Boulanger Affair.
76

  While this 

event turned out to be fairly harmless in the short term, lingering concerns about 
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 Thomson, Troubled Republic, 169.  
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 Briefly, the Boulanger Affair concerns the dramatic rise in popularity of General Boulanger, 

who, along with his conservative followers, contemplated riding this popularity into political power at the 

highest level in a government takeover.  The Republican government was very much aware of the threat, 

which as it turned out came to nothing because General Boulanger appears to have been one whose “bark 

was worse than his bite.”  In other words, when it came down to brass tacks, he was more interested in his 

love life than in political life.  
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governmental instability rippled outwards, as did the memory of what almost was (and 

what could be again, given the right circumstances).
77

   

All this to say that when the Dreyfus Affair hit the newsstands in November 1894, 

there was a general outrage against the perpetrator (even before any name was known) 

that was perfectly in keeping with the strong militaristic sentiment of the public and had 

virtually nothing to do with religion or ethnicity.  This initial outrage was all-

encompassing and cannot be called anti-Dreyfusism because it had nothing to do with 

Dreyfus and everything to do with conceptions of the honor and integrity of the French 

military (and by extension, the French nation).  Further, the act of treason was viewed not 

just as a political act, but as a personal one, an assault against France and therefore 

abhorrent to the honor and decency of every Frenchman.     

It is this spirit of pride for the military and contempt for Dreyfus that are shown in 

the famous image of the Dreyfus degradation, the January 13, 1895 cover for Le Petit 

Journal by Henri Meyer (figure 2.33). The cover shows the moment when Sergeant-

Major Bouxin breaks Dreyfus’ sword over his knee.  Dreyfus, off to the left, is 

surrounded on three sides by the military, while we, the viewer, take the last position, 

hemming him within the visual space.  While Dreyfus is shown with a straight back and a 

factual rendering of his form and features, he is also pushed out of the center of our 

attention, which is almost entirely focused on the man breaking the sword with such 

decisive action.  This composition highlights the key idea of the image, which is that the 

strength and honor of the French military is greater than any act of treason.  The sword 

breaking underscores this point; the saber was considered a gentleman’s weapon.  In the 
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degradation ceremony, the breaking of the saber is a visual metaphor for Dreyfus’ lack of 

honor through his actions as a traitor.  The man who breaks the saber so neatly thus 

reaffirms the honor of the French military through his action.  The artist could have 

shown any moment within the degradation ceremony but focuses on this one, which, 

along with the ripping off of Dreyfus’ insignia was surely the most visually impressive, 

and uses this moment as the vehicle to convey a message about military strength and 

integrity.   

If this was the public view of the military at the start of the Dreyfus Affair (and 

one, it must be said, held by the majority of people, whatever their political viewpoint), 

by the height of the Affair opinions had shifted, largely dependent on whether one was 

for or against revision.
78

  At this point, the anti-Dreyfusards maintained their positive 

view of the military, while many Dreyfusards viewed the upper echelons of the military 

as corrupt and obstructive, blocking the path of truth in their own self-interest.
79

  A 

postcard from 1898-1899 by Enzo displays this idea clearly (figure 2.34).  In the 

postcard, a woman in a flowing white dress and long disheveled hair sits bound and 

gagged on a stool while five military men gather around, interrogating her.  One stands 

behind her; four others appear to be sitting behind a table.  All five of the men sport 

mustaches of varying sizes; three of the men are rather corpulent while the other two are 

somewhat scrawny.  Not one of the five could be called classically handsome, and the 

illustrator has made certain to exaggerate the features of each in some way, from enlarged 
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noses to bulging eyes.  In contrast, the woman, identified as Vérité (Truth), has been 

shown without a trace of caricature, with delicate features and a womanly figure.  Words 

hover above the military men seated at the table: Et maintenant, madame, parlez…
80

   

The men all look at Vérité, some troubled, some angrily or haughtily, while Vérité 

glares back.  Her gaze is defiant; if she weren’t gagged, she would give them an ear-full.  

Her gagging is the entire point of the image: the men tell her to speak, but deny her the 

means.  For good measure, they bind her hands too, doubly blocking any attempt at 

communication.  The fact that she is not blindfolded tells us that she knows the culprits; 

she, like the viewer, can see them clearly before her.  Enzo suggests there is no secret 

about the Truth of the Dreyfus Affair; the only impediment is the military, obstructing the 

truth even as they pay lip service to the desire for it.   

The entire image is a visual representation of the farcical nature of the Affair.  

Enzo shows, through his differing representation of the figures, his opinion of the 

military as well as the difficulties facing truth.  The military are lampooned; far from 

being heroic figures with muscular bodies, they are sedentary, corpulent or weak, their 

physical representation a stand-in for their character.  Enzo plays a tricky game here, 

because at least one of the figures, the man seated on the far left, has a large hooked nose 

similar to that used to portray Jews.  Could Enzo be making some kind of a statement 

about the military becoming that which they scorn? If so, and it seems entirely possible, 

the hooked nose in this case represents not just the idea of Jewishness, but also the idea of 

dissimilitude, corruption and slyness that the Jews and their “syndicate” were accused of.  
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Enzo could thus be making an ironic and sophisticated statement alluding to the ideas 

behind the anti-Semitic representation of Jews, but applying it to the military instead.   

The military wasn’t the only ones accused by the Dreyfusards of covering up the 

truth.  In an 1899 postcard, at the height of the Rennes trial, an unnamed illustrator 

showed the idea that the Church and the military were in cahoots (figure 2.35).  In the 

image, they lead a blindfolded Marianne dressed in white classical garb and the red 

Phrygian cap, away from the rising sun of revision and the silhouetted form of Dreyfus.  

Her dress comes close to slipping off her shoulders and sports an ‘R’ over her right breast 

and she carries the scales of justice and the flaming mirror of truth in either hand.  The 

three figures pass in front of an enormous darkened moon identified as ‘Affaire Dreyfus’ 

as they hurry across a barren landscape littered with papers, including the Petit Bleu 

(obvious because of its color); bats flutter behind them.   

A common visual metaphor for the future is the breaking dawn, just as twilight is 

a metaphor for the ending of something.  Because the illustrator identifies the figure as 

Marianne via the Phrygian cap, and equates her with Justice and Truth, the implication is 

that the stakes in the Dreyfus Affair concern France itself, and not just Alfred Dreyfus: 

the trajectory France takes in the future will depend on the outcome of Revision.  Since 

Revision is indicated by a rising sun and the silhouette of Dreyfus on Devil’s Island, the 

illustrator alludes to the bright future of France and the hope of a new dawn once the 

darkness and deceit of the Dreyfus Affair have been brought to light.
81

  Further, that 
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darkness is inextricably tied to both the military and the Church, making clear that the 

direction they want to take France in (in fact the direction in which they currently were 

taking France when the illustration was made), is a bad one.  France, blindfolded and 

unable to see clearly, lets the military lead, while the Church pushes her along.  She 

doesn’t consent, she is not an active participant, but neither does she resist.  

In the postcard, the artist uses realism for all the figures.  The image is not a 

comic one, as in the Enzo postcard, and satire is not the illustrator’s purpose.  Instead, the 

use of realism helps reinforce the somber mood of the image.  The illustrator doesn’t 

imply that a positive verdict in the Rennes trial is a foregone conclusion, despite the use 

of the symbol of the dawn.  The dawn gives hope, but the moon is so large, the night so 

vast, it seems uncertain whether the dawn can truly banish the dark.  It is the tenuousness 

of this hope that creates the somber mood, as well as the passive figure of Marianne, 

pulled along by conspirators who champion a socially and politically conservative, even 

racist, ideology and wish to implicate France in their schemes. 

In this image, the illustrator recognizes the alliance between the Catholic Church 

and the military, both socially conservative bodies opposed to Third Republic policies.  

This underscores the idea that the Dreyfus Affair was not simply a matter of one man’s 

innocence or guilt, but really a question of the future direction of France.  With the old 

century waning and the Third Republic experiencing some instability, there were 

opposing forces seeking to influence the political leadership of France for the new 

century.  This included Royalists like Henri Rochefort, would-be Boulanger’s like 

Déroulède, and staunch Republicans like Georges Clemenceau.   
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France was by no means stable politically, either under the Third Republican 

government or under any individual president.  This meant that there was frequent flux 

politically, with uncertainty about who would be in power and how long they might 

retain it.  This dynamic of instability made ripe grounds for alternative visions of 

leadership.  Monarchists and Royalists still dreamed of power.
82

  Further, the Third 

Republic was not universally liked: despite interest in education reform and its promotion 

of gendered family roles, its stance on the need to separate Church and state was 

unpopular.   

The Dreyfus Affair became a catalyst for both sides, a way to accuse the other of 

wrong-doing and claim that they were the ones who had the best interests of France at 

heart.  Politically the Dreyfusards were primarily Republican or Socialist, while the anti-

Dreyfusards could be Royalists, Monarchists or Nationalists.
83

  Their thoughts on the 

Dreyfus Affair were informed by their political and social views, making the Affair 

emblematic of a much larger issue than one man’s fate.  Was France to become a secular 

state, as the Republicans desired, or one with close ties to the Church?    

 

MARIANNE 

Marianne, a figure symbolically linked to both the French nation and the people 

of France (and by people, I mean she generally represents the common person, the 

populace), could be construed differently depending on the viewpoint.  Perhaps the most 
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famous image of her is Delacroix’s Liberty Leading the People (1830) (figure 2.36), in 

which the figure of Marianne is linked to an allegorical representation of Liberty, 

encouraging the people to fight against tyranny for a new France.   

Because Marianne was so often linked visually to the people, she became a 

multivalent symbol.  For the left, she represented the republican goals of Liberty, 

Equality and Fraternity and the heritage of the Revolution.  For the right, she was both a 

representation of France to be admired, as well as a dangerous figure tied to popular 

uprisings and the destruction of social order.
84

  Thus, during the Dreyfus Affair, her 

representation varied widely, perhaps best exemplified by two images, an anti-Dreyfusard 

postcard and an image by H.G. Ibels from Le Sifflet (figures 2.37 and 2.38). 

The postcard shows Alfred Dreyfus and Marianne at a table together, Dreyfus 

leaning in closely. Both figures have exaggerated proportions. Dreyfus has an elongated 

nose, drooping features and limp musculature; Marianne, in contrast, is obese, jowly, 

dressed in red and chuckling.  She says to Dreyfus, “Non, je ne te crois plus…tu me 

tromperas encore une fois.”
85

  The meaning is obvious: Though Dreyfus tries to convince 

her of his innocence, she rejects him, saying he’ll cheat on her again, as if he’s already 

taken advantage of her.  Marianne is depicted as bold, gluttonous and coarse, distinctly of 

the people she represents.  The illustrator implies that the people won’t be taken in again, 

but the depiction of Marianne is curious.  She is not idealized or pleasant, suggesting that 
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the illustrator might have anti-Republican sympathies: the illustrator communicates his 

distaste for the Republic even as he also shows that France won’t be duped again.   

In contrast, Ibels’ Marianne is slender, with classical features, draped in a long 

white dress and with a sense of humor.  She stands opposite an elderly and rotund army 

officer, both looking at an enormous bomb with an unlit fuse, emblazoned with the words 

“Affaire Dreyfus.”  The title of the image, seen above, is “Gare la bombe!” while below, 

Marianne says: “Elle éclatera - malgré ton vieux flair d’artilleur, tu l’as trop charge de 

sulfate de faux!”
86

  They appear to be in a laboratory, and though Marianne does back 

against the counter, she does not seem anywhere near as nervous as the army officer.  

This man seems extremely taken aback, surprised by the bomb, though he had a hand 

making it, judging from Marianne’s words.  Ibels has depicted the officer a little in the 

guise of a country bumpkin, his clothes ill fitting, his body thick and stout, with meaty, 

sausage-like fingers.    

The man’s obvious dismay and apparent ineptitude contrast forcibly with the 

composed figure of Marianne.  Taller than the officer, she stands long and graceful, and 

while she shares the space with the officer, she is not cowering.  In fact, she seems to be 

berating him a little, chiding him like a child but not overly concerned for herself.  This 

Marianne is confident, assured, respectable and attractive; the ideal woman of the Third 

Republic. 

In this image, Ibels not only references the duplicity of Henry through the idea of 

“false” sulfade (i.e. the false documents that Henry produced which had blown up in his, 
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and by extension, the army’s face), but Ibels also invokes ideas of the hidebound past and 

the modern present through his depiction of the figures.  Ibels has made the officer sturdy 

with ill-fitting clothes, again perhaps a reference to Henry who came from peasant stock, 

a visual indicator of France’s agrarian past.
87

  Marianne, on the other hand, wears a 

modern white gown with fashionable sleeves, visually suggesting the modernity of 

France under the Republic.  The fact that one is old and the other young further 

underscores this idea of an embodied past and the future.  Indeed, the juxtaposition 

visually reiterates the stakes: the very future of France. 

 

CORRUPTION 

Corruption was a central theme of the Dreyfus Affair, whether it was moral, 

political, social or physical.  For instance, Jews were thought of by anti-Dreyfusards as 

corrupt and untrustworthy, taking advantage of France’s bounty and giving nothing in 

return; Jews further were accused of pouring money into the Affair in an effort to “buy” 

truth.  Dreyfusards viewed the military as corrupt and self-interested, as well as some 

members of the Clergy who were willing to side with the military to champion social 

goals rather than the truth.  Intellectuals were considered physically weak, the natural 

vigor of their bodies corrupted by too much intellectual activity.
88

  Republicans and 

conservatives often viewed each other as corrupt (and the Panama scandal did nothing to 

help this view of Republicans), using political power for personal gain.  Jews and 
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immigrants were thought to both dilute French racial purity as well as negatively impact 

France’s economy, taking jobs from the “true French,” thus corrupting France socially 

and economically as well as racially.  

All groups wanted to eliminate the corruption they viewed as at the root of the 

problem of France during the fin-de-siècle.  For anti-Dreyfusards, corruption took the 

form of decadence and capitalism, an industrial world financed by Jews and moving 

rapidly away from the traditional conservative values and social structure of the past.
89

  

For the Dreyfusards, this was the blind adherence to the army and the nationalistic and 

anti-Semitic fervor that threatened to reduce the Revolutionary tenet of the rights of 

individuals to a mockery.
90

 

 

TRUTH 

In 1896, Capitaine Picquart, as part of his new position as Chief of 

Counterintelligence, was given the scraps of a letter, on the same type of paper as the 

petit bleu, found in General Schwartzkoppen’s garbage, addressed to Esterhazy.  Picquart 

began to look into Esterhazy and eventually he became interested in the evidence used in 

the original conviction of Dreyfus.
91

  When Capitaine Picquart reported to his superiors 

that he believed Alfred Dreyfus was innocent, and even had evidence that suggested the 

guilty party was Esterhazy, his superior, General Gonse, told him to forget what he’d 

found.  This shocked Picquart, who was a man of strong moral principles.  As he told his 

                                                 
89

 Bredin, 347-348. 

90
 Bredin, 346-348.   

91
 David Levering Lewis, Prisoners of Honor: The Dreyfus Affair (New York: Henry Holt and 

Company, 1994), 137. 



62 
 

superior, “I will not take this secret to the grave with me.”
92

 Although originally firmly 

convinced of Dreyfus’ guilt, eventually he changed his opinion and became a staunch 

supporter of the quest for revision.  The key issues, for Picquart, were those of truth and 

justice.   

These principles were probably the most important for all the Dreyfusards, 

whether they believed in Dreyfus’ innocence from the start or only gradually came to 

accept it.  Many people became Dreyfusards out of a strong conviction in the illegality of 

his first trial and the desire to see justice done. For them, whether or not Dreyfus was 

innocent was initially beside the point; what mattered was his right to a fair trial. In other 

words, what motivated the initial quest for revision was not a belief in his innocence, but 

a fundamental belief in justice and the Republic.  While the Dreyfusards began as a small 

group, mainly augmented by word of mouth, after Emile Zola published “J’Accuse” their 

numbers grew steadily.  

One visual theme occurred more than any other amongst the Dreyfusards, that of 

Truth in a Well.  This subject was not new during the Dreyfus Affair, but came to be 

closely allied with the Dreyfusards.
93

  In fact, the image was used repeatedly by H.G. 

Ibels in Le Sifflet, and it forms the central image of Le Jeu de Vérité.  The visual image 

comes from the expression, “Truth lies at the bottom of a well,” a well-known proverb 

alluding to truth being difficult to discover.  The way in which Truth in a Well is used by 
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the Dreyfusards conveys two ideas at the same time: Truth is hidden and hard to uncover, 

and “Truth will out.”
94

  

In one image by Ibels, the 30 December 1898 cover for Le Sifflet titled  

“Impatience,” Truth is shown at the bottom of the well. She stands turned away from us, 

giving us a view of her naked body as she cries up to the top of the well, saying “He, la-

haut! Ca sera-t-il pour cette année?”  The viewer is behind her, seeing what she sees, and 

by implication, also at the bottom of the well.  Like her, we wonder, “Hey up there! What 

will it be for this year?” The space is dark and a bucket lies nearby as she waits for 

someone to pull her up.  The fact that artists showed her, as Ibels did repeatedly, 

underscores the idea of a verifiable truth (as opposed to speculation and hearsay), and a 

few images even make explicit reference to a cover up.     

Dreyfusards wanted the truth, but anti-Dreyfusards mocked them for it, 

suggesting to their followers and the broader public that the “truth” the Dreyfusards 

sought was funded by Jewish corruption.  In one example (figure 2.39), Forain uses the 

image of the Jew pouring money into a well with the caption, “for the Truth,” implying 

that Truth is not hard to discover at all and further, that there is no “Truth” to uncover, 

there is only Jewish money going to support the Dreyfusards.  Forain shows us the 

opposite of hush money: in his image, the money goes toward promoting a Dreyfusard 

(and Jewish) rendition of truth, one which, Forain implies, is a construct of Jewish 

imagination, wholly removed from any actual truth.  Note, too, that Truth is not shown, 

underscoring Forain’s point that she doesn’t exist, isn’t real and stems only from the 

money pouring into the well.   
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In fact, both sides poured money into the Dreyfus Affair, as shown by the 

subscription lists posted frequently in the papers, the donations and entry fees for the 

Grand Meetings hosted by both groups, and from the evidence of the police beat reports, 

which regularly discussed the funding of the Affair and rumors connected with it 

(primarily concerning the Dreyfusards).
95

   

Along with ‘Truth in a Well’ there was also a strong amount of rhetoric and 

imagery concerning the idea of Light.  In Zola’s letter to the president of the Republic, he 

closed it with the words, “let me be brought then before a criminal court and let the 

investigation be conducted in the light of day!”
96

  During the Dreyfus Affair, light 

became synonymous with the discovery of the truth, bringing what was secret and dark 

out into the light of day and the public gaze.  Many images used light symbolically, both 

to express Truth and to mock it.   

In a lithograph by Joachim Sunyer, a glowing white figure, graceful and feminine, 

hovers above a shouting, rioting crowd (figure 2.40).  The exact meaning is unclear but it 

is not too much of a stretch to suggest the figure is Truth.  She seems to move among and 

above the crowd, who largely seem unaware of her.  Down front, two men argue, and 

their anger with each other ripples out to the rest of the crowd; next to them, another man 

faces toward the viewer, hand raised energetically, clearly calling others to the fight.  The 

two men each seem to represent one side of the image, so that the fight between these 

men becomes the fight between the two factions in the crowd, an idea supported by the 

way in which the two sides point to and yell at each other.  At first glance, one might 
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think the right side were pointing at the glowing white figure, but a closer examination 

reveals that their attention is directed at the crowd, not at her.  Her placement on the left 

side of the image could be simply an artistic choice using the rule of thirds to maximize 

compositional interest; but it could perhaps also be a subtle indication of which side of 

the argument has Truth on it.  As further support for this idea, she is on the left side, 

which in politics usually corresponds to a more liberal and inclusive approach, in contrast 

to the more conservative policies of the political right.   

Regardless of whether this is meant to show two opposing factions or the 

mindless crowd, Sunyer’s image firmly casts Truth as a pure light that rises above the 

squalls and anger of the people.  Truth is, literally, above it all while still within their 

midst; yet no one notices.  Could Sunyer be commenting on the growing proof of 

Dreyfus’ innocence, yet the refusal of much of the public to see it, preferring to fight 

amongst themselves instead? 

In contrast to the varied interpretations of Sunyer’s print, Jean-Louis Forain’s 

January 7, 1899 cover for Psst…! leaves no room for doubt (figure 2.41).  Titled Au 

Syndicat (L’étude du dossier secret), the image shows a woman holding a lamp above her 

head calling to someone we can’t see.
97

  Before her stands a bearded man in a military 

style greatcoat, clearly just coming in the door, since he holds his hat in his hand.  The 

text below the woman reads, “Messieurs!…c’est l’expert de Berlin.”
98

  Deep shadow 
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surrounds the figures, who are both lit by the lamp.  The idea of light revealing the truth 

is used here to make an ironic comment on what the Truth actually is: German 

involvement in a cover-up.  Further, the dark hair of the woman and the hint of a 

bourgeois apartment (the glimpse of a frame on the wall for a painting, the lamp the 

woman holds, as well as her clothes) suggests that the visitor has arrived at a Jewish 

home, where a meeting is underway.  Presumably the meeting is the Syndicate (a favorite 

subject of Forain) and the German has arrived to discuss new ways to ruin and betray 

France.  Forain shows through his image that he (and by extension, other anti-

Dreyfusards) aren’t afraid of the light of Truth: it will show the collusion of Germans and 

Jews and the existence of a Jewish Syndicate.   

Psst… was started as an organ of opposition to revision, while Le Sifflet was 

created shortly thereafter to directly counteract Psst…
99

   Both journals were, in theory, 

about Dreyfus and revision, but in fact, Psst… was a platform for discrediting 

intellectuals, for attacking a Jewish Syndicate, and for promoting a strongly nationalistic 

and anti-Semitic view.  Psst…reminded readers who the power was behind the 

Dreyfusards (the Syndicate); the kind of men the Dreyfusards were (weak intellectuals); 

and the dangers inherent in the possibility of revision (a weak army, lack of strong men, 

the worker subjugated).  This image demonstrates, once again, that the Dreyfus Affair 

was not simply about Dreyfus’ innocence or guilt; it was about the future of France.   

Underlying the quest for truth and the mockery of it were the conflicting ideals of 

the two sides.  Republican France held at its core the ideals of Liberty, Equality and 

Fraternity.  But during the Dreyfus Affair, the true meaning and value of these was put 
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into question and as the Dreyfus Affair gained steam, society was clearly split on the 

ideas of fraternity and equality and who merited them.   

According to anti-Dreyfusards like Edouard Drumont, Jews could be neither 

equal to, nor patriotic “brothers” with, a “real” Frenchman because for them, being 

French was about race, blood and land, not law.
 100

  Though Jews had been made French 

citizens after the French Revolution (France was the first country in Europe to recognize 

them in this way), this didn’t count in the eyes of anti-Semites, who felt France could not 

be great again until she had cast out the Jewish contingent that was threatening France’s 

racial purity, through which it gained its virility and strength.
101

  Not all anti-Dreyfusards 

were so extremist in their views of Jews as to necessitate their removal from France; 

some just wanted them kept in their place, though they were vague about what that might 

be.
102

  Most anti-Dreyfusards agreed that Jews were not really French, and blamed them 

to one degree or another for the troubles France was experiencing, from few economic 

opportunities to crowded cities to declining birth rates and racial dilution.   

On the other hand, Dreyfusards believed that French greatness had nothing to do 

with the presence of Jews in France and everything to do with how she upheld her ideals 

and responded to threats, whether from within or without.  For them, to be French meant 

to be a person of honor and integrity, for whom justice was an ideological imperative.  
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They rejected the view that it was better to sacrifice one man for the peace of the nation 

than to create a national uproar.
103

   

Dreyfusards felt that the honor of France demanded a new trial for Dreyfus.  The 

first trial, so clearly biased and irregular, was viewed as a travesty of justice and a 

betrayal of the fundamental French ideals of Liberty, Equality, and Fraternity.  For anti-

Dreyfusards, the demand for a new trial was a direct insult to the army, an assertion that 

the acting officers had not acted honorably, and thus calling into question not only their 

honor but that of the larger military as well.  The trust the public put into the military as 

men of action, integrity and honor was challenged and many could not conceive of the 

collusion and corruption that would be implied if Dreyfus were, in fact, innocent.  For the 

public, it was a case of believing in the guilt of one man, or the guilt of an entire system.   

Because honor was closely tied to masculinity, duels were not unheard of during 

the Dreyfus Affair.  Christopher Forth has noted “no fewer than thirty-one serious duels 

pertaining to the Dreyfus Affair” between 1894 and 1906.
104

  Duels had been more life-

threatening in previous decades, but by the 1890s had become more formal, if not quite a 

formality.  In other words, duels took place, and could still be dangerous, but in general, 

duels had become a way for men to establish both their masculinity and their honor.
105

  

Injuries were rare, since both sides “proved” their point (their masculine bravery and their 

honor) in simply showing up for the duel appointment.
106

  The romantic drama of the 
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duel, however, had not faded and mention of duels showed up frequently in the French 

press.  Duels were popular subjects for illustrators, and several Dreyfus Affair duels 

received this honor, including figure 2.42, the duel between Colonel Henry and Capitaine 

Picquart.   

The existence of these images speaks to an interest in masculinity and display, 

since the duel was both a proof of masculinity and a ritualized performance of such.  

Imagery connected with duels promoted masculine values such as action, vigor and 

integrity and connected those values to the named duelists.  In addition, duel imagery 

contained a voyeuristic element: while most people were not present at duels, they could 

still feel a part of the excitement through an image meant to convey the “truth” of the 

moment.  The image transformed the private and masculine ritual into a public spectacle, 

albeit as an homage to honor.  

An amusing image by George Delaw in Le Rire parodies duels (figure 2.43).  The 

image shows two long-legged birds, possibly cranes, engaged in a duel, crossing their 

long beaks together as if they were sabers.  In the distance to the right, a group of four 

birds look on, all with short beaks, rounded bodies and hats; a few carry umbrellas.  

Though they might be meant to resemble puffins or owls, there is also the suggestion that 

these birds are Jews: their beaks curve as a hooked nose might, their bodies form a large 

rounded shape similar to the stereotypical depiction of large bourgeois Jews in great 

coats. There seems to be an implicit critique in the watching birds who don’t engage in 

the masculine practice of dueling themselves (an implication of cowardice) and have let 

their bodies become rounded and soft (and therefore unfit) from lack of exercise and 
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activity.
107

  The title Les Drames du Desert-Une affaire d’honneur, recognizes the 

principle motivation underlying duels, while the depiction emphasizes their 

ridiculousness, albeit with an underlying social critique.   

As duel imagery suggests, masculinity was a sensitive subject for the fin-de-siècle 

Frenchman.  With a declining birthrate and fears of national degeneracy on the rise, 

especially when coupled with news of the increasing birth rate of other European 

countries, including their arch rival, Germany, Frenchmen were anxious to prove their 

masculinity and refute all aspersions cast upon it.
108

  The Intellectual, who had already 

been a figure in France prior to the Dreyfus Affair, but who really came into their own 

through it, became a pivotal figure in the debate concerning masculinity, intelligence and 

action.
109

   

The figure of the Intellectual could be found on either side of the revisionist 

debate, but most seemed to be on the Dreyfusard side.  It might be easiest to think of the 

Intellectual, on either side of the spectrum, as one who was interested in championing an 

ideal, whatever that might be, and who was willing to put their formidable talents to 

work.
110
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The fin-de-siècle was a time of nervous energy and excitement, but also of 

anxiety, much of which was expressed through an obsession with gender and sexuality.  

Some of this anxiety was reflected in the art of the time, which focused on sexual 

subjects and themes to an unprecedented extent; and it is likely that a good part of the 

anxiety was fueled by the low birthrate and the societal changes industrialization had 

wrought.  In a society that saw the manual worker romantically lauded but not 

economically rewarded, as usual it was the upper classes who held the money and access 

to power. Yet these figures had soft hands, didn’t work (or if so, not manually), ate well 

and surrounded themselves with luxury.  Perhaps in response to the changing work 

world, perhaps in response to the cult of the military that developed, and no doubt 

spurred on by worry about France’s long-term survival, strength, physical prowess and 

activity became masculine virtues and societal preoccupations.
111

   

As the military would have it, only men of action (such as themselves) were 

masculine.  A real man used his hands, worked hard, had callouses, and engaged in 

physical activity either through occupation or inclination.  Someone who worked a desk 

job, who used their minds and not their hands, could not be considered truly masculine.
112

  

He was effeminate, with soft hands and a soft body.   

In contrast, intellectuals painted the man of action as boorish, without the brains 

to know when force was necessary and when it wasn’t.  Physical strength didn’t make 
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one a real man, they said, but the ability to use one’s mind, to exert oneself mentally and 

not just physically, did.  As Christopher Forth showed, a great deal of rhetoric about 

masculinity, strength and exertion was printed on each side of the Dreyfus Affair.
113

  

Intellectuals earned the ire of Caran d’Ache, who created a scathing illustration 

about them, Salons Intellectuels (figure 2.44). In the image, a young and attractive 

woman sits alone in the foreground, clearly annoyed.  Behind her to the left, a large 

group of men stand talking; over her shoulder on the right side we see other women, 

equally alone.  The woman in front stares at us, while the text below the image reads, 

“Choeur des dames: Un royaume pour un lieutenant de dragons!”
114

  The women’s 

frustration goes unnoticed by the intellectuals who, for all their vaunted brain power, fail 

to see either the women’s sexual attractiveness or their irritation.  The implication is that 

men’s natural instincts (such as courtship and mating, part and parcel of the process of 

natural selection) are underdeveloped in direct and inverse proportion to their cranium 

size; Caran d’Ache further suggests that the size of their head bears no relationship to 

their true intelligence, which appears to spring from their own opinion of themselves and 

not from any real understanding of the world surrounding them.  Indeed, the idea of 

natural selection is interesting to consider, because in this image there would be no 

“survival of the fittest”; every man speaks with another, leaving no possibility for 

potential procreation.
115
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Instead, through the women’s words, Caran d’Ache explicitly connects 

masculinity and sexual capacity with the army, insinuating that they would surely not 

ignore the woman before us (or the others in the room) in favor of conversation amongst 

themselves.  The men who speak together have limp and drooping bodies, egg-like heads 

and scrunched up faces; they wear ill-fitting clothes and their lack of desirability is 

underscored by the disgusted looks on the faces of the women.  The viewer senses the 

women are revolted by the men physically and irritated by their behavior socially: the 

intellectual is skewered as weak, effeminate, asexual and idiotic.  We can extrapolate, as 

Caran d’Ache probably intended, that if France had to rely on intellectuals to increase the 

birth rate, France would be long time waiting. Thank God for the military!   

When Caran d’Ache puts the figure of the intellectual in a military uniform 

(figure 2.45), he is making a statement about masculinity, but also about the future of 

France, as the title, L’Armée de L’avenir: le clarion intellectual, suggests.
116

  How can 

France hope to remain strong with the Intellectual in charge?  The picture has added bite 

because of the tremendous difference between the figure of the Intellectual as Caran 

d’Ache drew him, and the societal ideal of masculinity.   

If Darwinian ideas of the survival of the fittest were implied in some illustrations, 

others made reference to evolution and the animalistic nature of (certain) men.  These 

images belong to the typology of grotesques (i.e. the marrying of human and animal 

forms into a single figure).  The interest in the grotesque is a recurring subject within the 

visual culture of the Affair.  Anti-Dreyfusard artists created the most vicious of the 
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caricatures, usually reserved for Jews, the visual imagery a stand-in for the intensity of 

their feelings and convictions.  Outside of Jews, the use of animals on figures was rare, 

though not unheard of, and when utilized it appears the artist was making a statement 

about that person and their association with Jews.  For instance, in figure 2.46, 

Lenepveu’s Roi des Porcs, Zola is depicted as a pig, seated on a stack of his novels 

throwing a brown substance onto a map of France from a pot marked “caca” (i.e. shit).  

Lenepveu makes a direct association between Zola and Jews, creating a sophisticated 

layering of meanings: because Jews consider pigs unclean and abstain from eating pork 

products, there is an extra layer of irony in casting Zola as a pig; on his own, Zola is 

filthy because of his association with an earthy Naturalist literature but Lenepveu 

suggests a level of hypocrisy amongst Jews who refuse to eat filth yet connect themselves 

to it in another way with seemingly no qualms.    Lenepveu could also be alluding to the 

greedy nature of pigs (and by extension, the Jew). Finally, Zola, through his association 

with Jews, throws shit across France, sullying it.   

Though Lenepveu takes the form of the grotesque and makes it his own, using it 

in fully thirty-seven of the fifty-one posters in his Musée des Horreurs series, he was 

certainly not the only one to use it.  Caran d’Ache used it several times, usually in 

relation to Joseph Reinach who he depicted as an ape, but also casting Zola in the role of 

a beetle (figures 2.47 and 2.48), and other artists, such as Orens and Leon Roze, also 

made use of it (figure 2.49). Joseph Reinach was targeted the most for grotesque 

treatment, a dubious honor to be sure, and always as an ape.
117
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Simians, of course, were immediately associated with Darwin’s theory of 

evolution, so in comparing Reinach to an ape (in literally casting Reinach as an ape), the 

artists allude to Reinach (and by extension, all Jews) as less fully developed, still early on 

the evolutionary scale and lacking the intelligence of a true homo sapiens Frenchman.  

Though offensive, the use of grotesques darkly reflects the scientific curiosity of the time, 

in which Darwinian and psychological ideas were paramount.
118

   

Darwinian ideas on evolution and the survival of the fittest underlay many 

artworks of the time.  In fin-de-siècle Paris, these two theories were linked to the notion 

of progress and civilization, but not in a clear-cut manner, as the murals by Albert 

Besnard at the Paris École de Pharmacie suggest.  In the mural, which is composed of 

two complementary pieces, two families are shown, one from the dawn of time, the other 

set in fin-de-siècle Paris (figures 2.50 and 2.51).  In the earlier mural, a family hunts amid 

a desolate landscape, the sun red in the sky behind them.  The people wear the barest of 

clothes, their bodies leanly muscular and browned from constant exposure.  In the later 

image, a family sits on a balcony in a well-furnished and expensive home, overlooking 

the civilized city below them.  Culture, in the form of books and architecture, surrounds 

them.  At first glance, it seems clear that the civilized world is the better one.  Yet look 

more closely at the figures, particularly at the male.  The man sitting within his 

comfortable home looks down at nothing, not his family around him or the book in his 

hand, his face and body lax.  The considerations of home and culture are lost on him.  Far 

from the active ideal of manhood, this figure is passive.   
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In the prehistoric depiction, man has no leisure time.  They hunt and gather to 

survive, living closely with the land around them.  A woman and child fish in a stream, 

while a man sits on a ledge; even when seated, as the male figure is, he still is at work on 

something, clearly manipulating some kind of tool in his hands.  In this sense, he remains 

“active,” even at rest.  Despite the lack of civilization, the figures seem strong.  The man 

sits relaxed, ready to spring up in an instant, his gaze intent.  Here, man is one with 

nature, at home with himself even without a “home”.   

Besnard obliquely suggests, through a comparison of these images, that evolution 

has taken us too far from our roots, away from the vigor of early man and into lassitude.  

Far from improving man, industrial civilization has had a deleterious effect, despite the 

comforts and commodities it brings. Albert Besnard’s contemporary man is elegant, 

slender, cultured and well-bred, yet nonetheless melancholic. Why is this so?  Is it 

through working long hours, is he too disconnected from the land, or might civilization 

have a dulling effect on man’s natural instincts?  No clear answer is given; rather, Albert 

Besnard implies that civilization softens and weakens man but leaves each viewer free to 

locate the “reason” on their own. 

Because Besnard explicitly depicts a version of “early man” as well as his 

contemporary time, he immediately invokes the idea of evolution.  Clearly, in Besnard’s 

view, evolution is connected to civilization, culture and industrial progress.  Through his 

murals Besnard asks the question: We have evolved, but are we truly better off?  

Besnard’s view of evolution is a lofty one, connected to civilization.  But while Albert 

Besnard explores the idea of evolution on this higher register, Lenepveu’s grotesques in 

the Musée des Horreurs series embrace a lower one.  His use of animals is specific and to 
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the point, each animal being chosen for a particular symbolic meaning, always pejorative.  

For instance, there are turkeys, donkeys (aka: asses), dogs getting kicked, flies emerging 

from latrines, performing monkeys and lapdogs, crocodiles, toads, snakes, octopus, a host 

of monkeys.  These are not noble animals, such as the lion, the stallion or the eagle; these 

are animals that carry connotations of filth (flies and donkeys), ridicule and subservience 

(animals performing tricks), lack of intelligence (cow), disgust and distrust (toad, snake, 

crocodile).  By marrying a human head to an animal body, Lenepveu implicitly makes a 

statement about the character of that person and their defining “attribute” (i.e., 

unintelligent, untrustworthy, duplicitous, etc.).  Further, in using the animal form, 

Lenepveu invokes evolutionary ideas, particularly within his numerous monkey and ape 

references, thus commenting on the person’s lack of progression on the evolutionary 

scale, resulting in a status as less than human.  Because many of the figures Lenepveu 

treats in this way are Jews, his work can also be construed as identifying Jews (and their 

supporters) as both a lower evolutionary Other and freaks; it is, after all, the “Freak 

Show” Lenepveu shows us.   

 

PROCESSION 

The subject of the procession, like that of the “freak show,” references the world 

of divertissement and spectacle.  The theme of the parade or procession is linked closely 

to the fair and circus, and was used at least four times during the Affair (Le retour de l’ile 

du diable; Les Youpin), as well as in a poster made in conjunction with the opening of the 

Exposition Universelle 1900 and finally, by the artist T. Bianco, who made painted 

panels in 1899 that were adapted into postcards in 1902.   
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This typology was not unknown in France, and had been used just six years 

previously during the Panama Affair, La Cavalcade de la Mi-Carême (figure 2.52).  The 

Mi-Carême can be likened to a carnival or fair, a festive entertainment.  One can see, in 

fact, a great deal of similarities between the Panama poster and two of those from the 

Dreyfus Affair (figures 2.53 and 2.54). The same format of registers is used, moving 

from top left to bottom right, with explanatory text below each image; there is a similar 

loose linearity to the caricature; the same visual markers to display “Jewishness” are 

present in each (namely large and fully rounded drooping noses).  

Why use the procession?  What is most interesting about this format is the 

historical precedents they recall: both that of Ancient Greek and Roman processions 

immortalized in friezes, as well as that of Early Modern Papal possesso ceremonies.  In 

other words, illustrators have chosen a format that is redolent of privilege, ritual, tradition 

and elevated ideals, and in using it, have indicated that their subject, those in the parade, 

are anything but elevated; they have used the processional device in order to show the 

ridiculousness of their subject.   

The procession becomes, under the guidance of the illustrator, more of a parade, 

complete with different “floats” to entertain the crowds (in the person of the viewer).  

Actually, this reference to parades is likely deliberate, as Paris annually celebrated 

Carnival and there were floats that were made and paraded through the city, culminating 

with the Bœuf Gras.
119

  If anything, the format of the procession makes crystal clear the 
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overt connection between the Dreyfus Affair and Entertainment.  In these images, the 

Dreyfus Affair literally becomes the entertainment for the (viewing) masses.   

In one of the images, Le Youpin, the Press and the camelots, two primary 

purveyors of the Affair, are also referenced, placed at strategic points within the parade; 

the camelots come early, while the Press carry up the rear. Not only are the “actors” of 

the Affair, like Zola, Dreyfus or Esterhazy, in the parade; the entities that promoted the 

Affair, through press, postcard and novelty, are as well.  As this illustrator makes clear, 

the Affair is not just news, it is also entertainment and a commodity.  Further, their 

inclusion signals that the artists, editors and businesses that made items for public 

consumption are all equally part of the Affair, not separate from it at all.   

 

ZOLA 

No discussion of imagery during the Dreyfus Affair would be complete without 

reference to Emile Zola; undoubtedly the most popular subject throughout the Affair, he 

was lampooned and vilified by the anti-Dreyfusards and acclaimed by the Dreyfusards.  

Zola immediately drew the attention of the world with his “J’Accuse”, and never ceased 

to be a focus of anti-Dreyfusard sentiment, even four years after his death when he was 

interred in the Pantheon with other French notables in 1906.
120

  Because Zola was 

connected to literary Naturalism, much of the anti-Dreyfusard imagery concerning Zola 

references fecal matter, which can be construed as a commentary on his novels as well as 

his ideas and rhetoric about the Dreyfus Affair.   
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If Zola was demonized by the anti-Dreyfusards, he was a hero to the Dreyfusards.  

Leon Blum even asked at one point, if people recognized that “Zola’s act was that of a 

hero”?
121

  Zola’s “J’Accuse” was a decisive factor in gaining widespread interest in the 

Affair and it was this action, his decision to use his renown, at the probable sacrifice of 

his comfort and reputation, for the cause of Justice that made him a hero.  By making 

such a public statement, he forced a public conversation. Indeed, it could be said that his 

letter was a lightning rod for the Dreyfus Affair and the catalyst for the ensuing 

polarization of society for or against Dreyfus and revision.   

----- 

Throughout this discussion of visual culture, I have attempted to show that the 

issues of the Dreyfus Affair ran far deeper than a question of innocence.  Instead, ideas of 

nation, masculinity, evolution and race were at its crux.  Just as society was torn between 

the new and the old (both fearing and/or desiring the new and denigrating and/or desiring 

the “simplicity” of the past), so too were the camps split in the Dreyfus Affair.  Certainly 

not in so simple a manner as one side desiring all that was good, new and forward 

thinking and the other hidebound and backward.  Both sides looked to the future of 

France, though in different ways, so much so that the quest for revision became 

representative of the larger quest for France’s future in the new century.  Coming at the 

closing of the century, in a time of political and social upheaval, the Rennes trial became 

synonymous with France’s course in the coming century.  

As it turns out, the outcome of the Dreyfus Affair was a mixed bag: Dreyfus was 

found guilty despite overwhelming evidence to the contrary, a clear show of the Army’s 
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prejudice and partisanship and their belief that to admit error was to admit weakness and 

betray their honor. Instead of their verdict affirming military honor, however, it displayed 

a lack of it, obvious to the entire world.  The presidential pardon that Dreyfus received 

mere days later came about as much from recognition of the injustice of the Rennes 

verdict as from world pressure and international contempt for “the nation that flattered 

itself as the center of European culture” but which was showing itself as “a land of 

prejudice and injustice.”
122

     

Though the Third Republic maintained its hold of government and had gained 

new allies in the Socialists, the conservative right had also shown themselves as a force to 

be reckoned with, with a strong base of public support that could not be comfortably 

ignored. 

 

VISION AND SPECTACLE 

In the final section of this chapter, I explore the role of vision and appearance in 

the Affair.  I posit that throughout the Affair, these two things are emphasized and used 

as a way to draw attention to and understand the Affair.  Further, I suggest that physical 

appearance becomes linked to ideas of physiognomy and psychology within the Affair.
123

   

From the start, vision was important to the Affair.  After all, the original 

conviction of Dreyfus was based in part upon a visual analysis of the handwriting of the 
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bordereau and how it compared with that of Alfred Dreyfus.  The evidence of the 

handwriting would prove to be an ongoing and controversial piece of the Dreyfus Affair, 

necessitating the evidence of many experts, some of whom agreed the handwriting was 

Dreyfus’ and some who disagreed, including at least one who declared unequivocally that 

it was that of Esterhazy.
124

   

If experts were the ones looking at and judging the script of the bordereau, the 

degradation ceremony allowed the general public their own opportunity to evaluate 

“evidence,” in this case in the form of Alfred Dreyfus.  Though Dreyfus had already been 

convicted, and there was almost universal belief in his guilt, his figure and face were not 

widely known and had not, at that point, been widely distributed.  Thousands of people 

turned out for this event, far more than would actually be able to see anything, as the 

public was kept out of the courtyard of the Ecole Militaire and had to content themselves 

with looking through the bars and climbing nearby trees or lampposts for a view.  What is 

of relevance is the desire to see for oneself, to catch a glimpse or a view of the so-called 

traitor.
125

  What they saw, according to  newspaper accounts, was Dreyfus marched 

around the courtyard, his back straight and face calm, regularly proclaiming his 

innocence.  At the end of his march, he was brought to the center of the space, where 

Sergeant-Major Bouxin ripped off his epaulets and badges of rank and broke his saber, 

after which he was led away and disappeared from view.  
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treason, there was also curiosity about the man, making a view of the event a kind of pleasure-seeking.   
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According to contemporary accounts, Dreyfus’ behavior throughout was a 

disappointment.
126

  For people who had turned out expecting the true-life equivalent of a 

theatrical drama or spectacle, Dreyfus’ stoicism was off-putting.  The public had 

anticipated Dreyfus’ expressions of remorse, regret, and sadness at betraying the France 

they loved; when he did none of this, they were outraged.  His protestations were an 

insult; how dare he, a convicted traitor, mock them?  And worse than his words was his 

attitude, his facial expressions, his calm.   

It was generally thought that a truly innocent man would weep, call loudly for 

understanding, be desperate; a guilty man would weep, plead forgiveness, and openly 

regret his treason.
127

  Dreyfus did neither. He never broke down, never gave the public 

the show they wanted (though they certainly still got one), and was vilified for it.  He 

couldn’t win; to show too much emotion would be to show weakness and a lack of 

masculinity; to show none was to be equally unnatural, proof of his difference 

(Jewishness) and of his disdain for France. 

  The newspaper accounts the next day spoke of his unnatural reserve in the face 

of such humiliation.  His lack of passion and expression became visible indicators of the 

coldness of his character and proof of his guilt.  Journalists read his face the way one 

might read a book, directly tying his expressions to his psychology, and using both as 

further support for his guilt.  Here, at the outset of the Affair (and at what the public 

                                                 
126

 Maurice Paléologue, for instance, was on hand and describes Dreyfus’ behavior as that of an 

“automaton,” without warmth or conviction.  Maurice Paléologue, My Secret Diary of the Dreyfus Case, 

1894-1899 (London: Secker and Warburg, 1957), 42. 

127
 Forth, 26-31.  
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surely thought would be the pinnacle of it, since no one expected it to continue on for 

years), we have both the importance of seeing and of appearance.  

 The public wanted to see Dreyfus for themselves, to witness his degradation and 

the ceremony that declared and reinforced the honor of the military.  As Venita Datta 

explores in her essay, “The Dreyfus Affair as National Theater,” the Dreyfus Affair from 

its inception was conceived of as a kind of theatre by the public.
128

  On a stage, actors 

showed emotion and thought through actions and expressions; in a courtroom, lawyers 

often used these devices consciously as well.  But in the degradation ceremony, life did 

not echo art, and consequently, the journalists and the public were nonplussed.   

The interest in Dreyfus’ expressions has ties to the fin-de-siècle interest in 

psychology, as well as to the older tradition of physiognomy. While not as popular as it 

had been, physiognomy (the reading of personality and character through a person’s outer 

appearance and very often focused on facial features) still had its adherents and there 

were still manuals being printed in the 1880s for how to read someone’s hands and 

face.
129

  In fin-de-siècle Paris, looking was a way of knowing.   

Paris (and France) had a long history of privileging looking, demonstrated in 

particular by the practice of flaneurie.  This was typically an upper-class pursuit in which 

men would descend onto the boulevards of Paris, mingling with the crowd while 

watching them closely. These men were individuals, part of the crowd and yet apart from 

it, separated from them by their class and their emotional disengagement.  A strong 
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 Venita Datta, “The Dreyfus Affair as National Theater,” in Revising Dreyfus, Maya Balakirsky 

Katz, ed. (Leiden: Brill, 2013). 

129
 For instance, Jules Gautier, La Chirognomonie et la Phrénologie (Paris: J.-B. Bailliere & Fils, 

1883).   
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element of voyeurism operated in flaneurie, the watcher seeing without being seen, 

experiencing vicariously a wide range of sensations through the activities of others. 

Though the heyday of flaneurie had been in the 1860s and 1870s, the importance of sight 

and experience had continued on.  Throughout the Affair, the overlapping of sight, 

appearance, experience and understanding would be a continuing theme.  

In November 1896, the first printing of the bordereau took place, in the journal Le 

Matin.
130

  This allowed the public to see for themselves, for the first time, a piece of 

evidence in the Dreyfus Affair.  In it they could read the full text and recognize its 

treasonous implications. But they couldn’t compare the writing to that of Dreyfus until 

the printing of a poster, also in November 1896, by Mathieu Dreyfus with the bordereau 

in the middle, and samples of Alfred Dreyfus’ writing flanking it.
131

  Another poster, 

comparing Esterhazy’s and Dreyfus’ writing, was also produced; along its top the text 

reads “La Cle de L’Affaire Dreyfus” while below the bordereau in the center, the words 

“Comparez et Jugez” encourage viewers to compare the visual evidence for themselves 

(figure 2.55).
132

  Vision is presented as the key to solving the Affair; all one needed to do 

was look closely and the Affair was made legible.  In seeing the samples for themselves, 

it was hoped that people would realize Dreyfus’ innocence and join the call for revision.  

                                                 
130

 This was apparently sold to the newspaper “by Teysonnière, the handwriting expert, who had 

kept it and was intent on profiting from the press campaign.” Bredin, 175. 

131
 After the bordereau was printed, Mathieu Dreyfus “had the facsimile, framed on each side by 

letters of his brother, reproduced as a poster.” Bredin, 176. 

132
 As of yet, I am unaware of exactly when this poster appeared, though I would speculate within 

a few months of the one I mention above.  It is a further avenue for research. 
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While the poster makes a dramatic point, the handwriting continued to be up for debate 

until the very end of the Affair.
133

  

At Zola’s trial, in which Giry identified Esterhazy as the author of the bordereau, 

the handwriting expert Bertillon was called upon to offer his proof of Dreyfus’ guilt.
134

  

He spoke at length as he attempted to “prove” the writing was that of Dreyfus through a 

series of complicated and contradictory explanations incorporating visual diagrams and 

supports (figure 2.56, as a representative example).  The police archives in Paris have a 

facsimile of this report, the Rapport Bertillon, which goes on for 39 pages.
135

  In it, 

Bertillon overlays Dreyfus’ writing with the bordereau, conceives of an elaborate system 

in which Dreyfus used a sheet of paper underneath as a writing guide with which to 

disguise his handwriting (despite it appearing as “running script, apparently natural”, to 

quote the report).
136

  The court seems to have recognized the ridiculousness of the 

Bertillon “system,” though notably without completely discrediting his assertion of 

Dreyfus’ guilt.
137

   

                                                 
133

 Another poster, titled “Affaire Esterhazy”, interlaces lines of the bordereau with lines from a 

letter Esterhazy wrote.  That poster shows, without any possibility of doubt, that the writing is the same, 

and in fact, without the sections labelled between Esterhazy’s letter and the bordereau, one would only be 

able to tell where the breaks were from the awkward breaks in the sentences. 

134
 Bredin, 265. 

135
 This item can be found in the Paris Police Archives, box BA 345, self-contained within a 

manila folder. 

136
 Translation: “d’un écriture courante, d’apparence naturelle.”  This fragment ends a sentence 

discussing the astonishment that a traitor would be so naïve as to include a handwritten missive in their 

report, and can be found on the first page of the report, which introduces the examination of the bordereau 

by describing its appearance.  The entire document can be found in the Police Archives of Paris, box BA 

345. 

137
 Bredin, 260.  A wonderful text at the BHVP, Histoire des Variations de L’Etat-Major; 1. 

Dreyfus, avec une reproduction de Bordereau en Heliogravure (Paris: Imprimerie Lahure, 1899), examines 

the bordereau, the experts and their opinions about it in a lucid and yet comic manner.  The author 

essentially divides each section into a he said/he said format, with one side asserting one thing, and the 

other completely rejecting it.  At the end of the text, he includes quotations by various Dreyfus Affair 
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  Journals, posters and postcards also played a part in envisioning the Affair, 

sometimes humorously, sometimes “objectively.”  Weekly illustrated supplements had 

been a part of popular daily journals like Le Petit Journal for several years; and a broad 

variety of journals incorporated imagery in some way.  The point here is not that 

illustrating current events was new (clearly it was not); instead, these images served to 

help the public place themselves within an event, a culture, a drama.  Images helped 

make something (be it a place, a person, an event), more real, because it gave them a 

vision of it.  Throughout the Affair, news journals emphasized the veracity of their 

images using phrases like “après vie” or “after an account by […]” which encouraged 

readers to understand that what they saw was a complement to what they read, and based 

upon a true account by an eyewitness and not simply artistic fancy.   

When Maxime Charles went to Rennes for the trial as a correspondent for La 

Patrie, he arrived days earlier than Dreyfus and began writing dispatches, letting his 

Parisian readers “in” on the city of Rennes, from its notable landmarks and customs to the 

friendliness and honesty of its people.  The sketches that accompany his articles were 

meant to support his information, visual “facts” that corresponded to his written ones.   

Photographs of the events at Rennes, turned into postcards, served a similar 

purpose of allowing the recipient to “see” the trial, without actually being there (figure 

2.57).  Especially for those people who couldn’t travel to Rennes or sit within the 

courtroom, images (and words) became a way of experiencing the Affair, allowing vision 

to support a proxy vicarious experience.  

                                                                                                                                                 
players about each other and the experts.  What results is proof that even at the time, the bordereau and all 

the talk about it was recognized as ridiculous, and that most of the “experts” were viewed as pompous and 

ignorant, even by those who claimed to support them. 
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The images produced by journalists thus served a distinct purpose from those 

created by the Dreyfusards or anti-Dreyfusards.  Whereas the bulk of images produced by 

these groups was meant to either “preach to the choir” or point out the deficiencies of the 

other group, news journals (while displaying bias on occasion) had a duty to at least 

appear impartial and accurate.  Dreyfusards and anti-Dreyfusards could use humor, 

satire, the grotesque, word plays, and visual metaphor to make their points but these were 

generally out of bounds for the news illustrator who was to convey “fact”.  As 

demonstrated, these facts could still deliver their own message, but this was subtly done, 

not a hammer over the head.  Whereas the partisan images might interest, amuse or 

disgust, but were often meant to entertain, the news journal served the purpose of 

recording a person or a moment, becoming almost an act of witnessing history.  The 

people who read the journals, at least some of them, must have recognized this; how else 

explain the inclusion of covers, posters and cut-out pieces of illustrated journals found in 

scrapbook albums like that in the Musée de Bretagne?
138

 The illustrations thus place the 

viewer “there,” acting as a window into the Affair and a fuller understanding of it.  

Further, to return to an initial point about vision and appearance, news journals allowed 

one to see a person’s likeness and draw conclusions about their character and personality, 

just as the crowd had made decisions about Dreyfus based upon his appearance.  This 

does not mean, of course, that the image did not subtly encourage a certain view.   

 

                                                 
138

 The scrapbook at Musée de Bretagne (item number 79.11.461) is listed as containing material 

relevant to the Dreyfus Affair, but when I was there in Summer 2014, the item was so fragile it was 

impossible to view more than a few pages.  Those pages included collaged items from popular journals, as 

well as business cards from stores and small novelty items like Poisson d’Avril cards (akin to April Fool’s 

Day).  Because of the item’s fragile nature, I cannot positively assert what material is within the pages, but 

I believe it quite likely that the owner collaged images from journals about the Rennes trial within the 

pages.  Hopefully one day the book will be restored and can be viewed in its entirety.   
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Vision, the act of seeing something for oneself, was important in the Affair, but 

vision could be fooled.  One of the posters designed by the Dreyfusards was made to 

demonstrate this point: Les Mensonges de Photographie (figure 2.58).  In this poster, 

which was actually a four page supplement produced by Le Siècle, a series of 

photographs show Dreyfusards and anti-Dreyfusards in close proximity, interacting 

amicably, with amusing captions underneath.  One particularly humorous example is that 

of Edouard Drumont and Joseph Reinach, who would absolutely never have willingly 

coexisted in each other’s space (figure 2.59).  The inscription beneath the men reads, 

“Edouard Drumont, le héros juif méconnu et condamné à rester toujours inconnu à côté 

de Joseph Reinach. Edouard Drumont fait une affreuse grimace, car il se sent 

compromis.”
139

  Interestingly, though Joseph Reinach is forever ridiculed by the anti-

Dreyfusards as short, squat and apelike, he stands taller than the hero of the anti-Semites, 

Drumont.
140

  Other pairings include Francisque Sarcey and the popular cabaret performer 

Yvette Guibert wearing her trademark black gloves, and Schwarzkoppen and Esterhazy. 

Each of the images are actually photomontages, meant to enlighten the public on the 

ways in which photography could be manipulated.  While photographs could faithfully 

reproduce something, they should not unquestionably be taken as fact.  Les Mensonges de 

Photographie vividly makes the point that one shouldn’t necessarily trust a photograph to 

document truth.  Photographs could be manipulated, just as public opinion could be.   

 

                                                 
139

 Translation: Edouard Drumont, the Jewish hero, misunderstood and condemned to stay 

unknown forever, next to Joseph Reinach.  Edouard Drumont makes a frightful grimace because he feels 

himself to be compromised. 

140
  I am uncertain whether this is an accurate portrayal of their respective heights, or another way 

in which the photographer is playing with the image.    
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Finally, “vision” can be understood as surveillance.  The police, from practically 

the start of the Affair, kept track of its people and events, for instance putting General 

Schwartzkoppen under observation by a plain clothes policeman or attending the Grands 

Meetings and writing up reports about the proceedings.  At the height of the Dreyfus 

Affair, police tore down posters and sent them, along with tirage numbers and locations, 

to the Head of Police.  All these things testify to an intense scrutiny by the police of the 

events and people of the Dreyfus Affair, and recognition of the potential it carried for 

civic and political disruption.    

 

In conclusion, the visions of the Dreyfus Affair, whether humorous or serious, 

informed the public view of the Affair and the issues underlying it.  For instance, it is no 

coincidence that Le Petit Journal focused so much upon the military in their imagery: 

they were a conservative journal and encouraged pride in the Army and a vision of 

traditional physical masculinity.  The competing visions of the Affair, both visually and 

ideologically, created a societal rift that couldn’t be bridged, not even when the Affair 

was good and truly over.
141

  In the following chapters, material culture takes center stage 

as an examination of the use and function of the objects produced during the Affair 

become the focus of this study.   

 

 

 

  

                                                 
141

 The Vichy government during World War II is one manifestation of the legacy of this division. 
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CHAPTER THREE: DIDACTICISM AND THE DREYFUS AFFAIR 

 

One of the goals of the Third Republic was universal literacy, meaning that both 

men and women, boys and girls would be able to read.
142

  Without this push for societal 

change and the print explosion of the last decade of the century, the Dreyfus Affair could 

never have taken place.  The rise of the journal in the nineteenth century came about in 

large part because of a population able to read and interested in making reading part of 

their day.
143

  While literacy had grown significantly by the 1860s, reading the daily paper 

was still considered a rather elite pastime, or something done by businessmen who 

needed to be “in the know”; it was not an “everyman” activity…at least not until Le Petit 

Journal.
144

  When Le Petit Journal arrived on the scene in 1863, it did so in a deliberate 

attempt to popularize its product, streamlining its news items and including serialized 

novels and short stories to engage reader interest (and of course, make them eager to 

purchase the next paper!).
145

  The result was that by 1895, Le Petit Journal was one of 

the leading journals.   

                                                 

142
 While the Third Republic tended toward conservative gender norms, it is significant that 

alphebetisation  was not gendered.  At the time, girls and women had few options for higher education, and 

their primary and secondary education was also less rigorous than that of boys.  There was certainly an idea 

that women were less apt or “fit” for academics, but an exception to this rather demeaning view of 

women’s capacity was the recognition that all French citizens should be able to read (even if they couldn’t 

all vote, a right women wouldn’t have until 1944. 

143
 Some cafes and businesses even encouraged public patronage by supplying journals designed 

to appeal to their clientele.   
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  “ Les scansions internes à l’histoire de la presse,” La Civilisation du Journal, eds. Dominique 

Kalifa, Philippe Régnier, Marie-Eve Therenty and Alain Vaillant (Paris: Nouveau Monde Editions, 2011), 

259. 
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 “ Les scansions internes à l’histoire de la presse,” La Civilisation du Journal, eds. Dominique 

Kalifa, Philippe Régnier, Marie-Eve Therenty and Alain Vaillant (Paris: Nouveau Monde Editions, 2011), 

260-261. 
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Le Petit Journal (and its competitors such as Le Petit Parisien) thus wielded a fair 

amount of influence in its transmission of the news.  Because of this, it is especially 

important to take into account, examine and analyze what the illustrated press produced.  

By the fin-de-siècle, the press had really become a kind of “fourth estate,” exerting a 

considerable amount of influence among the public.
146

 

From the beginning of the Dreyfus Affair, there was no shortage of information 

about it available to the public.  In 1894 and January 1895, all the major journals, and the 

smaller ones too, published articles on Dreyfus, on his family (both immediate and 

extended), on the trial (practically in a minute-by-minute fashion) and on the degradation 

ceremony.  After which, the journals were pretty quiet on the Dreyfus front for a few 

years. 

In 1897, this changed.  With the Dreyfus Affair beginning to assume the spotlight 

of French news, the Dreyfus Affair became consumable in textual, visual and 

participatory modes.  Information was conveyed through journals, pamphlets, 

illustrations and lectures.  While textual material could easily promote the appearance of 

accuracy and “fact,” visual material could be constructed either naturalistically or not, 

with the mode of representation carrying unsaid assumptions about how the material 

should be understood.
147

  In other words, how something was shown was often equally 

important as what was shown; both the subject and the illustrative mode carried 

information, though it might not always have been received consciously.  Further, an 

                                                 

146
 This phrase is meant to convey the power of the press in the public realm.  No longer was 

power limited to the three estates of previous centuries.  In the modern 19
th

 century, the press was a power 

to be reckoned with as well.   

147 
For instance, a realistic depiction might correspond to a desire to “believe” that what is shown 

is real, while caricature and humorous illustrations immediately belong to a world of “fancy.”   
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additional channel for information was available to the public: the “grand meetings” held 

by both the Dreyfusard and anti-Dreyfusard groups.   

My argument in this chapter is that one of the many facets of the Affair available 

to the public was a didactic one: through textual, visual and participatory means, the 

public could learn about the Affair.  At the same time, this material also conveyed 

societal norms and values, thus inculcating the public not only with “factual” information 

about the Affair, but promoting a form of social education as well.  As I shall show, both 

sides did this, often using the same language but with very different associations.  

Perhaps it is for this reason that the Affair was so divisive: it wasn’t just a question of 

whether Dreyfus was innocent or not; it went further and deeper than a single man, no 

matter the potential tragedy of his circumstance.  The Affair, with all of its ideological 

associations, forced people to acknowledge their own values, and to choose which of 

them were of greatest importance.  Society split as people divided over questions of race, 

honor, citizenship, patriotism and nationalism.  People fought for the values they held 

dear, in Dreyfus’ name or against it; but the larger fight was for France.  No matter their 

differences, everyone held that one thing in common: they loved their country.  

In this chapter, I will concentrate my discussion first on visual and then 

participatory information streams.
148

  This plethora of material meant that no one in Paris 

could remain ignorant of the Affair, even out of deliberate choice.  Information flooded 

Parisian boulevards, from street criers selling their papers and pamphlets to newspaper 

                                                 

148
 I have chosen to eliminate the textual information stream in part because of the enormous 

amount of material that belongs within this category.  A comparison and review of the textual information 

merits a lengthy and determined study, which would not be possible within this project.  Further, as my 

dissertation is primarily concerned with visual material, a lengthy exploration of texts seems an ill-advised 

tangent.   
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kiosks with their journals purposefully displayed to grab the eye of the passerby, from 

posters for Grand Meetings covering Parisian buildings to illustrated supplements giving 

pictures to all the printed words.  Opportunities to learn about the Affair, its latest 

developments and the current public opinion were ubiquitous.   

In the visual realm, I look at the ways in which both the mode of illustration and 

the subject chosen convey ideas.  Sometimes these ideas might be obvious and the mode 

of representation might complement the subject; other times they might work against 

each other. Visual material is a convenient and quick way to communicate information, 

because it can be accessed without the need to read; the viewer could grasp information 

from the image alone, a centuries-old technique.
149

 

Imagery in the Dreyfus Affair can often be divided into two categories: imagery 

that was “objective” and often connected to news organs, and imagery that was 

“entertaining”.  For this section, I primarily consider the former, which comprises both 

illustrations and photography.
150

  Through an examination and comparison of the most 

prominent illustrated journal supplements of the time, I will show that while many 

images might appear objective and thus “factual,” there are subtle indices that promote a 

certain way of viewing the Dreyfus Affair and Alfred Dreyfus himself.  Far from being 

impartial, journal illustrations often were exactly the opposite.   

                                                 

149
 This is one reason why sculpture existed in churches from the medieval time forward, as well 

as why the Catholic Church promoted imagery after the Council of Trent: Imagery could be understood, 

even if the viewer was illiterate.  They could “read” the image and understand the underlying ideas without 

having to understand letters. 

150
 While photographs are often seen as impartial recorders of visual fact, it bears remembering 

that a person actually controls the photographic apparatus and chooses what to show.  In addition, images 

can be fabricated, as a series of photomontages made during the Dreyfus Affair, Les Mensonges de 

Photographie, demonstrated. 
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In the participatory mode, I examine the Grand Meetings that were held, open to 

the public and often attended by hundreds of people.
151

 These meetings were quite 

popular in Paris, always contained a didactic function and featured several speakers who 

discussed the Affair and various concerns connected with it.  Posters for these meetings 

were plastered all over Paris, lending a visual presence and preface to the Grand Meeting, 

an invitation to Paris writ large.   

Finally, I end this chapter with a brief introduction to the ways in which 

illustration could provide “social education” for the young French person.   

 

VISUAL 

For this section, I will be discussing illustrations from the following news and 

information journals: Le Petit Journal, Le Petit Parisien, Le Monde Illustré, and 

L’Illustration. In La Civilisation du Journal, Fabrice Erre discusses two types of imagery 

that carried information to the masses: political caricature and the “dessin 

d’information.”
152

  Erre examines the development of these image types within the 

history of the 19
th

-century French press, noting the ways in which political caricature 

developed into a complex system, with prior drawings referenced within subsequent 

ones, so that the layers of referents were multiple and required a reader to have viewed 

and understood the earlier drawings to derive the fullest meaning and irony from the 

                                                 

151
 The number of people attending occasionally reached into the thousands, such as the meeting 

on the 26 April 1899, when “un millier de personnes y ont assistée” (a thousand people assisted there).  

Document 153429, box BA 345, Police Archives, Paris.  The Paris Police Archives are a rich source of 

information on the Dreyfus Affair, with a staggering number of boxes of material. 

152
 Fabrice Erre, “ Poétique de l’image: 1. L’image dessinée ” in La Civilisation du Journal, eds. 

Dominique Kalifa, Philippe Régnier, Marie-Eve Therenty and Alain Vaillant (Paris: Nouveau Monde 

Editions, 2011), 835-850. 
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current image (whatever it happened to be).  Erre specifically mentions the development 

of the Poire, a symbolic equivalent for Louis-Phillippe, which over time carried multiple 

associations for the savvy reader.  Though Erre’s discussion of political caricature 

concentrates on the mid-19
th

 century and Honore Daumier, I believe the idea can be 

extended into fin-de-siècle Dreyfus Affair caricature. I mention this idea of layered 

allusions because I believe it holds relevance within the Dreyfus Affair, especially as it 

connects to Psst…! and Le Sifflet, two illustrated journals that often played upon the 

imagery created by the other.   

As Erre mentions, both types of imagery (political caricature and the 

informational drawing) were hardly objective, though the informational drawing 

conveyed this impression through its visual mode.  I examine news and information 

images in part to decode them, rejecting the idea that these journals took a neutral stance 

on the Affair and instead using the image and accompanying text to demonstrate the 

underlying values being transmitted to the reader.   

I have chosen two key moments in the Affair as touchstones for this discussion.  

These are the degradation and the assassination attempt on Labori during the Rennes 

trial.
153

  These events represent “highpoints” (or low, depending on your point-of-view) 

of the Affair and stand as moments when public interest and emotion ran particularly 

strong.  The images created during these times carry far more weight and significance 

than simple representation (in any visual mode); instead, they convey subtle opinion, 

promote certain values.   

                                                 

153
 I have been constrained, in the interest of time, to limit myself to these two events, but have 

begun a more extensive exploration of the subject, with attention to the way the journals covered and 

visualized the following events for the public: the trial of Emile Zola, the duel between Henry and Picquart, 

and the extensive coverage of the Rennes trial and judgment. 
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As any artist knows, no piece of art is straightforward, not even a photograph.  

Everything has been framed by the artist, whether through a photographic lens or within 

the mind of the artist, before being translated onto paper or into print.  As such, every 

choice about how to depict something boils down to the judgment of the artist about what 

will be the most effective way to “sell” his subject to the viewer.  This holds true whether 

the subject is simply a beautiful landscape that the artist wants a person to enjoy for its 

light and color, or one through which the artist wants to promote a certain kind of 

emotion, such as patriotism, empathy or outrage.  Because of this, I will incorporate 

composition, subject and point-of-view within the discussion. 

 

 

DEGRADATION 

Alfred Dreyfus’ degradation ceremony was attended by thousands of people.
154

  

Certain members of the press were allowed inside the courtyard, in a section set off for 

them particularly.  Based on the similarity between at least three images of the moment 

when Dreyfus’ sword was broken and his insignia torn off, the artists were likely 

witnesses to the event, which was commemorated in Le Petit Journal, Le Petit Parisian, 

Le Monde Illustré, and L’Illustration. 
155

 While the cover of Le Monde Illustré showed 

                                                 

154
 According to Le Monde Illustré, 5000 people (soldiers, officers and journalists) were in the 

courtyard where the degradation took place, while outside the courtyard was “la foule innombrable” 

(literally, “the innumerable crowd”).  Jean Hess, “La dégradation d’Alfred Dreyfus,” in Le Monde Illustré, 

January 12 1895, p. 23. 

155
 It is, however, possible that the artist for Le Petit Parisien got his information second hand, 

since he has depicted the breaker of the sword, Bouxin, as the same size as Dreyfus.  If the artist was there, 

he would have seen the scale difference between Dreyfus and Bouxin, making any reduction a deliberate 

decision.  Though it is possible that this was done, it is unlikely given both the interest in creating “true to 

life” images and the possible symbolic associations a reduction in the officer’s scale might suggest.  Rather, 
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the crowd watching the degradation (a sort of meta image, the viewer watching the 

viewers watch the spectacle), the other journals focused on the degradation itself, and 

particularly on the sword-breaking.   

Though there are similarities between these images, none of them are carbon 

copies.  Each takes a slightly different angle and moment.  The most well-known, of 

course, practically synonymous with depictions of the Affair, is that of Henri Meyer for 

Le Petit Journal, where we see Dreyfus in profile before Sergeant-Major Bouxin, who is 

in the very act of vigorously breaking the sword over his knee (figure 3.1).  Bouxin is the 

focus of the image, not just because of the increased size of the man in comparison to the 

others, but in the sense of movement conveyed by his action, especially when contrasted 

with the straight verticals of all the other figures.  Meyer took the most dramatic moment 

of the degradation and made it iconic; Dreyfus’ slim figure to the left is almost forgotten.   

In the image, the four officers of Dreyfus’ military guard stand at attention behind 

him, while further officers on horseback remain discreetly behind Bouxin.  The artist has 

left an empty patch of space next to Dreyfus, the implied space of the viewer; we become 

not only viewers and witnesses through our presence, but through our proximity to the 

officers on the left, we become affiliated with the military as well.  The image, while 

reading as straightforward visual reportage, carries a patriotic subtext that strongly 

endorses the military.  This is no surprise, especially considering that at the time, the 

                                                                                                                                                 
it  is most likely the artist looked at the image of another journalist and built his image from theirs, perhaps 

not noting the scale change or assuming it was a mistake.  
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military was still viewed as blameless and the public viewed the degradation as the 

completion of the affair.
156

  

I present this image first because, as the most well-known, it is the one all others 

are compared to, even if unconsciously.  The images for Le Petit Parisien and Le Monde 

Illustré take the moment when Dreyfus’ uniform is being ripped apart.  Le Petit Parisien 

focuses on the moment when Bouxin takes the details off Dreyfus’ sleeve, while Le 

Monde Illustré’s M. Bombled shows us the ripping of the chest decoration.   

In the Le Petit Parisien image, Bouxin stands just to the right of center (in fact, 

his back forms the exact center of the image), both arms reaching out and gripping 

Dreyfus’ arm (figure 3.2).  Bouxin’s left hand holds Dreyfus’ wrist securely while his 

right reaches up to grip the top of the insignia on the sleeve.  This is the moment just 

before the pull takes place.  Behind Dreyfus, his guard of four stand resolute and solemn 

framing him and level with him.  figures on horseback wait in the distance behind 

Bouxin, while in the lower left, a drummer beats, the white of the drum the brightest spot 

in the image and directly adjacent to the point of most contrast, the dark figure of Bouxin 

framed by pale courtyard.  Indeed, a closer look shows that of all the figures in the image, 

Bouxin is the only one who is not visually touching and overlapping any other figure, 

despite being the one who actually touches Dreyfus.  The artist has made Bouxin the 

point of emphasis and the focus of our attention through this discreet visual device; in 

addition, the contrasting values single him out and indicate not only his importance but 

that of his action.  Further, he is the only figure in an active stance; everyone else stands 

at attention, waiting upon the completion of his ritualistic duty.  Interestingly, Bouxin is 

                                                 

156
 I use the lower case letter deliberately, since at the time, there was no “Dreyfus Affair” with 

capital letters, nor any expectation of it. 
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not differentiated in scale here, but rather stands at the same height as Dreyfus, his figure 

slightly more robust but not significantly larger as in other depictions.  In contrast to 

Bouxin, Dreyfus has been sandwiched and hemmed in by his guards.  Rather than his 

figure blurring into theirs, it remains distinct because of the way in which the artist has 

depicted him in full profile, the angle of his head suggesting sorrow and repentance.
157

  

Like Le Petit Journal, Le Petit Parisien brings us close to the event, and even 

more than Meyer, the illustrator engages the viewer as a member of the military through 

the figure of the drummer in the lower left of the image.  This figure is larger than any 

other, with our own position only slightly behind and to the right of him, almost exactly 

in line with Bouxin.  In this way, we are doubly identified with the military.  Further, the 

honor of the military and its judgment upon Dreyfus is one the viewer echoes, and by 

implication, supports.   

While L’Illustration also uses the degradation for its cover image, it does not 

choose the moment when the visible traces of Dreyfus’ rank are destroyed.  Instead, it 

draws our attention to the parade Dreyfus endured after the insignia have been removed 

and the sabre broken, the moment that L’Illustration identifies as “perhaps more terrible” 

than its prelude.
158

  L’Illustration writes, “No matter how faithful or how colored have 

been the accounts given by the daily press, they could only translate incompletely the two 

                                                 

157
 As noted in the Visual Culture chapter, sorrow and repentance were not displayed by Dreyfus 

at the degradation.  The illustrator has done two things which suggest to me that they may not have 

personally witnessed the event but were relying on others: first is that Bouxin is not depicted larger than 

Dreyfus, when from all accounts he was a “giant” of a man; second is this depiction of emotion for 

Dreyfus.  While it is possible that the artist was there, and is making an artistic choice to show Bouxin on 

the same scale as the others because they thought the increased size wouldn’t be believable, and perhaps 

even that they gave Dreyfus an emotion he didn’t have at the ceremony to make the image more palatable 

to the public, I think it more likely, given the at least token effort at “truth to life” the illustrated press 

strove for, that the illustrator wasn’t lucky enough to be present.   

158
 L’Illustration, No. 2707, January 12 1895, 36. 
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most poignant scenes of this moving spectacle, those that our engravers have reproduced 

with a scrupulous exactitude.”
159

    

In the image, Dreyfus walks between three officers, with two more behind.  All 

six men walk in step; five (including Dreyfus) look forward and slightly down, while the 

officer to his left gives him a sidelong look (figure 3.3).  Dreyfus’ face, while calm, bears 

a hint of sadness, while those of most of the guards are imperturbable.  The artist has 

placed us just to the side of the group, a position mirroring that of the officers in the 

background of the scene, in front of whom Dreyfus marches.  Through this visual 

illusion, we become part of the army, and like the officer who glances at Dreyfus, our 

own curiosity is reflected in that gaze. 

Although many of the journals used the breaking of the saber and the ripping of 

insignia as the most visually interesting moment, it was the parade itself that was most 

discussed at the time, in large part due to Dreyfus’ behavior.  Throughout the degradation 

ceremony, reports generally agree that Dreyfus remained calm, his face impassive, his 

body rigid, even as he kept perfect step with the officers around him.  To those watching, 

this was both impressive and horrible.  To the viewer, who expected signs of regret or 

remorse, this cold exterior was damning and almost inhuman; it showed a complete lack 

of morality.  Sure, Dreyfus protested his innocence during the parade a few times, but 

onlookers agreed that it was said calmly, almost mechanically, and without feeling.  

Certainly, it didn’t convince anyone.  Maurice Paléologue, a politician who was present, 

described the scene in his journal and his later comment to a friend,  

“If I had any doubts about Dreyfus’s guilt before the proceedings, I no 

longer have them now.  In my opinion, his behaviour at the “execution” parade 
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was sufficient to convict him.  To have lent himself so docilely, so passively, to 

such a torture, the man must be devoid of moral sensibility.  Not a gesture of 

revolt, not a cry of horror, not a tear, not a murmur!  True, he protested his 

innocence several times, but all his protestations sounded false; there was no 

warmth in them; his voice might have been that of an automaton.”
160

   

 

Though Paléologue would later change his mind, in 1895 he, like everyone else, 

believed strongly in Dreyfus’ guilt.
161

   

L’Illustration calls the parade “moving”; perhaps it is the desire to communicate 

what this looked like to people who couldn’t have seen it up close that motivated this 

subject for the cover.  While the subject is not as active or dramatic as the ripping of 

insignia, there is a somber quality to the image that holds our attention.  It is easy to 

imagine the 1895 viewer looking at this image carefully, trying to extract meaning from 

Dreyfus’s appearance, which L’Illustration takes pains to point out is drawn with 

“exactitude.”
162

  Unlike other journals, L’Illustration doesn’t call Dreyfus “traitor” once 

in its description of the event.  This restraint is different from that of many other journals 

which call Dreyfus either “traitor” or “the traitor Dreyfus.”  It would certainly be going 

too far to suggest that the staff at L’Illustration believed Dreyfus might have been 

innocent; but it does seem that the journalist who wrote about the ceremony was able to 

                                                 

160
 Maurice Paléologue, My Secret Diary of the Dreyfus Case, 1894-1899 (London: Secker and 

Warburg, 1957), 42. 

161
 Paléologues diary is an interesting account of the way in which views of the Affair could shift, 

since he went from a believer in Dreyfus’ guilt to a conviction of his innocence, with some uncertainty 

along the way.  Paléologues diary is also of interest because of the “backstage” view it gives of government 

and politics of the time.   

162
 “ Les journaux ont donné là-dessus des détails circonstancies ; mais, quelques fidèles et 

quelque colores  qu’aient été les comptes rendus de la presse quotidienne, ils n’ont pu traduire 

qu’incomplètement les deux scènes les plus poignantes de ce spectacle émouvant, celles que reproduisent 

nos gravures avec une scrupuleuse exactitude. ”  Translation: The journals have given the detailed 

circumstance, but, however faithful and however colored have been the accounted given by the daily press, 

they can only incompletely convey the two most poignant scenes of this moving spectacle, those that our 

engravings reproduce with a scrupulous exactitude.”   L’Illustration. No, 2707. 12 Janvier 1895, 36. 
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maintain a more objective view of the event, in a way regarding it as a spectacle and 

analyzing it as such (i.e., what were the dramatic parts of it, what emotions were stirred 

by it, how did the lead actors behave?).   

L’Illustration, Le Petit Journal, and Le Petit Parisien used a degradation image 

for their cover, but not so Le Monde Illustré. Instead, Le Monde Illustré used the crowd 

for the cover (figure 3.4), and put its image of the degradation inside (figure 3.5).  This 

degradation image differs markedly from the other two in the compositional approach the 

artist has taken.  Though the moment is similar, our placement is not; here, the artist, 

Bombled, places us at a distance from the action.  

A line of horses and their riders form a diagonal wedge on the right of the image, 

acting as a leading line to the point of action, the ripping off of Dreyfus’s insignia.  

Dreyfus and his guard occupy the left middle ground of the image, small in the picture 

plane.  Dreyfus stands apart from his guard, several feet in front of them, his arms stiff, 

his hands in fists.  Dreyfus himself is recognizable only through the action of Bouxin. His 

guard stands at attention around him, while on the far left, a single figure stands in 

profile, also at attention.  Bouxin has his right foot forward, bracing himself for action as 

he reaches for Dreyfus.    In the distance, we see the rest of the military companies 

standing stiffly around the perimeter of the courtyard.  An empty space in the lower left 

indicates our entry point, but based on the horses on the right, who we see in their 

entirety, we are still some distance away.   

Each of the images takes the removal and destruction of the marks of Dreyfus’s 

officer status as their central motif, but their approach differs; though the underlying idea 

behind all three might be similar (i.e. the importance of the army), the emotional tone 
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varies considerably.  By far the most formal of the images is the one from Le Monde 

Illustré, in which we see the action from a distance and from a position behind many 

others.  Further, the stillness of the horses and the riders upon them, as well as the 

carefully spaced distance of the men behind Dreyfus, all convey restraint, order, and 

hierarchy.  We become a part of this world, but from our position on the ground behind 

the horses, we clearly do not belong to the upper ranks.  We view the scene, but we are 

kept at a distance, pictorially, by the military.  We are witnesses but the military is clearly 

the authority and judge.  The overall message conveyed is the might, integrity and 

resolution of the military.   

In a complete contrast is the Henri Meyer image for Le Petit Journal.  Here, we 

are part of the event, so close as to be able to reach out and touch Dreyfus.  In this image, 

we can imagine ourselves part of his guard, not only participating in the degradation 

through witnessing it, but through performing a role within the ceremony.  The emphasis 

is on experience, and on an alignment between the viewer (a member of the general 

public) and the army, visually signifying the unity of the French populace, whether 

civilian or military, in their condemnation of Dreyfus.   

Le Petit Parisien places the viewer in a similar position to that of Le Petit 

Journal.  In it, the viewer again gets a close-up view of the degradation, and while we 

aren’t part of Dreyfus’ guard, we are definitely near and aligned with the military through 

the drummer.  The artist has subtly shown the area of most importance through a careful 

separation of Bouxin from the others, directing our attention to his action before we take 

in anything else, including Dreyfus.   
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In all three images, Dreyfus is not the focus; he remains a secondary character in 

his own story, his own degradation.  Each of the artists has shown that Dreyfus himself is 

not important; even the crime of treason itself is not critical; it is the correction that is the 

vital point, the ability of the army to take action against threats and to nullify them, which 

forms the underlying theme for all three portrayals.  As these images demonstrate, even at 

this early date, before the whole affair had become the Affair, when in fact, it was 

considered at a close by the general public, it was not about Alfred Dreyfus, the man.
163

 

 

 

ATTEMPT ON LABORI 

Both Le Petit Journal and Le Petit Parisien use the assassination attempt on 

Labori (one of Dreyfus’s defense lawyers) for their covers on 27 August 1899 (the 

journals appeared the same day, something that surely underscored their competition).  

The moment the journals focus on, however, is very different.  While Le Petit Journal 

chooses the most dramatic moment, that when the shot is fired and Labori reacts to it 

bodily (figure 3.6), Le Petit Parisien selects the most poignant, when Labori is carried 

away from the scene, his hand held by his wife who walks beside him, gazing at him with 

concern (figure 3.7).   

Labori walks between two men on the cover of Le Petit Journal, going to court.  

Behind them, at a very close range, we see a man firing a gun, his features obscured by 

the smoke from the gun, just the edge of his hat visible.  Labori responds to the shot, his 

back arching, his face contorted.  The scene is placed at a slight angle, the three men 
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 It is interesting to note that the L’Illustration cover does have Dreyfus as the focus of the 

viewer’s attention, as well as that of the soldier next to him, casting him a sidelong glance   
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forming a line from the bottom right to the middle left of the picture space.  The viewer 

stands nearby, part of the scene.  The artist has chosen a moment that immediately 

resonates as the viewer, like Labori’s friends, takes in the scene and realizes what has 

happened.  As viewers, imaginary passersby, we may feel shock at the cruelty of the 

event, but through the safety of the visual medium, there might also be a touch of 

voyeuristic thrill.   

In Le Petit Parisien, all thrills are gone, replaced by empathy and curiosity.  

Figures fill the lower half of the image, from the recognizable person of Labori and his 

wife to the unidentified people grouped around them.  They form a human stream, 

moving to the left as they pass us by.  Because most of the figures are on the right side of 

Labori (excepting his wife), and because we see them from a lower position, facing 

toward them, it appears that we view the scene as if from the sidelines, the group of 

people passing before us as they hurry Labori away.  Our reaction is curiosity (“What has 

happened?”) and empathy, as we view the solicitousness of the female figure toward the 

wounded man.   

In both images, the artist is interested in evoking a response in the viewer that 

goes beyond mere understanding of a moment to impact the viewer in a more personal 

fashion.  In her essay, “Poétique de l’image,” Erre touches upon the ways in which the 

viewer responds to visual information, which she views as through reason and an 

understanding of context when looking at caricature and political illustration, and through 

empathy and emotion when considering the “informational drawing.”
164

  The point seems 
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 Fabrice Erre, “ Poétique de l’image: 1. L’image dessinée ” in La Civilisation du Journal, eds. 

Dominique Kalifa, Philippe Régnier, Marie-Eve Therenty and Alain Vaillant (Paris: Nouveau Monde 

Editions, 2011), 835-850. 
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to be exactly opposite what one might at first think when looking at these types of 

images, since caricature often relies on humor while the informational drawing is 

generally “truthful” and could be considered serious and rational.  Erre’s idea is 

particularly relevant during the Dreyfus Affair, when so much of the material was visual 

in nature.  In looking at the images of Labori, her point is particularly clear; we 

understand at an immediate and emotional level what is before us, even if the particulars 

of the case are unknown.  We respond initially, not as Dreyfusards or anti-Dreyfusards, 

but as people.  Though it might be possible, after the initial effect of the image has worn 

off and the viewer has had more time to recognize the particulars of the subject, for 

someone to have a different response motivated by political views, this is not the primary 

objective of the artist.  Emotion, empathy and experience are.   

For both covers the moment depicted corresponds to the description of the event 

in the “Nos Gravures” (Our Engravings) column of the respective journals.  Each week, 

supplements would include a section titled “Nos Gravures,” giving further information 

about the scene being depicted.
165

  For the August 27 1899 issue, Le Petit Journal took a 

stand against the attack, saying “a quelque parti qu’un appartienne dans l’Affaire’, il ne 

pouvait se trouver un homme pour approuverou même pour excuser le crime de ce 

misérable fanatique […].”
166

  Le Petit Parisien takes no overt stand, preferring an 

                                                 

165
 The title, “ Nos Gravures ” might lead one to think the artist might be discussed, but in most 

cases, the artist is rarely mentioned.  The column is entirely about the moment being shown, or the 

background information corresponding to it, to heighten the reader-viewers’ understanding.   

166
 “Whatever side one belongs to on the Affair, it is not possible to find a man who approves, let 

alone excuses the crime of this miserable fanatic.” Translation mine.  Le Petit Journal, “ Nos Gravures ” 

10th year, no. 458, August 27 1899, 279. 
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informative description of the event, from just before until its aftermath, and paying 

special attention to the figure of Mme. Labori and her ministrations to her husband.
167

   

Upon further reflection, it seems that the universal indictment against the attacker 

stems not so much from the act of violence itself, as from the manner in which it was 

perpetrated: from behind, leaving the target, Labori, unaware of his peril and with no 

recourse for his defense.  To use the words from Le Petit Journal, it was cowardly 

(lache), something no civilized person could excuse.  The subtext of the indictment is 

that, in his assault on a defenseless man, without a challenge and executed from behind, 

the attacker showed a lack of masculine honor and courage.  While the image initially 

engages our attention through the violence and drama of the subject, the assault on Labori 

also becomes a visual assault on honor, with the would-be assassin having none.  Though 

this idea isn’t self-evident to a 21
st
-century viewer, it is entirely possible that it would 

have been recognized by the late-19
th

-century viewer, especially given the prominence of 

duels at that time.  Duels were always, ultimately, about honor, whether with blades or 

pistols.  To attack someone from behind was cowardly, dishonorable, certainly not the act 

of a true man.   

Taking both the image and the text into consideration, it appears that Le Petit 

Journal takes the idea of honor as its underlying theme, leaving aside any political angle.  

Le Petit Parisien, in its “Nos Gravures” section, presents a straightforward account of 

what happened, much fuller than that of Le Petit Journal, but without any kind of 
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 Le Petit Parisien, “ Nos Gravures ”, 11th year, no. 551, August 27 1899, p. 278-279. 
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indictment and certainly without any mention of honor or political sides.
168

  Instead, Le 

Petit Parisien focuses on the roles each person played, and emphasizes the importance of 

Mme. Labori in comforting her husband.  If anything, it is here, in the presumably 

objective discussion and representation of the event, that an underlying point of view 

might be found: in the presentation of Mme. Labori as a figure so supportive of her 

husband, the journal paints her as an exemplar of womanhood.  Could this sympathetic 

rendering correspond to a similar sympathy for the Dreyfusards?   

L’Illustration likewise includes Mme. Labori on its cover, and discusses her role 

in getting help for her husband and offering him succor as they waited for the doctors to 

arrive.  In the fullest account of the event, L’Illustration chronicles the event, from Labori 

leaving his home with his wife just a few paces behind (“she always goes to trial with 

him”) to his meeting Picquart and Gast, the shot from behind, Mme. Labori running to 

get aid at the courthouse while the friends chased after the assassin, her return to her 

husband and their “affectionate glances.”
169

  In the image, Mme. Labori cradles Labori’s 

head on her lap, his body stretched out.  Their hands join together near his face as she 

looks down, her face hidden by her hat.  Around the couple, five people stand: one police 

officer and three unidentified men and someone who appears to be a journalist, based on 

the pad of paper in their hand and the inquisitive way he leans forward, trying to look 

over the shoulder of the man in front of him.  In the background, to the right and left 
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 Le Petit Journal doesn’t even mention the presence of Mme. Labori, while Le Petit Parisien 

makes sure to include her, making a note that she “ walked several feet behind her husband ” and 

mentioning her immediate rush of aide to her husband.  In other words, Le Petit Parisien played up the 
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edges of the image, policemen keep a group of people at bay, perhaps interviewing them, 

perhaps simply practicing crowd control.   

In contrast to these three journals, Le Monde Illustré mentions the attempt on 

Labori’s life in its supplement of the prior week, but without any accompanying image.  

Rather than use visual means, Le Monde Illustré has colored our view of the event 

through the use of language.  Labori is described in heroic terms (robust, strong, with a 

level head) while Gast and Picquart are noble, for after having made sure their friend was 

safe and settled on the ground, they went in pursuit of the assassin (by implication, 

heedless of any peril).  Le Monde Illustré describes the event; but its description is 

notably different than that of Le Petit Parisien and L’Illustration, because it contains 

absolutely no reference to Mme. Labori.  In this version, Labori, “who one knows, is of a 

strongly robust temperament,” valiantly struggles to remain upright, but eventually his 

friends help him to the ground, where he stays some moments before “reassembling his 

strength,” he takes off his vest and uses a handkerchief to staunch the wound, before 

being carried off to his home.
170

  

This quite different reading begs the question, why was no mention made of 

Mme. Labori in either Le Petit Journal nor Le Monde Illustré?  Le Petit Journal, it is 

true, gives only a brief description of the scene before expanding on the iniquity of such 

an attempt, and because its focus is not on the facts of the crime but rather the cowardly 

quality underlying it, Mme. Labori’s absence can be understood.  But within Le Monde 

Illustré, every attempt at conveying particulars had been taken with the Rennes trial, with 

the journalists and illustrators furnishing testimony from the trial, responses by the 
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Le Monde Illustré, 19 August, 1899, p. 147.   
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viewers, and quick illustrations of the major figures.  The effect of all this detail is the 

assumption of faithfulness to the situation.  This promotes a view that Le Monde Illustré 

has the more correct version of events, while Le Petit Parisien has embroidered them, 

perhaps for a heightened emotional effect.  Yet, it seems this is not true.  What we have 

then, is the appearance of truthful documentation, not truth itself.   

More than the images of the degradation, the three versions of the attack on 

Labori, in conjunction with the text from Le Monde Illustré, make clear the extent to 

which images were not simply a form of visual reportage, but were instead artist 

constructs.  While the images appear to be factual and of a straight-forward visual nature, 

they are far from it; they are artist interpretations.  These images do not exactly “lie,” but 

it is better to think of them as “based on” the facts rather than as strictly factual.  These 

images are like the present-day movie version of a book, in which the general features of 

a story remain the same (the characters, the key plot points) but which nevertheless have 

had significant liberties taken with them (the addition of scenes or characters that don’t 

exist; or the complete elimination of the same).  In the “informational image” of the 19
th

-

century quotidian press, images conveyed the impression of an event, based upon facts 

but with the strong possibility of artistic license.  In this way, for instance, in Le Petit 

Journal we see the shooter at most four feet behind Labori when the gun is fired, but 

within Le Monde Illustré he is mentioned as being about six meters (18 feet) from Labori.  

Certainly Le Petit Journal has decreased the distance in order to increase the 

effectiveness of the image, and the alteration is minor, but this is just one example and 

one journal, and there were many images circulated.  Though the change is small, 

seemingly unimportant, when one considers the power of an image to convey an idea and 
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to make a powerful impression, and then include the distinct possibility that the image 

might be read as “fact” and itself be used to form the basis for opinions, even small 

changes can have extensive repercussions.   

The informational image became a major way in which knowledge of the Affair 

was transmitted.  Certainly there were caricatures, bande dessine, humorous drawings, 

photographs and paintings based upon the Affair, all available to the public.  But the 

daily journals, and their weekly illustrated supplements (and in particular Le Petit 

Journal, which I have already mentioned as having the highest readership of any journal 

of the time) were the most widely disseminated and therefore form the cornerstone upon 

which the public view of the Affair was built.  To aid in the appearance of truthfulness, 

many images were subtitled with the phrase “from life,” or “from a photograph by special 

correspondant,” or “after the notes of our special envoy.”  This emphasis on vérité, on 

truthfulness, was a frequently recurring theme within the journals.  The purpose appears 

to be to stimulate reader trust in the accuracy of the visual information, and therefore of 

its practical worth.  With the words, “après la vie,” a journal gave a sort of promise to the 

reader that the view was correct, that it could be trusted, and that their understanding of 

the scene, person or event could be legitimately augmented by the image under view.  In 

the “informational image” of the 19
th

-century quotidian press, however, every visual 

“truth” should be coupled with a healthy grain of salt.   
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PARTICIPATORY 

While the bulk of information available to the public came through the news 

organs of the time (both “impartial” and openly partisan), a significant source of 

information were the frequent Grand Meetings (alternately called les manifestations) to 

which the public were invited.  These meetings were held by both the Dreyfusard and 

anti-Dreyfusard contingents and it would have been obvious through the language used in 

the poster advertisement which group was holding the meeting.  For instance, an anti-

Dreyfusard meeting exhorts attendants to come who have a love for their country and 

who wish to protest against the insulters of the army and the Jews who “enriched 

themselves off of us” (figure 3.8).
171

    In contrast, a Dreyfusard poster for a Grande 

Manifestation for the 26 April 1899 reads thus: “A grand manifestation in favor of the 

light and the truth” (figure 3.9).
172

   

The use of language as code is deliberate.  Often the posters don’t directly 

reference Alfred Dreyfus or the Dreyfus Affair, preferring instead to focus on the ideas 

underlying the Affair that would most appeal to their chosen Dreyfusard or anti-

Dreyfusard demographic.  In this way we see an emphasis on the honor of the army, the 

devious machinations of Jews, and a concern with the “health” of France in anti-

Dreyfusard Grand Meeting posters, while the Dreyfusard ones generally focus on the 

                                                 

171
 The text on the poster promoting a Grand Meeting for the 17 January 1898 reads: ʺNous faisons 

appel à tous les français, ayant au cœur l’amour de leur pays, pour protester contre les agissements du 

Syndicat de la Trahison, et pour réclamer des mesures énergiques contre les auteurs du complot, insulteurs 

de l’Armée, qui veulent mettre la France a la merci d’une poignée de juifs enrichis des dépouilles de tous.ʺ  

This translates roughly as “We call all French who have at heart the love of their country, to protest against 

the agitations (actions) of the syndicate of treason, and to reclaim energetic measure against the authors of 

the complot, the insulters of the army, who want to put France at the mercy of a handful of Jews enriched 

by the spoils plundered of all [of us].”  Item 40, box BA 345, Paris Police Archives.   

172
 Literally, “Grande Manifestation en faveur de la lumière et la vérité.”  Document 153429, box 

BA 345, Police Archives, Paris. 
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ideals of truth, justice and light.  As we have seen, these same concerns often take a 

visual turn when illustrators focus on the Affair.  In other words, far from making the 

meetings about Dreyfus suffering or hanging out happily (depending on your point-of-

view) in solitary exile on Devil’s Island, the posters make it clear that for the most part 

the meetings were about shared group values and ideals, tangentially connected to Alfred 

Dreyfus, but more truly connected to the future of France.  Would the nation be 

“healthier” without Jews?  Could the nation prosper if Truth and Justice were mocked?  

As these Grand Meetings made manifest, what one person might value became a platform 

for what the nation should value.  And just in case you weren’t sure where you stood, you 

could attend a meeting. 

The posters were usually large and colorful, made on a grand scale that went 

along with the idea of the Grand Meeting, and were often printed by the hundreds.
173

  

They were meant to be noticed, and judging by the crowds attending, they were.
174

  

While no doubt some people were repeat attendees, it can also be assumed that with such 

large crowds, there were first-timers as well.   

All of these meetings had a program, usually listed on the poster, and there was 

often a small entry charge as well.  The general format of these meetings, for both sides, 

was to have an initial presenter review the events of the Dreyfus Affair to remind the 

people of what had passed previously.  After this speaker, there would be others, usually 

                                                 

173
 The colors of the posters could be orange, red, bright blue or yellow.  Most often these posters 

would be at least three feet high and two feet wide, but they could reach up to five feet in height, or 

occasionally be as small as 8 inches by 10 inches.  The tirage (or number of posters “pulled,”i.e. produced ) 

could be as low as 75 or as great as 500.  This information was gleaned through an examination of the 

Grand Meeting posters I viewed at the Paris Police Archives. 

174
 The number of people present could range from a few hundred to groups surpassing a 

thousand, with some smaller meetings too. 
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leading to someone like a “keynote” speaker.  At the end of the meeting, subscriptions 

(monetary donations) would be sought in support of some kind of cause, and then often 

volunteers were asked for to go out into the streets and spread pamphlets throughout 

Paris.
175

     

As the format demonstrates, the Grand Meetings were all about information 

distribution, from the recap of the Dreyfus Affair to the platform of speakers to the 

concluding dispersal of pamphlets.  An attendee would not only be able to benefit from 

the speakers, but could potentially share this knowledge with others, either at home or on 

the boulevard, most especially in the café around which much of public (masculine) life 

was centered.  

 

 

CHILDHOOD DIDACTICISM 

The illustrated journal quite obviously made its trade off of ideas of didacticism.  

The images they used were made with precision and an overall lack of distortion that was 

meant to convey accuracy and reliability, or give the impression thereof!  From these 

images, viewers were to understand, they could gain a clear picture of events and people, 

both close to home and on distant shores.  These images were “teaching” images, meant 

to instruct the viewer/reader.  In the illustrated supplements, the picture did not so much 

                                                 

175
 I photographed the records of several of these meetings in order to get a feel for the 

proceedings.  What I photographed is but a small percentage of the meetings available to the public of the 

time.  These meetings were attended by police officers who sent hourly dispatches to the Paris Police 

Prefect before the meetings began giving information on number of attendees and the mood of the crowd, 

and then wrote up the content of the meeting afterwards.  See in particular boxes BA 345 and BA 347, 

Paris Police Archives. 
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supplant the text for the reader as augment their understanding of something they had 

probably already read about.
176

  

From childhood, people are taught through images via picture books, posters, 

drawings and (today) electronic media.  In 19
th

-century France, this was no different.  In 

fact, even before the 19
th

 century, images were used for teaching purposes: the future 

kings of France were given card games to play which included geographical knowledge 

and political principles, so as to inculcate them with an understanding of these things 

from a young age.
177

  By the time of the Print Revolution in the 1890s, visual material 

was ubiquitous, at least in Paris.  Adults were surrounded by visual material (and many 

became avid collectors of the ephemera of modern life), but children also had a great 

exposure to images.  While images in textbooks were obviously meant to be didactic, 

other types of material, such as games and children’s journals, arguably “taught” social 

norms. 

Card games for children, such as the Sept Familles (Seven Families), were 

illustrated, and from these images children would be able to learn societal norms without 

a word about them ever being said.  For instance, in one version of Sept Familles, the 

                                                 

176
 Thierry Gervais makes an interesting point about the difference between the journal and the 

magazine, whose form developed around the fin-de-siècle. Gervais differentiates the two forms based on 

the amount of images they contain, and on the intended mode of use by a customer.  For instance, when La 

Vie Illustré began, they specifically mention as their intent the ability for the customer to “leaf through” 

their magazine.  As Gervais explains, this idea of quickly grasping information relies on images and not 

text; the image becomes the primary vehicle for understanding, not the more-time consuming reading of 

text.  Though not said, it follows then that the average person’s true understanding of something, whatever 

it might be, is more limited based on their lack of time spent learning the particulars of the subject (as well 

as potentially faulty); the flip side, of course, is that one might have a greater grasp, at a shallow level, of a 

broad variety of topics.  Thierry Gervais, “La presse Illustrée2. Les premiers magazines illustres, de la 

gravure à la photographie (1898-1914), ” La Civilisation du Journal, eds. Dominique Kalifa, Philippe 

Régnier, Marie-Eve Therenty and Alain Vaillant (Paris: Nouveau Monde Editions, 2011), 453-463. 

177
 The Museum of Playing Cards (La Musée des Cartes a Jouer) in Issy-les-Moulineaux, France 

has a wonderful permanent exhibit which displays some of these cards. 
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cards were illustrated with stereotypes of different “types” of people and the occupations 

they would hold (figure 3.10).
178

  In it, Jews are relegated to the third family, neither the 

most prominent nor the worst, but their social position within the Sept Familles hierarchy 

is belied by the caricatured manner in which they are depicted and which encourage a 

derogatory view (figure 3.11).
179

    In this way, children could learn, from a very young 

age, the “correct” place of Jews in French society, and develop, again without even 

realizing it, a racist and derogatory view that encouraged mockery and disdain, and 

potentially even distrust.  In the Musée des Cartes à Jouer, alongside a display of a Sept 

Famillies card deck, a woman has included her memories of the game.  She states, “Nous 

avions été si sensibles à la hierarchie sociale de ces familles que ma sœur, par éxemple, 

recherchait les plus distinguées. ”
180

  The author, a Mme. Rouanot, then continues to 

explain the hierarchy, concluding that, even if one had lost the game, if they had collected 

the most prestigious family, it was an honorable loss.  In her description of the families, 

Rouanot not only mentions their occupations, but also, quite significantly, their visual 

likeness, identifying the blond haired and well-coiffed as the most desirable (in the ranks 

of the upper two families) and noting that by the sixth and seventh families their skin was 

sallow, hair unkempt, they were red nosed and dirty with a “malfeisant” air; the seventh 

family was “ugly.”
181

  Noteworthy in the text is the way the social hierarchy of the 

                                                 

178
 In this game, the highest level (the first family) is the most prestigious and important.   

179
 It appears, as well, that Jews form the 7

th
 family as well, which was the “worst” hand to have.   

180
 Translation: “We had been so aware of the social hierarchy of these families that my sister, for 

example, sought out the most distinguished.” From a didactic plaque at the Musée de la Cartes a Jouer 

which takes it’s quote from a text by Marie Rouanot’s book, Nous les Filles (1990, Editions Payot) (page 

number is not given).  

181
  Marie Rouanot’s book, Nous les Filles (1990, Editions Payot), page number unknown.  
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families has a professional, a visual and a moral character, the three tied quite closely 

together.   

My point here is that, while the Dreyfus Affair certainly spawned a great deal of 

racist, anti-Semitic imagery, the ideas and values that underlay these images were hardly 

new; they had been present for decades.  The games and novelties in the Dreyfus Affair 

were for adults, but the visual representation of Jews (the exaggerated features and the 

expressions) was essentially the same as those found in children’s games.  In a society 

that prided itself on “Liberté, Égalité, Fraternité,” children still learned quite early that 

not all were equal nor brothers.  Small wonder that an undercurrent of anti-Semitism was 

so prevalent in French society and that the population was so quick to condemn Alfred 

Dreyfus.   

Beyond games, children’s journals also conveyed the correct values of French 

citizens.  In the children’s journal, Le Petit Francais Illustré, for its cover of 26 January 

1895, a group of Africans dressed in elaborate ruffled clothes walk together while two 

white (presumably French) officers look on. The one comments to the other, “On les 

aurait dites echappees de baraques de chiens savants.”
182

   

The white men are dressed in uniform, their faces realistic and presented with 

naturalism, while the black men and women have been lampooned: their lips, noses and 

eyes have been exaggerated.  No doubt this was for “comic” effect, and no doubt many a 

child and adult had a chuckle at it.  But beyond this comic function is a serious 

communication of values: the black people are shown as ignorant, attempting to imitate 

                                                                                                                                                 

 

182
 Translation: “One might think they had escaped from a stall of trained dogs.” Le Petit Français 

Illustré. 26 January 1895. 
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their white “superiors” and not recognizing the futility of their efforts.  Indeed, the phrase 

“aping one’s betters” holds relevance here as the illustrator has distorted some features 

just enough to suggest simian associations, making the figures literally “apes” as they 

imitate white European dress.  But, as the officer’s statement assures us, this effort is for 

naught and always will be.  Colonialization implicitly carries with it an understanding of 

the colonizer as allegedly superior to the “native”; but the cover underscores this 

supposed superiority and nobility of the white Frenchman through both the words the 

men “speak” and the manner in which they have been portrayed in comparison to the 

black figures.
183

   

Though this image doesn’t refer specifically to Jews, I include it as another 

example of the way in which visual imagery was engaged to “educate” the children of 

France about societal values and the privilege of their French heritage.   

As we move forward into the next chapter it is worthwhile remembering that, 

similarly to the children’s illustration, many Dreyfus Affair images, though ostensibly 

about entertainment, were used to reinforce social values as well, sometimes through 

mockery.  

 

 

 

 

 

 

 

 

 

                                                 

183
 Though I hope it is obvious, the ideas of colonialization and white superiority are decidedly 

racist and have no bearing in truth.  These are constructs meant to gain and then maintain power against 

others, and which I trust the reader can tell I do not endorse.   
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CHAPTER FOUR: DIVERSION: IN SEARCH OF PLEASURE 

As my last chapter demonstrated, much of the material devoted to the Dreyfus 

Affair was didactic in nature.  Yet this was but one way in which the Affair could be 

viewed and understood by the public.  This chapter is devoted to the idea of the Dreyfus 

Affair as entertainment.  The Dreyfus Affair spawned a mass of consumer goods meant 

to interest and amuse the Parisian public. These items included postcards, posters, front-

page illustrations for journals, humor magazines, games, toys, and cigarette papers.  The 

goods produced during the Affair both celebrate it (in the sense of making it popular and 

widely known) and commandeer it as a platform to champion issues of nation, honor and 

truth.  

In this chapter, I examine the different types of goods available to the public and 

explore ways in which they could be used and understood.  At the heart of this chapter is 

the idea that there were essentially two categories of goods: those intended for immediate 

consumption by the general populace (what I designate as low-brow in order to indicate a 

widespread appeal) and those for a more refined audience, including those with the long-

term view of the collector (for which I use the term high-brow to underscore this more 

elite approach).  I begin my discussion with some contextual background on the 

Industrial Revolution and the ways in which it contributed to the fin-de-siècle obsession 

with diversion.  I continue with the substance of the chapter: a discussion of objects 

available to the public, starting with the low-brow material, in large part because of its 

abundance.  I conclude the chapter with an exploration of the role of the collector in the 

Dreyfus Affair.   
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What was it about the Affair that captivated the public, and why was so much 

talent, time and energy spent on generating images and objects to amuse?  Perhaps some 

of it has to do with the time period in which the Dreyfus Affair took place, both 

specifically at the waning of the nineteenth century, as well as more broadly in the 

aftermath of the Industrial Revolution. 

The Industrial Revolution made it possible to do more, make more, sell more, and 

many people grew wealthy in the process.  As wealth became polarized and mass-

produced items of all sorts became more prevalent, a critical shift took place: the 

conception of what was “necessary” changed.  What might once have been considered a 

luxury now became commonplace, and what was commonplace now was produced by a 

variety of companies.  People had choices; products became a way of identifying and 

defining oneself, particularly important in a period of rapid social change.  Whereas 

before the French Revolution and the Industrial Revolution, social hierarchy was pretty 

much fixed and wealth (or the lack thereof) didn’t fluctuate widely, post-revolutions, 

things were more ambiguous.  What you bought helped define where you belonged, from 

your clothes and furnishings to your toiletries and daily journal.
184

 

While a fixed social hierarchy certainly contained its own problems, it was a 

“known” quantity and lent a measure of stability to the rhythm and expectations of 

everyday life: people knew who they were, where they belonged and what they could 

expect from their lives.
185

  After the various revolutions there was scope for social growth 

                                                 

184
 Theodore Zeldin, A History of French Passions 1848-1945. Volume Two: Intellect, Taste and 

Anxiety (Oxford: Clarendon Press, 1993), 613. 

185
 Zeev Sternhall explores the idea of two political traditions post-French Revolution (broadly, 

these can be identified as liberal, individualistic and democratic, and autocratic and nationalistic on the 

other).  As part of the discussion, Sternhall mentions Bonapartism and the idea of “the great mass of 
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if one was willing to take it, but there was also greater social insecurity.  The world 

became a much more anxiety-ridden place and in the face of this, the desire for escape 

and release from the tensions of modern life grew. 

At the same time that there was social and economic anxiety, there was also a 

pronounced interest among the newly rich to show off their wealth.  One way to do this 

was through the purchase of goods and art, as the rising middle-classes took on the airs 

and fashions of their social superiors.  In showing their wealth, they were reinforcing 

their own social position and claiming a stability that might only have been in their mind 

but which would nevertheless be reassuring amidst the cares of modern life.  No matter 

what went on in the outside world, the home became a refuge for the bourgeoisie.  If 

home was a refuge, entertainment was a release, and in the last decades of the nineteenth-

century, the entertainment industry blossomed, though the activities of the different 

classes might vary as interests and funds allowed. 

While the public might not have been looking to the past during the Dreyfus 

Affair, they were certainly looking for entertainment and, as I posit, an escape from the 

stress of modern life.  The growing popularity of the faits divers columns in the papers 

attests to the interest in odd, unusual, dramatic or melodramatic happenings in and around 

Paris.  The faits divers columns could focus on the quirky and amusing, but more often 

there was a seamy undercurrent to the stories, often relating murders, thefts, and tragic 

                                                                                                                                                 
peasants eager for stability, for whom dictatorship was above all a means of assuring public order and the 

protection of private property.”  This seems consistent, as well, with the popularity of General Boulanger in 

1889, who had widespread support among the lower classes, as well as the military and the nationalists. 

Zeev Sternhell “The political culture of nationalism,” in Nationhood and Nationalism in France: From 

Boulangism to the Great War 1889-1918, edited by Robert Tombs (New York: HarperCollinsAcademic, 

1991), 27. 
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tales.
186

  These were scenes taken from real life and presented to the reader in a brief, 

snapshot-like fashion, a written croquis.
187

  The growth of the faits divers goes hand-in-

hand with the fin-de-siècle preoccupation with death, decay and the dark underbelly of 

modern life; the faits divers columns showed a dark edge to the world, one which the 

average reader was distanced from, but which at the same time reminded them that 

tragedies happened to everyone, potentially even themselves.  In this way, the faits divers 

column was fascinating, disturbing and reassuring all at once, a contradictory jumble of 

associations, an escape from the anxieties of life as well as a firmer grounding within it.  

The public approached the Dreyfus Affair in a similar manner to that of the faits 

divers. In the process of amusing themselves over the plight of Alfred Dreyfus, they 

could forget their own worries.  They might even feel superior, regardless of any social or 

economic plight they might be in, because “at least they weren’t Jews.”   

Thus the Industrial Revolution was one source for the sense of anxiety that 

pervaded the time. Another was the calendar. The fin-de-siècle was a time of unease in 

part because of what it implied: a changing century, the ending of one thing and the 

beginning of something else.  The period of time within which the Dreyfus Affair is 

situated is called either the Belle Époque or the fin-de-siècle, depending on which aspect 

of the time is being referenced.  The two phrases carry very different connotations:  the 

Belle Époque (literally, the beautiful epoch/period), relates to the glittering and 

fashionable world of the late 19
th

 century and early 20
th

 century, a time of prosperity, 
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 Schwartz, Spectacular Realities, 36-40.  

187
 A croquis was a small, quick sketch that gave a general impression of the subject but generally 

without great attention to minute detail.  Usually croquis were pen drawings, and most often completely 

linear with scant attention to shading.  The salient bits were put down, while visual “niceties” like shading, 

chiaroscuro and texture were irrelevant. 
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entertainment and joie-de-vivre.  In contrast, the fin-de-siècle heralds the nervous energy 

and anxiety of the time, the worry about disease, prostitution, anarchy and the future.  

The Belle Époque focused on the present, the fin-de-siècle on a decaying past and an 

uncertain future.  The culminating years of a century had frequently been times of public 

apprehension, and this feeling of unease certainly came into play in Europe in the waning 

years of the 19
th

 century.
188

   

When the Dreyfus Affair gained steam, the anxiety that many people felt had an 

outlet.  For some the outlet was positive, in the adoption of something to fight for, 

universal values to champion in the face of the fear and decline evidenced throughout 

society.  For others, the Dreyfus Affair became a byword for all that was wrong with 

society, for what to struggle against.  Both sides looked to ideas of honor and masculinity 

in their fight with each other.  The Dreyfus Affair became a defining moment in fin-de-

siècle Paris, and one could even argue it was a healthy outlet for the fears and anxieties of 

the time.  The preoccupation with masculinity, vigor and health, and the adoption of 

rhetoric connected to it, underscores this idea.
189

     

The point is that for the primary players of the Dreyfus Affair, their activity 

became a way of expressing their masculinity, of coping with the uncertainties of the 

period, and of working to define the future of France.  But what about the larger public, 

                                                 

188
 One might also point out the varied responses to the approach of the year 2000, from fears of 

widespread computer malfunctions to doomsday predictions.   

189
 Christopher E. Forth, in his book The Dreyfus Affair and the Crisis of French Manhood 

(Baltimore: The John Hopkins University Press, 2004), has done an admirable job of connecting the 

concern with masculinity in the fin-de-siècle to the Dreyfus Affair.  However, I believe the idea of the 

Dreyfus Affair as an outlet for the anxieties and fears of the time is new.   
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the ones who weren’t making speeches, writing articles, and drawing illustrations?   How 

did the Dreyfus Affair signal a release for them? Through the commodities it inspired.
190

  

The commodification of the Affair thus marks the true theme of this chapter, as 

the public appetite for these items was one of the primary ways in which they engaged 

with the Affair. 

 

 

SETTING THE STAGE 

Paris is no stranger to the pursuit of pleasure, but especially during the fin-de-

siècle, “the city of light” was considered the place to go for entertainment and 

spectacle.
191

  People from all over the world flocked to the bright lights of Paris, some 

seeking new experiences and thrills, some seeking fortune and fame.  From the late 1870s 

Paris’s entertainment industry had flourished, helped in great part by the printing industry 

and the work of several innovative artist-printmakers, including Jules Cheret and Henri 

Toulouse-Lautrec, and documented by numerous painters, beginning with the 

Impressionists in the 1870s and continuing unabated into the 20
th

 century.
192

  

It was the Impressionists who began what would become a common practice: 

painting outdoors and painting the modern world around them, with a focus on the leisure 

                                                 

190
 Commodity, of course, is used loosely here, since many of the items created during the Dreyfus 

Affair were made to sell widely and cheaply, with little thought to any enduring value. 

191
 Schwarz, Spectacular Realities, 1. 

192
 Though it is the Impressionists who really delve into modern entertainments as a suitable topic 

for painting, Edouard Manet deserves equal recognition for his role in challenging definitions of 

“appropriate” subjects, which he did with both the Dejeuner sur l’Herbe and the well-known Olympia.  

Dejeuner sur l’Herbe has a mysterious and “racy” subject, while Olympia represents a modern 19
th

-century 

prostitute looking at the viewer (and prospective client) right in the eye.  Both paintings were not taken 

from life, but were posed in a studio; Victorine Meurent, the model for Olympia, was not a prostitute.   
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pursuits of the Parisian public. Without realizing it at the time, the Impressionists 

influenced generations of painters with their break from traditional academic techniques 

and subjects.
193

  Though not initially accepted by the public or conservative art critics, 

this interest in the modern world, and particularly that of the entertainment industry, was 

enthusiastically embraced by successive generations of artists.  The recent Petit Palais 

exhibition, Paris 1900, demonstrated the lasting influence of the Impressionists, if not in 

terms of technique, certainly in terms of subject.
194

  The exhibit was organized according 

to theme, including rooms devoted to the 1900 Exposition Universelle; the dawning film 

industry; the cabarets; sex and prostitution; and performers and public entertainments.
195

 

As the exhibit made clear through hundreds of objects, the entertainment industry was a 

major artistic preoccupation in the waning years of the nineteenth century.  Canvases and 

sculpture, glass and adornments, all reflected this interest in the leisure pursuits of 

modern life. Entertainment became, if not a necessity within Paris, at least an expectation 

for many.
196

   

                                                 

193
 A few painters had depicted the life around them, such as the French Realist Gustave Courbet, 

who painted a wide variety of subjects from life including stone-breakers and prostitutes, or Eugène 

Boudin, who painted small sketches of the well-to-do at the sea shore, indicating their presence and form in 

just a few broad strokes.  What perhaps makes the Impressionists so unique, despite these forerunners, is 

that previous to them, the practice had been primarily by an individual artist, but with the Impressionists 

there was an organized group cleaving to similar artistic values and ideals, if not always to a similar 

aesthetic.   

194
 Paris 1900: The City of Entertainment was held at the Petit Palais museum in Paris, France 

from 2 April – 17 August 2014. Though an argument can certainly be made that without the Impressionists, 

the development of a looser painting technique, eventually taken to the point of abstraction, would not have 

occurred as quickly, even with the late works of J.M.W. Turner to provide inspiration. 

195
 Other rooms examine domestic space, personal adornment, and social questions of the day. 

196
 Even the lowest social class could enjoy the public spaces of the various Parisian parks or the 

boulevard theaters.   
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Through the art of the time, we gain a sense of a society that was eager for 

entertainment and amusement; as the end of the century beckoned, the amusements 

became more involved, the shows more risqué, the thrills more dangerous…or at least 

gave the illusion of being so.
197

  Yet this was the same world that trumpeted the 

importance of domesticity and the essential place of women within the home, equating 

her place at the hearth with the moral influence within the family, and by extension, 

within society.
198

  Increasingly, fin-de-siècle Paris was a place of opposing extremes as 

fear of the new (the New Woman, the New Art, the new century, the latest industrial 

technologies) created a backlash against it (whatever “it” happened to be), at the same 

time as it reinforced a latent social conservatism and nostalgic view of the past. 

In this setting the Dreyfus Affair became just one more entertainment in a world 

already saturated with them.  The public was ready to both vilify Alfred Dreyfus as a Jew 

and traitor (often in that order) and amuse themselves at his expense.  The daily journals, 

which first brought attention to the initial act of treason and quickly latched onto the 

figure of Alfred Dreyfus, encouraged a common attitude toward Dreyfus, helped along in 

part by the Third Republic’s emphasis on devotion to la patrie (the homeland), and the 

honor of the military.
199

  The considerable public outcry against Dreyfus spoke to a 
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 The first striptease peepshow, which didn’t show anything beyond some leg and bared arms, 

was considered provocative at the time, as indicated by the didactic accompanying the footage, visible at 

the Petit Palais, Paris 1900 exhibition. The rollercoasters, the can-can dancers, the interest in morphine, 

absinthe, and the gate to hell club with its Faustian entrance, all support this idea.   
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 Thomson, Troubled Republic,  48, 76 

199
 In fact, part of the point of the nationalization of school curriculum was to create a greater 

homogenization of French society, to share the same understanding of French history  to speak the same 

language (as opposed to regional dialects), and to create an understanding of oneself as French, and not 

only as part of a specific region.  The Third Republic wanted a united France, and used literacy and 

education as two primary ways to achieve this.  Without these methods, the “golden age” of printing in the 

Belle Époque may never have taken place; there probably wouldn’t have been an audience for it.   
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commonality of feelings and values at a widespread societal level, an idea corroborated 

by the massive public turnout for Dreyfus’ degradation, in which thousands participated. 

Just a handful of years later, at the height of the Affair, savvy entrepreneurs were able to 

create items designed to appeal to these masses, helping form a large part of the material 

culture of the Dreyfus Affair.  

 

 

EPHEMERA 

Though subject, artist and type of object might differ, nearly all the goods 

produced during the Dreyfus Affair had certain things in common: they were leisure 

goods, made of paper, and were meant for immediate consumption.  These items 

belonged to popular culture, not to posterity; as such, they were ephemeral.
200

  

In fin-de-siècle Paris, ephemeral items had become accessible for all classes.  

While the printing press had made it possible to print cheaply starting in the 15
th

 century, 

making broadsides and prints accessible for even the very poor, those items still served a 

useful function.
201

  During early modern print history, only a very small percentage of the 

population could read, meaning that imagery had to be clear and easily understood.  

However, in France, beginning in the 1830s, there was a strong government push for 

universal “alphabetisation” (literacy) which received further support in the decades that 

                                                 

200
 I use the term ephemeral to denote the temporary existence that was intended for most of these 

objects, and without any reference to the type of object or to any imagery which might be upon the object.  

“Leisure goods” identifies products intended for pleasure and leisure hours; these items are hardly 

necessities, they are wants, purchased with expendable income.   

201
 For instance, prints were often devotional in nature and could be attached to a wall within a 

home; broadsides could be about a wide range of topics, but as a general rule, they would have been 

didactic in nature and unlikely to have been read by the very poor in any case, because of the high rate of 

illiteracy within Europe up until the 19
th

 century.   
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followed.  By the 1890s, roughly 90% of the French population was literate.
202

  This 

development fueled the proliferation of printed material for specialized markets, 

including youths, women and hobbyists.  Taken in conjunction with an overall rise in the 

standard of living over the century (and particularly amongst the rising bourgeoisie), this 

meant that by the fin-de-siècle in Paris, there were leisure and entertainment goods for 

every class, including that of the very poor.   

While ephemera had existed for centuries (one can look to the spectacular 

entertainments of Baroque Rome, the fireworks at Versailles, or even the garland 

decorations for festivals of Ancient Rome), in general ephemeral items would have been 

the preserve of the rich and well-to-do, who could afford to indulge themselves in 

fleeting pleasures and disposable amusements.  Though the average person throughout 

history may have had a few precious items in their household, these would have been few 

and probably of a practical turn, such as a well-crafted urn or a simply decorated metal 

plate.  The items would have been durable and passed down for generations, their solidity 

a marked virtue for the owner.   

During the 19 century there was a rise in the amount of ephemeral material that 

was produced, courtesy of the industrial revolution which had transformed the printing 

process and made it possible to produce large quantities of items for a minimal cost.  In 

fact, new printmaking technologies were touted as selling points by many of the daily and 

weekly journals, who proudly boasted the use of the Marinoni machine, of which six 

models were made, each of which had parts of a “très grande soliditè,” and their 

                                                 
202

 Hans-Ulrich Grunder, “Alphabétisation,” Dictionnaire historique de la Suisse, September 19, 2006, 

accessed June 28, 2016,  http://www.his-dhs-dss.ch.textes/f/F10394.php. 

http://www.his-dhs-dss.ch.textes/f/F10394.php
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“excellente construction permet d’obtenir la plus grande vitesse possible.”
203

  As more 

printed material was produced, paper became at once precious and completely 

disposable: the ubiquity of printed material produced in the latter half of the nineteenth 

century negated its worth and showed the truth of the saying, “paper is cheap”, even as 

collectors of vieux papiers founded societies to share knowledge and preserve interest in 

the past.
204

   

Most of the consumer goods produced during the Dreyfus Affair were made of 

paper or a thin cardstock onto which an image had been printed.  Both the nature of the 

material (paper) and the subject matter (current events) indicated the ephemerality of 

these items: the paper or cardstock could get torn, bent or destroyed easily (even when 

not willfully discarded) while the Dreyfus Affair was of note only at that moment; the 

news world would inevitably turn to something else, making the subject passé.  These 

items were transitory, meant to serve as a temporary diversion for the purchaser before 

being relegated to the midden heap to decay.  The pervasiveness of images of the Affair 

seems to speak to a desire on the part of the illustrator or editor to capture the attention of 

an audience in the quickest and most direct manner.  Images can convey ideas and 

associations at a glance, far more quickly than written text in the same amount of time.  

This was capitalized upon during the Affair as both sides used visual means to enlist the 

public to their cause as well as to denigrate their antagonists.  The ephemeral material 

could be serious, comic or offensive; it could be enjoyed individually or en masse; it 

                                                 

203
 Annuaire de la Presse Française et du Monde Politique: 1898 (Paris: Ernest Flammarion, 

1898), 48.  The translation of the French is  “ great solidity ” and “ excellent construction permits them to 

obtain the greatest possible speed.”  In the quote, the italics are original, not mine.   

204
 Vieux Papiers are papers and items that were produced in earlier times (often associated with 

the 18
th

 century at the fin-de-siècle) and were now viewed as precious in their rarity. 
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could be large or small; and it could find a low-brow or a high-brow audience (and in 

some cases, both).  What follows is an examination of the types of material available and 

how they might have been used and understood.  I have ordered the discussion by 

beginning with the more “popular” types of material, items that were mass-produced and 

available and of interest to the larger public; I follow this with an examination of the one-

off object, before concluding with the more elite practice of collecting, even when the 

material collected might not demonstrate lofty ideals.  

 

 

ALBUMS AND POSTERS 

Hommage des artistes à Picquart is an album put together by Felix Thureau and 

Paul Brunet, containing illustrations by twelve artists, with a preface by Octave Mirbeau, 

and a list of potentially 150,000 signatures in support of Capitaine Picquart in the face of 

the unjust way the military treated him.
205

  Octave Mirbeau’s preface makes clear the 

attitude these co-authors shared:  

Oui, vraiment, chaque fois qu’il m’est donné de voir le colonel Picquart, il 

m’arrive toujours cette chose charmante, que je gagne du calme, de la confiance, 

                                                 

205
 This number comes from the album itself: “Depuis, et grâce surtout à Picquart, ce nombre s’est 

augmenté(/) dans une grande proportion, jusqu’à cinq cent mille peut-être, […] .”  Henri Reinaldy, “Les 

Noms,” Hommage des artistes à Picquart: Album de 12 lithographies (Paris: Société libre d’édition des 

gens de lettres, 1899), unnumbered.  

His senior officers rejected Picquart’s advice to be proactive about Dreyfus and admit there was an 

error, rather than have it come to light in some other, less controlled, way.  They initially sent him away, 

then after his return, accused him of selling secrets and placed him in jail.  It is during this time, and in 

response to that action by the Army, that the Hommage des artistes à Picquart was conceived. Picquart’s 

story has recently been made into a novel by Robert Harris, An Officer and a Spy (New York: Alfred A. 

Knopf, 2014). 
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de l’esperance et encore plus d’amour pour cette cause de justice, dont, avec notre 

cher Zola, il est le martyr et le héros.
206

     

 

Artists took to their tools, creating a series of lithographs showing their view of 

what had transpired, their belief in Picquart’s honesty and in his view of the Affair.  This 

was given visual expression in Hippolyte Petitjean’s print that shows History engraving 

Picquart’s name in stone alongside that of Zola, Clemenceau and others; next to her 

stands Truth, a mirror held high in her hand (figure 4.1).  Petitjean shows us that time will 

prove the honesty, courage and virtue of these men who valued Truth and Justice.  

Another print, that of Theo van Rysselberghe, shows a close-up of a woman who has a 

hand clamped firmly over her mouth, preventing her from speaking.  Again the meaning 

is obvious: Truth cannot speak; just as her mouth is covered, so there is a cover-up in the 

Dreyfus Affair and the figure who would speak Truth, namely Picquart, has been placed 

in prison, surrounded by stone, literally contained (figure 4.2).   

As the illustrations and Octave Mirbeau’s preface suggest, only Dreyfusards 

would be interested in this album, and only the middle-class and above would have been 

able to afford it.  There were 300 exemplars of the album, in three differing categories of 

quality, each numbered to indicate its place within the run.  The first twenty were those of 

the album collaborateurs, signed by them, printed on Japanese paper and not for sale; 

numbers 21-50 were printed on Japanese paper as well, also contained signed prints and 

were available for 100 francs each; finally there were 250 available for 20 francs, printed 

                                                 

206
 Translation: “Yes, truly, each time that I was allowed to see colonel Picquart, this same 

charming thing happened, that I gained in calm, in confidence, in hope and also greater love for this cause 

of justice of which, along with our dear Zola, he [Picquart] is the martyr and the hero.”  Octave Mirbeau, 

“Préface”  Hommage des artistes à Picquart: Album de 12 lithographies (Paris: Société libre d’édition des 

gens de lettres, 1899), 2. 
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on paper from Holland, and without the signatures of the artists.
207

   Thus even the least 

expensive album was still far outside the reach of the average person. 

On the flip side of the ideological coin there is the Musée des Horreurs poster 

series, which began after Alfred Dreyfus was pardoned.  The series was made by 

Lenepveu, a pseudonym for an artist whose true identity has yet to be discovered.
208

  

These posters, each roughly 24” x 36”, made a mockery of Dreyfusards, Republicans and 

Jews, often using animal imagery to drive a point home.  I have identified three levels of 

cruelty within this series, each distinguished by a fairly distinct visual format: First there 

are the small number of prints which depict a person as a person, albeit in a caricatured 

fashion (figure 4.3).  Then there are the two levels of human-animal imagery: the more 

“benign” one, in which accurately rendered heads are placed on animal bodies, and the 

most pernicious level of representation, where the heads placed upon animals are 

themselves also grossly caricatured (figures 4.4 and 4.5). While all three groups are seen 

as belonging to the “freak show,” Lenepveu shows his extreme antipathy for Jews by 

reserving his harshest visual treatment for them.  In the series, all Jews are shown as 

human-animals with grossly caricatured features that de-humanize them even further.
209

   

The animals Lenepveu utilizes include monkeys, pigs, lizards both real and 

mythical, octopus, goats, cows, and wild dogs.  A brief assessment of this list raises some 

obviously negative associations, such as sloth, stupidity, rabid violence, or filth, though 

                                                 

207
 This information was printed within each album.  The example I referenced for this was 

numbered 76 B and belongs to the Lorraine E. Beitler Collection at the University of Pennsylvania, 

Philadelphia.  I am unsure what the B stands for.   

208
 I favor Alfred Le Petit as a likely person, based on the degree of similarity between the graphic 

style of his work and that of Lenepveu, as well as on his extreme antipathy to Jews and Republicans.  Le 

Petit’s illustrations filled the pages of the conservative journal La Patrie and display a similar aesthetic. 

209
 This holds true with a few exceptions, such as No. 6, which shows Dreyfus with a realistic face.   
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Lenepveu’s imagery and meaning go far beyond this.  Even Lenepveu’s use of more 

“positive” animals, like swans or rabbits, is complicated; the rabbit is in a pot to be 

cooked, while the swan foams at the mouth.  Through this brief explanation it should be 

obvious that Lenepveu deliberately uses animals with negative connotations to discredit 

and defile the subjects of his prints.  Through his depictions, Lenepveu transfers the ideas 

associated with the animals onto the human subject, while simultaneously showing the 

person’s “monstrousness”.
210

   

In titling the series Musée des Horreurs (literally, “Museum of Horrors”, but 

perhaps best understood as “Freak Show”), the artist draws upon the milieu of the 

carnival, and on all its unstated associations.  The series title engages interest, if only of a 

prurient kind, and reminds one of the secret thrill and almost illicit quality that carnival 

freak shows evoked, at once enthralling, titillating and disturbing.   

Lenepveu’s series is all those things.  In his frequent joining of human to animal, 

Lenepveu creates human “freaks,” making clear that the person depicted is not only 

associated symbolically with whatever the animal represents, but also that the person is 

not fully human.  The freak show thematic is underscored by the way Lenepveu presents 

each figure, close-up and with an “honorific” title, clearly modelled on the posters of 

performers on the walls of Paris.  

Lenepveu hammers home the “freakish” and spectacular nature of his subjects 

through the titles he gives each print.  The titles rarely give us the name of the individual 

depicted; instead, Lenepveu gives us catchy phrases which reference the subject’s 

identity and which work as a kind of “stage name,” much like that of the “Bearded Lady” 

                                                 

210
 Even the figures not depicted as grotesques are still considered freaks through their inclusion in 

the series. 
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in a freak show.  A Bearded Lady isn’t looked at for her true name, but for her oddity.  

She is not a person, but a type, displayed as a spectacle for our entertainment.  By using 

“stage names,” Lenepveu denies the person’s individuality, and instead invites the viewer 

to see them as he does, as outcasts and deviants, figures to be looked at, laughed at, 

fascinated and repulsed by.
211

  We can see all these elements in the previously mentioned 

poster of Joseph Reinach, as well as in images of Emile Zola, Severine, and Alfred 

Dreyfus himself.   

The series, which was ongoing, was originally supposed to number 200, but was 

banned by the Prefect of the Paris Police Louis Lepine; ultimately only 54 “portraits” 

comprised the run.
212

  Due to the extreme vitriol displayed in these images, as well as to 

their size, it is unlikely that many besides those sharing the artist’s views would have 

collected these posters.  Lenepveu also produced a much smaller series, that of the Musée 

des Patriotes, devoted to nationalist conservatives such as Paul Deroulede and Edouard 

Drumont.  This series had five figures, each shown with complete realism and often a 

heroic pose (figure 4.6).  It seems evident that the Musée des Horreurs series would most 

appeal to those followers of the men shown in the Musée des Patriotes: nationalists, 

conservatives, anti-Semites.  Although I haven’t identified the price of each poster, 

Lenepveu was selling the entire planned 200 figure run by subscription for 40 francs.
213

   

                                                 

211
 These are the same responses one might have had when visiting freak shows or ethnographic 

exhibits. 

212
 By the last few images, it is clear that the artist is targeting Jews, and specifically the 

Rothschilds, who they associate visually with greed, gluttony and deceit. 

213
 At one point early on, Lenepveu was selling the run for 25 francs, but it is likely that the series 

was popular and that the artist decided to raise his price, noting a demand for his product. This might also 

be a reason why Lenepveu began to put out two posters a week, a change signaled on his poster no. 5, made 

in February 1900. 
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GAMES 

There were three games that reference the Affair, two of which were created 

before 1900: the Jeu de l’Affaire Dreyfus et de la vérité (Game of the Dreyfus Affair and 

of truth) and the Le jeu de 36 tetes (Game of 36 heads).
214

  These games, though “board 

games” in their format, were not made out of board, but printed on paper without a 

backing.  Of these three, the most widely-known and reproduced is the Jeu de vérité, 

which seems to make an appearance in any book on the visual material of the affair.  It is 

virtually impossible to identify how many people actually played these games because 

they came with a newspaper, as an extra.  The games were printed in color, with an 

attention to detail, and complete with rules to follow: if the makers were uncertain if they 

would be used as a game, they nevertheless made sure they were visually engaging and 

able to be used as a poster instead.   

Still, the fact that three different editors felt a game would be desirable is 

intriguing.  The first to appear was the Dreyfusard Jeu de vérité , then the anti-Dreyfusard 

36 faces in response, and finally, in 1902, the last one, le jeu de casserole, appeared  

(figures 4.7, 4.8, and 4.9 respectively).  Another, the Game of the Exposition, was 

produced in 1900 by the journal, La Charivari (figure 4.10). While not directly connected 

                                                 

214
 For ease in the remainder of the text, I shorten the title Jeu de l’Affaire Dreyfus et de la vérité  

to Jeu de verite.  The Jeu de l’Affaire Dreyfus et de la vérité, whose artist is unknown, was given by 

L’Aurore as a free supplement; Le jeu de 36 tètes, on the other hand, has a known maker (A.Lambot) and 

was published as a double-page within the February 12, 1899 issue of L’Antijuif, apparently in direct 

response to the Jeu de l’Affaire Dreyfus et de la vérité.  Andre Dombrowski, “Dreyfus, Paper Toys, and 

Participatory Politics,” in The Image Affair: Dreyfus in the Media 1894-1906, Andre Dombrowski, ed. 

(Philadelphia: University of Pennsylvania, 2015), 119.  
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to the Affair, the Affair is referenced in numerous places as the player makes his way to 

the center of the game, the 1900 Exposition Universelle.
215

   

Games were widely popular in France, and the Jeu de Vérité actually follows the 

format of a game developed in France in the 18
th

 century, the jeu del’oie, which had 

spawned many derivations over the years.
216

  Much like today’s newspapers include 

crosswords and Sudoku, French newspapers during the fin-de-siècle included word 

puzzles, visual puns, and riddles, among other things.
217

  “Brain teasers,” those games 

and puzzles that entertain us in part because we have to unravel the meaning using our 

wits, were highly popular.  In producing games, the journal editors were capitalizing on 

this interest in play, in brain teasers, and specifically in puns, visual and textual.  

All three of the games included detailed illustrations, some of them quite realistic, 

others more exaggerated.  In addition, many of the images contained captions alongside 

them, presumably to add to the player’s amusement.  One example of this is in the 36 

Heads: number seven is Zola, shown with a bug on his forehead.  In a play of words he is 

                                                 

215
 While Dreyfus had been pardoned by this point, clearly Parisian society had not forgotten the 

turmoil so quickly.  Although Dreyfus himself does not figure anywhere, of 63 images, no fewer than 15 

reference the Affair or events related to it.  Included in the 15 is an image of a dark-haired woman 

emerging from a well; however, instead of idealized features, her face is comic and exaggerated, while 

nearby a bucket filled with black liquid, presumably ink, lolls.  In another image, a giant ink pot is labeled 

L’Affaire Dreyfus, with a man’s legs sticking out of the top.  From the game, it would seem that the 

Dreyfus Affair forms part of the path to the Exposition, as if they are linked in some way in the public 

mind.   

216
Because of the reversals and surprises players could expect when playing the game, there were 

useful morals and lessons to be learned from the game.  Towards the end of the 18
th

 century, the game 

began to be used as an educational tool.  Henry-René D’Allemagne, Le Noble Jeu de Loie en France, de 

1640 à 1950 (Paris: Librairie Grund, 1950), 30. 

217
 These small divertissements showed up in a wide variety of newspapers, from La Patrie to Le 

Petit Parisien.   
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identified as “Le Pornographe; L’Academie d’isola” (figure 4.11).
218

  Zola is referenced 

as a pornographer, not because of his role in the Dreyfus Affair, but for the novels which 

made him famous, such as Nana.  Zola belonged to the Naturalist school of literature, one 

which he practically created single-handedly, and which emphasized not only the gritty 

aspects of everyday experience (whether of the working class, the bourgeoisie or the 

nobility) but with an emphasis on the senses: how things tasted, looked and smelled.  

Naturalists didn’t shrink from the topic of sex, and one of Zola’s most famous novels, 

Nana, charts the rise and fall of a courtesan.    Because of this frankness, Naturalists, and 

in particular Zola, became associated with the production of pornographic “filth” in some 

quarters, hence the title of Zola as “the Pornographer.”   The illustration, which is quite 

realistic, further associates Zola with filth through the use of a cockroach crawling on his 

forehead (the forehead in particular being the seat of wisdom traditionally).  The artist 

thus indicates that Zola is not only a producer of filth (the Pornographer) but literally is 

filth himself, via the cockroach.   

The Dreyfusards also used puns and double entendre.  In the Game of Truth, 

number 57 is Commandant Mercier du Paty de Clam, but he is identified as “Parti du 

Tram.”
219

  (figure 4.12)  Paty du Clam is depicted realistically, but unlike the image of 

Zola in 36 heads, there is probably no further meaning beyond the text.  Nothing has been 

added to the image; it is enough to be able to identify the figure.  Another square, number 

26, shows two men in drag with the title, “Blanche et Speranza” (due to the phonetic 

sounding of the words, translatable as White Hope).  The image is an immediately 

                                                 

218
 Translation: “The Pornographer: Academy of isolation” This is also another example of word 

play, since ‘isola’ plays upon Zola’s name, underscoring this view of him as a deviant outsider.   

219
  Translation: “Leaving of the tram.” 
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identifiable reference to the telegrams that Esterhazy and Henry sent to Colonel Picquart, 

ostensibly from “Blanche” and “Speranza” in an attempt to link him to a Jewish syndicate 

and discredit him.
220

  In this illustration, the artist mocks the masculinity of these military 

figures by placing them in drag. 

The games’ use of visual and textual punning can only succeed if the players 

understand the references.  Their inclusion in the games can be seen as another indication 

that the Dreyfus Affair had completely permeated all levels of society; the maker 

expected the players to get the joke, which could only happen if knowledge of the Affair 

was widespread.
221

  Thus while the ubiquity of the Affair in the press in 1898 and 1899 

suggests that everyone knew about the Affair, the inclusion of references to specific 

events and people in a game, a leisure pursuit, confirms it.    

 

 

CHANSONS 

The public did know about the Affair (they could hardly escape it, as the plethora 

of material produced during the Affair testifies).  Not only could they read about it and 

stay up on the latest facts, they embraced it as fodder for amusement.  They played 

games, they sent cards, they collected postcards and posters and enjoyed the odd novelty, 

                                                 

220
 Henry had fabricated the idea of Sperenza in 1896, as part of a ruse to keep Picquart out of 

Paris and unable to continue his investigation into the bordereau authorship.  A year later, he and Esterhazy 

sent and conveniently “intercepted” telegrams to Picquart, which were ostensibly written in code, came 

from the Syndicate and suggested that Picquart himself was the author of the petit bleu.  Bredin, 207-208. 

221
 Another indication of the widespread knowledge of the Affair, above and beyond the ubiquity 

of the Affair in the press in 1898 and 1899, comes from a text by Michel Colline titled Billets de la 

Provinces (Paris: P.-V. Stock, Editeur, 1898).  This book is a series of essays on the Dreyfus Affair, first 

published in a provincial newspaper and later put together by the author for publication.  Essay Fifteen, “Ne 

Parlons Pas de l’Affaire Dreyfus..!”, directly references an illustration by Caran d’Ache.   
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and they also sang about it.  This aspect of the Affair is little known, yet it was widely 

popular, if the number of songs produced during and about the Affair is any indication: 

they numbered well over one hundred.
222

  As Jacquard states, the “petit chanson de la 

rue” (the little street song) can be used as a gauge for popular opinion on the Affair, as 

songs were widely embraced by the working class.
223

   

In 19
th

-century France, the chanson was not simply a form of entertainment and 

escape, the primary purpose of songs today; instead, the chanson was a vehicle for the 

expression of popular social and political views.
224

  Songs had social power, and the 

group expression of a song was not something to take lightly.  In 1871, Eugène Pottier 

wrote the L’Internationale, which is essentially a revolutionary fighting song that has 

been adopted by the French, and all socialists and communists, over the last century to 

become emblematic of their spirit and courage.
225

  At a time when the Third Republic 

was a fledgling state, any disruption could have been disastrous, including the singing of 

a “mere” song.  By the fin-de-siècle, people could, and did, sing the Internationale; the 

point here is that songs, even those meant to entertain, had a function beyond that.  They 

could be a cry for action, reflect commonly held views, stir the emotions and target 

                                                 

222
 Jacquard discusses the songs in the Fond Ochs at the Bibliothèque Historique de la Ville de 

Paris.  In his work, at least 190 songs connected to the Dreyfus Affair are noted, many of which he explores 

thematically within his thesis.  Jacquard.  “Les  chansons de rues; illustrées témoins de l’opinion populaire 

sur l’affaire Dreyfus” (Paris: Ecole du Louvre, thèse, 1979).  For a specific listing of the songs in the Fonds 

Ochs, see Jacquard, 125-131. 

223
 Jacquard, 9. 

224
 “Popular” in this case refers to the views generally held by the populace, and in particular, the 

non-elite members of society.   

225
 Pottier wrote the song, but the music was not written until later.  In any case, the song was not 

heard until the Amnesty of 1880 allowed the Communards to return.  Jacquard, “Les  chansons de rues; 

illustrées témoins de l’opinion populaire sur l’affaire Dreyfus” (Paris: Ecole du Louvre, thèse, 1979), 8. 
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individuals or groups; far beyond entertainment, songs were a way to gauge popular 

thought.   

After the press reform laws of 1881, it became easier (and safer) to make figures 

of influence and power, from businessmen to presidents, targets for mockery since the 

law protected the writer under the banner of freedom of speech.  During the Dreyfus 

Affair, writers and illustrators had a heyday as they produced songs that mocked 

presidents, Jews, Republicans, Dreyfus and especially, Zola.  Of the songs produced 

during, and pertinent to, the Dreyfus Affair, fully fifteen were about Zola; Alfred Dreyfus 

himself comes in far behind, with only ten.
226

  This is yet another indicator that the 

Dreyfus Affair was not about Alfred Dreyfus himself, in fact not even truly about his act 

of treason, but about the divergent values people held.
227

  

… 

Most songs were presented in a similar format.  The songs were printed on a 

single sheet of paper, usually approximately 9” by 18”, which was folded once.  The 

words (and sometimes the sheet music) appeared on the inside while an illustration and 

the title of the song appeared on the outside.  If the music did not appear, the tune to be 

used was identified above the text of the song (“a l’air de…,”: to the tune of…).  By far, 

the majority of songs were anti-Dreyfusard in nature, perhaps not a surprise when we 

consider that it was often the workers who were most in competition with the influx of 

immigrants, Jewish or otherwise, for the limited number of jobs available.  These 

                                                 

226
 See Jacquard, 88-89.  

227
 Zola was the principal target for anti-Dreyfusard venom, perhaps not only because of 

“J’Accuse” but because his earlier novels had offended a large majority of conservative people, focusing as 

they did on the worker, on poor social conditions, on the social and economic problems within French 

society, and thus exposed the dark underbelly of France that many wished to ignore.   
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workers, already suffering economically and socially, may have been suspicious of 

foreigners and more likely to embrace the nationalist, conservative and anti-Semitic 

views many of these songs trumpeted.
228

   

The text of the songs was often humorous, though it could also be poignant or 

melodramatic; the accompanying illustration generally gave a clue to the emotional tenor 

of the song.  There were songs about Zola, Dreyfus, Jews and Republicans, mostly in a 

negative vein, as well as songs about the army and nationalists, generally laudatory. 

Because most of the songs are anti-Dreyfusard, we get a strong sense of public opinion, 

at least of the working classes, regarding the Affair.  Further, we also get an idea of 

where people spent their money: on songs.   

This is shown first and foremost by the quantity that was produced: if chansons 

weren’t selling, undoubtedly the éditeurs and camelots would not have bothered printing 

them.
229

  Their goal was to make money, first and foremost, and if an item didn’t sell, 

why spend the time and money to produce it?  Therefore, because we have large numbers 

of songs, we understand that there was an audience for them.  Further, because most were 

anti-Dreyfusard, we can extrapolate that the public purchasing these items was anti-

Dreyfusard.  If they had been primarily neutral or Dreyfusard, there would be a more 

even distribution of Dreyfusard and anti-Dreyfusard songs.  There aren’t.
230

   

                                                 

228
 Theodore Zeldin, A History of French Passions 1848-1945. Volume Two: Intellect, Taste and 

Anxiety (Oxford: Clarendon Press, 1993), 16. 

229
 By “quantity” I refer to the number of distinct songs produced, and not to the specific tirage 

number for each song.  I have little information on how many of each song were printed.  

230
 Even accounting for the fact that many items have been lost due to time and circumstance, it is 

unlikely that only Dreyfusard items would have disappeared.  What we have left, no doubt reduced in 

number, can be taken for a fairly accurate representative sample of what existed at the time of the Dreyfus 

Affair.   
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The songs show us a split in society at an economic and social level.  While many 

of the bourgeois and upper classes began to recognize the illegality of Dreyfus’ first trial 

and questioned the verdict, at the popular level, anti-Dreyfusard feeling persisted.  

Perhaps this has something to do with their lifestyle and concerns: while the middle and 

upper classes had more time for leisure and were able to occupy themselves with abstract 

notions of Truth and Justice, the working classes were in a day-to-day struggle for 

survival.  For them, social concerns were connected to employment and habitation, and 

what did they care whether a Jew was innocent or guilty?  They had to compete with 

foreigners for jobs, were told by conservatives like Drumont that Jews controlled the 

wealth of France, and might resent them not only for this wealth but for their difference.  

It is easy to imagine their attitude: whether Dreyfus was guilty or not of being a traitor, he 

was certainly guilty of being a Jew.   

Songs were easily affordable, printed in large quantities, and while they could 

certainly be enjoyed privately, were perhaps best enjoyed as a group.
231

  People flocked 

to cabarets to hear certain performers, such as Aristide Bruant, a popular chanteur 

embraced by the working-class of Montmartre.
232

  The shared song becomes a vehicle for 

amusement as well as an expression of collective values, a way to enjoy oneself and 

make a political statement at the same time.   

 

 

                                                 

231
 An entry in the Police Archives of Paris, from a note to the Controle Générale, mentions the 

publication of a song by an ouvrier horloger-mécanicien, “Pour la Patrie, La République et l’Humanité, ou 

le Progrès Universel pour tous,” by L.-C. Lechardeur, with 5000 tirage.  Note to the Controle Générale. 15 

February 1898. Folder 6, Item 23, box BA 345. 

232
 Aristide Bruant was a well-known figure around Montmartre, specializing in songs that 

appealed to the worker.  Toulouse-Lautrec portrayed him several times in his boldly colored lithographs.   
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NOVELTIES 

Dreyfus Affair novelties generally took the form of a small moveable card.  

Sometimes the card could be simple, with a flap that lifted up to show the “joke” 

underneath.  At other times, the toy could be more involved, such as La secret de la dame 

voilée (figure 4.13), which utilizes a rivet to attach a circular disk to the back of the card, 

while two windows cut into the card show different scenes depending on how the disk is 

turned.  Another novelty relied on a pull mechanism hidden within the card, which raised 

a hand and slapped a figure when pulled, making this a three-dimensional novelty, and 

not simply constrained to two dimensions (figure 4.14).  Without fail, every novelty is 

anti-Dreyfusard.   

While I do not want to make the mistake of saying that it means there was no 

interest in Dreyfusard toys, nor that the Dreyfusards were too serious for “entertainment,” 

I also want to caution against any wholesale idea that these were being snapped up by 

every anti-Dreyfusard.  Certainly there was a market for these items, which we can see 

from the fact of their production.  But given the limited quantity of these items, the 

market was not as great as for other items such as songs or postcards.  Though we do not 

have information on the social class of the people who purchased the many novelty 

products available, we often do know the publishers of these items.  In many cases, the 

same publisher who produced songs also produced novelties.  For this reason, we can 

extrapolate that some of the same consumers purchased both, but without making any 

claims to the novelties being most popular among any certain social class.   

Who was the ideal consumer for these items?  Certainly these were not meant for 

children, despite being called toys.  While it is possible that some children might have 
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enjoyed the more visual of the objects, without fully understanding the context (and here 

I think specifically of the card mocking Joseph Reinach, figure 4.15, in which he is 

presented clothed on the top piece of paper, but is shown as an ape beneath the flap), the 

majority of the objects required a complete understanding of the Affair in order to 

recognize the people depicted and the ideas presented visually in the card.   

This, for instance, would be necessary for La Secret de la Dame Voilée, in which 

the viewer is asked to recognize the various figures they lift up from the well, as well as 

those figures doing the lifting.
233

  Though the figures are briefly identified, the viewer 

still needs to understand the reference, and the joke behind the idea of who lifts up whom 

from the well.  The figure of Truth emerging from a well was a common symbol, as we 

have seen, and often deployed in the Dreyfus Affair, most particularly by the 

Dreyfusards.  Here, it is used in an ironic and mocking way to ridicule Jews and 

Dreyfusards, an opinionated statement about the kind of “truth” those figures seek.  

Another card, figure 4.16, Le Pif du Frere a Mathieu, incorporates an extendable 

nose, a clearly phallic reference, and one that shows not only the anti-Semitic attitude we 

expect from the anti-Dreyfusard contingent, but also reflects, through a distorted 

lens/mirror, the widespread French preoccupation with virility and masculinity.   In this 

card, the illustrator makes Dreyfus’ drooping nose a stand-in for his sexual organ.
234

 

Though the nose might grow and extend, it remains limp and flaccid, a commentary on 

                                                 

233
 In the novelty, both the figures lifting, and the people and items lifted change.  They are printed 

on a disk placed on the back of the card, through which windows have been cut to show the figures at 

different “stops” on the disk.   

234
 “Pif” can be interpreted as slang for nose. The use of the elongating nose is particularly 

interesting because it brings to mind Pinocchio, the puppet whose nose grows as he lies.  Pinocchio was 

written by an Italian, Carlo Collodi, in the early 1880s, and it was translated into English in the 1890s, but I 

have yet to determine whether it would have been known of in France, as the first French printing wasn’t 

until 2902.  This is a further area for research and exploration.   
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and repudiation of Dreyfus’ own masculinity, and by extension, that of all Jews.  The 

implied corollary, of course, is the masculinity of the true Frenchman, the one who no 

doubt held the card and manipulated it, enjoying the joke.    

 Given the mature themes and the necessity of understanding current events, the 

novelties were clearly meant for an adult audience.  As noted, entertainment was a 

society-wide pursuit, and one that permeated even the news journals.  The idea of 

decoding visual and textual symbols was common in the nineteenth century; riddles and 

rebuses were popular, and as at least one text makes clear, these were pursuits for all 

ages.
235

  The author includes a handy visual key, helping the reader recognize that an 

image of a nose, for example, can mean “nez”, “n’est” and “n’ai” (“nose”, “is not”, and 

“not have” respectively) (figure 4.17). As we examine illustrated material from the past, 

keeping these multiple associations in mind is useful; while today we don’t immediately 

think of the varied connotations an image might have had, these associations would have 

been well-known in the fin-de-siècle and added additional layers of interpretation and 

meaning.  

The key, however, was to be able to decode it; this makes many of the images not 

just a diverting amusement but an intellectual exercise as well. Visual puns, textual puns, 

and double entendre all belong within this category of intellectual amusement, because 

while the humor may not be sophisticated, nor the “codes” very elaborate, they still 

require at least a modest effort on behalf of the viewer to reap the fullest enjoyment. 

Indeed, this is where much of the humor resides within the games 36 Heads and Le Jeu 
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 L. Harquevaux and L. Pelletier. Recréations Intellectuelles, Jeux d’esprit a la portée de tous: 

Théorie et Application.  Paris: A. Hennuyer, 1901. 
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de Vérité; apart from any enjoyment felt by actually playing the game, the participant 

could also appreciate the visual and textual jokes scattered around the playing board.   

 

PRIVATE ENJOYMENT VS. PUBLIC CONSUMPTION 

Up to now, I have been discussing items that were mass-produced, and generally 

of a low-brow and populist nature.  Yet another distinction emerges here, because while 

by far the majority of items produced during the Dreyfus Affair were for sale and made 

by professionals, there were also a handful of individuals who were inspired by the Affair 

to create objects of their own.  For instance, some people made memory albums and 

incorporated Dreyfusana amongst the other items pasted within the covers; one person 

made at least three collaged fans using a basic blank fan that newspaper and journal 

images were then pasted onto; a tobacco jar in the shape of Alfred Dreyfus’ head exists, 

as does a walking stick; and there were also puppets.
236

  What is interesting to note about 

these items (aside from the very fact of their existence) is their absolute rejection of 

temporality.  Even the scrapbooks do so, despite the use of ephemeral materials, because 

the items within are chosen with care and with the goal of preservation. 

The urge to create a personal item, one not for sale or public consumption, relates 

to private enjoyment and the pleasure found in making something oneself.  Yet some of 

the items made would be private and remain within the home (like the tobacco jar), others 

could be made at home and then taken into the public view, where they might elicit 

comment.  Fans could have been used either in the home, perhaps at a salon amongst 

                                                 

236
 The Musée de Bretagne in Rennes has a wonderful permanent exhibition on the Dreyfus Affair 

in which many of these unique objects are shown. The Musée in Rennes has a memory album, walking 

stick, puppets and tobacco jar, while the Carnavalet Museum in Paris has three fans.   
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friends and family, or used in public in a theatre or park (though the rather plain nature of 

the fans encourages me to believe they were used within the home and not outside of it).  

A walking stick, too, could be taken out and there would be a certain amusement in the 

idea of having the effigy of someone literally in your hand, under your control.  Even 

items that remained in the home, such as albums, could become sites for public display, 

since albums were both a private and a public item, something that could be viewed 

during a social call.
237

 

Generally, memory albums became keepsakes, a scrapbook where the creator 

could put paper items which interested, amused or moved them.  These albums differ 

from a family album, in which the owner would include photographs or representations 

of their loved ones; the albums referenced here were scrapbooks, compendiums of the 

ephemera of their world.  Sometimes the owner only puts a certain type of item in the 

album, such as the album in the Bibliothèque Nationale (Richelieu) which holds the 

business cards for a variety of stores.  While this album has absolutely nothing to do with 

the Dreyfus Affair, it is nonetheless instructive because from it we get a sense of what 

advertising methods were popular, as well as the degree of importance visual material 

held within late-nineteenth-century society.
238
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 Elizabeth Siegel.  Playing with Pictures: The Art of Victorian Photocollage (Chicago: The Art 

Institute of Chicago, 2009).  This book explores albums in a primarily British context, but based on the 

existence of similar albums in France at the time, a comparable usage can be extrapolated.   

238
 From the Richelieu album, we see that visual vignettes were widely popular and often 

showcased children in the “leading roles”.  The vignettes could be of the everyday variety (ice skating, 

playing games), but businesses also capitalized on the use of fables and fairy tales, again often inserting 

children into the leading roles.  In this vein, Au Chapeau Rouge presents a series of cards showing various 

fables; another business, Aux Laines de Tunis, put together a set cards, each featuring an image from a 

different story, from Bluebeard to Cinderella.  The use of children suggests a desire to play upon the 

sentimentality of the viewer, most likely a woman since women were a key consumer audience and 

primarily responsible for the purchasing of household items as well as clothing for themselves and their 

children.   
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These business cards, with their visual format, echo popular calling cards (cartes 

de visite), which began to incorporate photography as that technology became more 

accessible.  The similarity in size, as well as their visual nature, supports this comparison.  

Further, photographic calling cards became “collectible” among different social sets; they 

were objects to display and even to decoupage.  Businesses deliberately invoked the idea 

of display in the embellishment of their cards with images designed to interest, amuse 

and move the viewer.  Their cards could be collected (indeed, the very nature of a series 

promotes this habit), displayed, or even cut and altered.  As the Richelieu album 

demonstrates, this is precisely what happened to these cards; they were collected and 

became keepsakes, ephemeral “nothings” that were kept for posterity due to the images 

upon them.  In these cards, the image becomes a powerful marketing tool.  A plain card 

could get forgotten easily, but a card that triggers a response, whether of sentiment or 

amusement, is more likely to be remembered.  Advertisers counted on this.   

And the Dreyfus Affair did spawn collectible advertising cards.  Two chocolate 

companies put together a series of cards showcasing important personages of the time, 

among whom the players of the Dreyfusard and anti-Dreyfusard camps figure strongly 

(figure 4.18); Lefevre-Utile (the cookie company better known today as LU) also created 

a series of cards in 1912 which, while not directly referencing the Affair, promote several 

figures from it (figure 4.19); while in 1899 a dental company promoted its toothpaste, 

Dentol, with a series of illustrated cards showing key people and events in the Dreyfus 

Affair on one side, with information about Dentol and becoming a “cocquette” on the 

other (figure 4.20).  Finally, cigarette companies created collectibles, such as a series of 
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images on the small paper envelope to hold the cigarette papers, printed with scenes and 

persons from the Affair (figure 4.21).   

Aside from the Dentol cards, the other items were made after the pardon (though 

before Dreyfus was officially exonerated of all blame in 1906), and through the display 

of important personages and key moments within the Affair, they act as souvenirs.  These 

items indicate an awareness of contemporary collecting practices, as well as an 

acknowledgment of the interest the Dreyfus Affair held for the public.
239

 The choice of 

the size of the cards is suggestive as well, as it is in keeping with the format of cards 

pasted into scrapbook albums, supporting the idea that these cards were not only meant to 

be collected, but that the businesses expected they might be displayed as well, making 

them objects for posterity.  The businesses displayed a great deal of savvy using current 

events and popular culture (scrapbooking) to promote their product. 

While scrapbooking was primarily a female hobby, collecting was traditionally 

male.
240

  The collecting of cartes de visite and business cards blurs the gender divide, as 

women were the clear marketing target for these items; the Dreyfus Affair cards similarly 

cross gender lines as the subject is “serious” and without sentimentality (though not 

without melodrama), yet several of the businesses are either directly invoking women 

(the Dentol cards) or at the very least promote products that can be enjoyed by either sex 

                                                 

239
 It is possible that the creation of collectible cards such as these indicates recognition on the part 

of contemporaries of the probable historical importance of the Dreyfus Affair, but it is equally likely that 

the businesses were simply capitalizing on an event that had captured public attention.  

240
 Ruth Iskin, Tbe Poster: Art, Advertising, Design, and Collecting, 1860s-1900s (Hanover, New 

Hampshire: Dartmouth College Press, 2014)   Iskin explores the fin-de-siècle iconography of the female 

print connoisseur, noting its widespread use in images meant to promote either fine art print publications or 

print dealers.  Iskin compares the new iconography of the female print connoisseur/collector with that of 

the traditional male collector, but indicates that there is no proof that the iconography of the female print 

collector corresponded in any actual way to a growth in the practice of collecting among women.  Instead, 

Iskin argues, the use of the woman was a marketing device, first and foremost.   
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(chocolate and cigarettes).  It is probable that the cigarette cards were designed to appeal 

to a man, but because scrapbooking was a female pastime, it is certainly possible (though 

I do not suggest likely) that women encouraged their male family and friends to purchase 

a particular brand in order to collect cards for an album.  

“During the period, commercial businesses did not usually make reference to the 

Affair in their advertising.”
241

 As the catalogue of the Lorraine Beitler Collection makes 

clear, very few businesses used the Dreyfus Affair to sell their product during the Affair 

(making the Dentol cards particularly unique and their marketing director particularly 

innovative).  Yet this did not mean that business owners were ambivalent about the 

Affair; instead, one way they indicated which side of the divide they favored was through 

their advertising venue.
242

  If a business advertised on the back pages of L’Aurore, 

chances were good they supported the Dreyfusard cause; if a business preferred to 

showcase themselves in La Patrie or La Libre Parole, then readers likewise could 

understand they were anti-Dreyfusard.  Readers could determine which businesses to 

support based on which reflected their shared values.  The public could thus participate in 

the Dreyfus Affair through their purchasing power, not only of ephemeral items for 

amusement, but through the purchase of personal and everyday items as well.
243

   

When someone created something “from scratch,” as did happen during the 

Affair, such as in the case of the three fans at the Musée Carnavalet, or the Walking Stick 

                                                 

241
 Selected Works Catalogue to the Lorraine Beitler Collection of the Dreyfus Affair at the 

University of Pennsylvania.  Section IX: Ephemera.  2002. 

242
 I am grateful to Frederic Lions, conservateur at the Bibliothèque Historique de la Ville de 

Paris, for suggesting this to me. 

243
 I think this is a rich area for scholarship. While I have no information on this topic, it would 

make for an interesting study, and it would be fascinating to discover if businesses did see an uptick or 

decrease in their sales during the Dreyfus Affair based on where they advertised.   
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in the collection at the Musée de Bretagne, these objects appear to have an interactive 

function.  This is also the case for the hand puppets, also at the Musée de Bretagne.  All 

three of these categories (fans, staff and puppet) demand an agent to realize their purpose: 

in other words, someone needs to hold them and engage with them.  As such, they are far 

more intimate and personal than anything else examined here.  To make something is a 

labor of love, an expression of interests and, potentially, identity.   

In the fans, we see an everyday accoutrement of the nineteenth-century woman 

transformed into an object of memorabilia (figures 4.22).  Fans were extremely common 

in the fin-de-siècle, with over 1200 people in Paris and the area surrounding Paris 

employed in their creation.
244

  In addition to the great variety of fabrics, colors and 

supports that a woman could choose from for her fans, there was also, in the 1890s, a 

significant market for the blank fan, one which could be embellished either with 

decoupage, paintings or autographs.
245

  Playing with Pictures discusses Victorian painted 

and collaged keepsake albums, and it appears as though, in fin-de-siècle France, the fan 

could operate in the same way, with the fan’s owner seeking autographs, pithy 

statements, small drawings or other marks of presence from friends and family.  This 

action then transforms the fan from something strictly mass-produced to something more 

personal, a keepsake or a material object that situates its owner within a context larger 

than herself.  While this practice is intriguing, the fans at the Carnavalet don’t document 

the personal world of a woman, but rather the political world of Paris.  The fans operate 
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 L’Éventail: Miroir de la Belle Epoque, Musée de la Mode et du Costume, exposition 24 mai-27 

octobre 1985 (Paris: Paris-Musées et Société de L’Histoire du Costume, 1985), 23. 

245
 Ibid, 89. 
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as a scrapbook, less a personal history than a personal statement, but no less likely 

intended for viewing within an inner circle.
246

   

The three fans are each quite large, easily 18 inches across, (specifically 40.5 cm 

by 76.8 cm), made of paper on wooden supports.  They are collaged with cuttings from 

journals from the Zola Process and the Rennes Trial, as well as other scenes from 

l’Affaire Dreyfus.  Though nothing is known of the person who made the fans, the size 

and quality of the fans indicates a fairly significant expenditure, and it appears as though 

many of the images come from L’Illustration, one of the more expensive illustrated 

journals.  In addition, the person or persons who made these would have had to have had 

the leisure time to devote to this project.  All these clues suggest that the person was well-

to-do, at the very least a middle-class woman if not of a higher social station.  Though 

some women were active participants in the Dreyfus Affair (one thinks of Severine and 

Gyp, notably), in general the majority of players were male.  The fan indicates the 

interest of women in the Affair, their familiarity with the visual material and their desire 

to engage with the Affair at some level, if not in the public sphere, than in a private 

one.
247

  

The creation of puppets, of which four are known, suggests that at least one of the 

several puppet theatres that existed in Paris during the late 19
th

 century was working with 

                                                 

246
 The Victorian album was often passed around in the privacy of a home, for the enjoyment of 

close friends and family.  The Dreyfus Affair fans might have been used in public, but without further 

information on their possible maker, it is impossible to know.  It is probable, at the very least, that they 

were displayed and/or used within the home.   

247
 The juxtaposition of the fan, a traditional article of feminine fashion and flirtation, with the 

mass-produced illustrations of the highly political Dreyfus Affair, is somewhat jarring and completely 

fascinating.  This is a contrast that is worth further thought, as is an investigation into the public and private 

ways women participated in the Dreyfus Affair.   
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topical material.
248

  The four extant puppets at the Musée de Bretagne in Rennes depict 

Fernand Labori, Georges Picquart, Alfred Dreyfus and Emile Zola.  The puppets measure 

approximately 18” in height, are made of carved and painted wood, with long tunic-like 

outfits that would have allowed a person to insert their hand within to manipulate the 

puppet.  It is impossible to ascertain whether these potential shows might have been 

Dreyfusard or anti-Dreyfusard in nature; most likely, in fact, there would have been a 

general heaping of ridicule on all parties involved, though the depiction of Capitaine 

Picquart in priest’s robe, and of Emile Zola with a brown mark on his forehead and 

wearing what appears to be a sackcloth, hints at a fairly subversive and anti-Dreyfusard 

production (figures 4.23 and 4.24).   

 

 

THE COLLECTOR 

The items for entertainment can be broadly generalized into two categories: those 

promoting short-term and immediate pleasure and those providing long-term satisfaction.  

Undoubtedly most of the items were for immediate consumption: the weekly journal, the 

poster on the boulevard, the paper novelty.  Yet some items were made with a specific 

sort of purchaser/consumer in mind, that of the collector.  

Collectors have always existed, ever since the availability of beautiful, rare or 

unusual objects and a population who could afford them.  Ancient Egyptians, Greeks and 

                                                 

248
 Puppet theatres were common throughout Europe.  Though some performers worked on the 

street or I parks, there were also several theatres devoted to the art of the marionette. Puppetry was a long-

established form, and was often used to address questions of authority or social expectations in a humorous 

way Though the puppets would have likely been used in a professional (i.e. for profit) setting, because of 

the individual and hand-crafted nature of these marionettes, I have included them in this discussion. 
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Romans had collectors, and the practice has continued into the present era.  However, 

whereas before the nineteenth century, collectors had focused primarily on the Fine Arts 

(Sculpture, Painting), by the fin-de-siècle and the Dreyfus Affair, there was a new kind of 

collector, that of contemporary popular culture.  It is likely that this kind of collector 

developed from that of another kind, also fairly new in the nineteenth-century, the vieux 

papiers collector.   

Vieux papiers, literally “old papers,” is a French term that essentially denotes the 

ephemeral printed material of the past. In the 19
th

 century, this was largely understood to 

be items from the 17th and 18th centuries, but by the fin-de-siècle, an interest in 

contemporary ephemeral paper products was also on the rise.  This, for instance, is what 

fueled John Grand-Carteret’s book, Vieux Papiers, Vieilles Images, which not only 

identified categories of material (for example calling cards, theatre programs, 

advertisement brochures) but examined them with the eye of a connoisseur, looking to 

their past form and present trends.
249

  Grand-Carteret was himself a collector of vieux 

papiers, as well as a widely recognized authority on all things print related, and it is 

worth mentioning that he also authored a book on illustrations of the Dreyfus Affair, 

during the Dreyfus Affair.
250
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 John Grand-Carteret, Vieux Papiers, Vieilles Images: Cartons d’un Collectionneur (Paris: A. 

Le Vasseur et Cie, 1896).   
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 The editors of Vieux Papier, a journal devoted to the connoisseurship of printed ephemera, 

mentions Grand-Carteret as an expert, specifically identifying him as “l’érudit iconophile.” Further, it is 

worth mentioning that this journal developed out of a group devoted to this interest, the Société 

Archéologique, Historique et Artistique.   Le Vieux Papier: Bulletin de la Société Archéologique, 

Historique et Artistique, no. 1 (1900-1902) (Lille: Imprimerie Lefebvre-Ducrocq, 1903), 75. 

    In addition, Grand-Carteret published many books on printed materials, including L’affaire 

Dreyfus et l’image: 266 caricatures françaises et étrangères (Paris: Flammarion, 1898), Vieux Papiers, 

Vieilles Images: Cartons d’un collectionneur (Paris: A. Le Vasseur et C
ie
, 1896) and Les Mœurs et la 

Caricature en France (Paris: Librairie Illustrée, 1888).  
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The collector’s interest in vieux papiers was broad and egalitarian: any printed 

material could be fair game for collecting, whether it was a memo connected to politics 

and affairs of state or the label for a bottle of rum.  While individual collectors might 

favor certain types of vieux papiers, any type was potentially interesting, since all of them 

carried information about the society that produced them.  In a time when the world was 

fast-paced and change and the new were the watch-words of the day, the past seemed to 

be in danger of being forgotten.  As Georges Baillière states, “La passion de collections, 

passion bien inoffensive en soi, s’est beaucoup developpee dans ces dernieres annees, 

inspiree sans doute par le besoin de se rattacher aux temps passes, par le desir aussi de 

conserver le present.”
251

  Collectors embraced ephemera as a means of knowing the past 

and ensuring it wasn’t forgotten.  

It isn’t such a stretch to imagine that once the value (monetary, historical or 

otherwise) of vieux papiers was established, there might be an interest in the potential 

value for posterity in contemporary ephemera.
252

  As paper became devalued, with 

journals meant to be read once and then tossed away, the collectors gathered what they 

could of previous periods in order to learn more of the people and society they came 

                                                                                                                                                 

The book on the Dreyfus Affair looks not only at the images produced in France, but in other 

countries as well, including Italy, Germany, the United States and England. In general, Grand-Carteret 

takes a neutral stand, not identifying himself as either for or against Dreyfus; in other words, the view of 

the ambivalent collector-connoisseur and not a political partisan.  

251
 Georges Baillière, “ Les Prospectus actuels, ” Le Vieux Papier: Bulletin de la Société 

Archéologique, Historique et Artistique, no. 1 (1900-1902) (Lille: Imprimerie Lefebvre-Ducrocq, 1903), 

441.  Translation: “The passion of collections, a passion inoffensive in itself, is much developed in recent 

years, no doubt inspired by the need to attach oneself to times past, [and] by a desire also to conserve the 

present.”  

252
 Indeed, Ruth Iskin discusses the idea of the modern print collector as viewing himself as an 

archivist for future generations, and his collection as a museum. 



157 
 

from.
253

  While vieux papiers collectors were gathering together the discarded remains of 

previous generations, another kind of collector looked to their own historical moment as 

they assembled material connected to the Dreyfus Affair. 

Certainly during the Dreyfus Affair, some artists and editors seemed to have an 

eye to the future when they produced items in series, clearly meant to be collected as a 

set.  While most ephemera were produced for strictly immediate consumption, the 

creation of series suggests an awareness of another kind of purchaser.  It suggests that the 

Dreyfus Affair was early on becoming recognized as having a historic value, greater than 

its moment.  One collects things to keep, often for decades, and one collects things that 

are either valuable at the time, or that one suspects will become valuable.
254

  The Dreyfus 

Affair had entered popular culture and had saturated it, but once illustrators and editors 

produced items in series, they created something for the collector and the connoisseur. 

The collector and the connoisseur, though often linked, are not the same.  As 

mentioned, the collector in history generally gathers rare, beautiful or unusual items, and 

in choosing these items shows himself to be a connoisseur, with an eye for these 

qualities; but sometimes people prefer to have a representative collection of something, 

or ideally, every example of something, however humble.  In other words, there is the 

possibility of the collector-connoisseur and the everyday collector, the two distinguished 

as much by what they collect as their reason for collecting itself.  

                                                 

253
In some ways, those scholars prefigure today’s material culture theorists. 

254
 Also one collects to have all examples of something, or of a chosen mascot, or to gain prestige 

(social value); but when wanting to have all the examples of something connected to the Dreyfus Affair, 

there is the strong likelihood of an implicit recognition on the collector’s part of the historical moment. 
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In the Dreyfus Affair, postcards were the chief collectible, though posters and 

portfolios were also collected.  Many of the printed items I look at in this dissertation 

have no overt function beyond entertainment or as a visual means of conveying 

information.  Postcards are different, because they are cheap, easily produced, made for 

immediate use with a communicative function inherent in their existence, completely 

unrelated to any entertaining or didactic function of the imagery they carried.
255

 

Postcards, which had only recently been developed and were just beginning to be 

in vogue in Europe, became a prominent canvas for both Dreyfusard and anti-Dreyfusard 

imagery and ideology. 
256

  Several museums in France and the United States have 

collections of Dreyfusana postcards, some of them quite large and representative.
257

  

Most of these museum collections have their origins in the collections of contemporary 

observers, a fact that speaks to the widespread practice of collecting postcards and 

specifically of Dreyfusana.  While many of these postcards were printed individually, en 

masse, there also exist many postcard series, which were treated just as contemporary 

fine art prints of the time were, with the number of examples made printed beneath a 

handwritten number denoting each card’s specific place in the print run.  The artists, in 

identifying their images in the same manner as fine art printers, staked a claim for them 

as not only illustrations, but as art, and further, as valuable items: as commodities to be 

desired and collected.     

                                                 

255
 Games also had a function, of course.  Games were to be played, but since that function is also 

purely about entertainment, it is quite different than postcards. 

256
 “La carte postale illustrée étant a la mode […] .” Translation: “The illustrated postcard being so 

fashionable […].” Georges Baillière, “Les Prospectus actuels,” Le Vieux Papier, 446. 

257
 Among the museums with significant collections are the Musée de Bretagne in Rennes, the 

Musée de l’Art et Histoire de Judaisme (MAHJ) in Paris, and The Lorraine E. Beitler Collection at the 

University of Pennsylvania in Philadelphia.   
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Though no records exist that give a comprehensive view of the collecting habits 

of the public during the Dreyfus Affair, from the number of collections that exist, as well 

as from the many series produced, that there was a definite market for these series and for 

postcards in general.  A book by Xavier Granous, L’Affaire Dreyfus: Catalogue 

Descriptif des Cartes Postales Illustrées, francaises et etrangeres parues depuis 1894 

(1903), discusses a collection of Dreyfus postcards in the same matter that Adam von 

Bartsch discusses master prints in Le Peintre-Graveur: by identifying the artist, number 

of examples made, the specific example within the collection, and a brief description of 

the content (when important).
258

  At the end of the text, the author examines the value of 

these postcards, noting the original cost (often printed on the postcard), and the current 

value, which had increased.
259

  The fact that this book exists, created so shortly after the 

Dreyfus Affair, speaks to the interest in the subject, while the author’s discussion of the 

economic value of several postcards speaks to a view of them as commodities, and 

desirable ones at that. 

Collecting is a leisure hobby, and available only to those with an expendable 

income and a place to house their collection, safe from the effects of time and climate.  

                                                 

258
 Xavier Granoux, L’Affaire Dreyfus: Catalogue Descriptif des Cartes Postales Illustrées, 

françaises et étrangères parues depuis 1894(Avant-propos par Ch. Fontane) (Auxerre-Paris: A. Lanier, 

1903). 

259
 Charles Fontane tells an anecdote about a collector who wanted to have all the postcards from 

the Dreyfus Affair, and who spent close to 30,000 francs amassing his collection, a price Fontane says is 

accounted for by the rare, and therefore “chères” (expensive) nature of the cards.  Fontane specifically 

references the Couturier series, “Histoire d’un crime,” which sold in three series, and for which the original 

price was 1 franc 50 a series and which, at the time of the book’s publication was running 100 francs for a 

series.  Fontane also mentions Couturier’s commemorative postcard of the Rennes trial, originally available 

for 2 francs but costing 60-70 francs in 1903.  Fontane speculates that the vogue for collecting postcards 

stemmed in part from a desire to see the value of certain cards appreciate, as those of the Dreyfus Affair 

had done, and that this also accounted for the desire to have multiple examples of the same card.  Charles 

Fontane, “Avant-propos,” in Xavier Granoux, L’Affaire Dreyfus: Catalogue Descriptif des Cartes Postales 

Illustrées […], 4. 
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Collecting thus constitutes a form of high-brow entertainment, one in which the pleasure 

elicited from an object pertains not just to its visual or ideological appeal, but to its 

ownership; the short-term gratification coincides with the knowledge of a long-term 

pleasure.  In addition, any increase in the value of an item might also add to the pleasure, 

giving the collector an extra layer of gratification as his foresight pays off monetarily. 

Postcards have a dual identity as both low-brow and high-brow entertainment.  

Anyone, even the very poor, could purchase a postcard; but only the more affluent 

(middle class and above) could collect them.  Further, the imagery on many of the cards 

was of a low-brow and populist sort, designed to appeal to a large market, broad in its 

humor and fairly coarse in its subject matter (figure 4.25); much of it was scatological or 

connected to bodily functions, physical features were exaggerated in a mocking way, and 

puns (visual and otherwise) were used.  On the flip side, there were indeed “noble” 

visions and realistic and apparently earnest images, though these were a small portion of 

what was produced (figure 4.26).  And even when full of images about Truth and Justice, 

postcards remained a low-brow form of entertainment, in type if not in subject, because 

they were available to all.  

In addition to entertainment, the postcard functioned as a sign of allegiance and 

identity.  When one person sent a card to another, they were sharing not just the words 

they wrote on the cards, but their own ideas about the Affair.
260

  One suspects that the 

sharing of postcards was primarily a “preaching to the choir” activity, with people 

                                                 

260
 Figure 2.28, a general view of Rennes that was purchased by Couturier to send to his friend 

from the Rennes trial of 1899, is a good case in point.  The card was purchased before the postcard makers 

had had time to create images of the trial for sale, and so people already there were only able to purchase 

what was available, which for Couturier meant general views of Rennes.  However Couturier sketched onto 

these areas, a visual ad libbing, creating scenes that reflected his own views of the Affair and his passionate 

Dreyfusard stance.  These cards are both a testament to the use of cards as part of a community (the sharing 

of bonds between people) as well as identity (in this case, as a Dreyfusard). 
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sending them to those they knew to share similar views, or who they felt would 

appreciate the image for the same reasons they did and in much the same manner.  There 

were thousands of postcards in the mail, sent not only in France but throughout the world.  

Most of those have long since perished or disappeared from our view, and most of the 

ones that remain do so because of the collectors.  This makes it difficult to get an accurate 

sense of how postcards were used.  How frequently did people send them?  What did they 

write on them: did they just sign their name, did they reference the Affair and/or the 

imagery on the card, or speak of commonplaces instead?   

What we do know is how the collectors received and used their cards.  While 

some were received from friends who wrote a few words on them, many only contain the 

address of the collector.  Further, many of the postcards in collections don’t even have an 

address: they were sent in pristine condition, enclosed in an envelope, which could 

indicate an interest on the collectors’ part to have pristine items for their collection.  

Perhaps they realized, much as today’s collectors of first editions do, that writing could 

negatively influence their future value.  Though postcards shared among friends probably 

held to the same viewpoint on the Affair, those sent to the collector belonged to both 

sides.  For the collector, the practice was less about an ideological viewpoint and more 

about the act of collection and ownership.  Collectors probably had their own view of the 

Affair (everyone seemed to), but in the matter of their hobby, they were largely impartial.   

This view of the collector, who wants to get every example regardless of political 

view, distinguishes him from that of other consumers around him.   While most of the 

products were targeted at people who shared the values promoted within them, and it is 

unlikely they were purchased or enjoyed by anyone else, the postcard collector 
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challenged this divide by essentially refusing to participate (at least through postcards) in 

the ideological battle being waged.   

The postcard collector is the only one who truly does this.  Other items that 

collectors might be interested in, such as the album of prints dedicated to Captain 

Picquart, or the Musée des Horreurs poster series, were clearly targeted at a specific 

audience and due to the nature of the subject (both were highly political in nature, though 

widely different in visual approach and intent), would not have appealed to those outside 

that audience.
261

  

As demonstrated in this chapter, the Dreyfus Affair proved ripe for images and 

objects of amusement for the general public.
262

  The items explored were all tangible, 

objects that could be touched, held, crumpled up and thrown away or tacked on a wall.  

Though primarily meant as ephemeral, the number of existing items suggests that this 

material grew to have a value outside that of immediate entertainment, and it seems 

largely due to the interest of contemporary collectors (as well as those in the 20th 

century) that so much has survived.  Many private collections have been donated to 

museums and libraries and constitute a valuable archive for the present-day scholar, 

whether their interest is specifically the Dreyfus Affair, or a broader interest in fin-de-

siècle caricature.    

                                                 

261
 I speak in general terms.  There may have been a few extraordinary individuals who collected 

both these things, and in fact, it could be that some of the postcard collectors were simply Dreyfusana 

collectors and collected everything, no matter its form.  Still, that being said, postcards were easy to collect 

and house and many appear to have done so.  The two series’ I reference here, the Hommage a Capitaine 

Picquart and the Musée des Horreurs, would not have found widespread and universal support; those with 

a particular interest would have desired these and few others.   

262
 The number of examples that exists today of these ephemeral materials speaks to the large scale 

production of these materials during the Dreyfus Affair, given that only a fraction of what was produced 

will have withstood the ravages of time and humanity. 



163 
 

CONCLUSION 

My preceding chapters have all dealt, in one way or another, with the visual 

material of the Affair.  I have been interested in discussing how the material could have 

been used and understood by the public, but my overall purpose has been to open up a 

discussion about this material and generate new approaches to looking at it.  For instance, 

Henri Meyer’s illustration of the degradation is one of the most well-known images of the 

Affair; but beyond its use as a sort of “document” of the event, it has not been read as a 

visual image, constructed for the public gaze. This aspect of the imagery, at least of the 

“informational image” seems to get forgotten, lost in larger discussions of the history and 

events of the Affair.   

The public also seems to get lost in the historical narrative of the Affair.  They 

may be mentioned, but it is generally in passing, often connected to the idea of “the 

public response” to the Affair, but without any sort of specific engagement on their part 

to it or within it.  In other words, authors tend to remark on the interest of the public in 

the Affair, or the public outcry about the injustice of the trial, but without specifically 

mentioning ways the public actually engaged with the Affair.  I have tried to address this 

by utilizing the ideas of didacticism and entertainment and suggesting the importance of 

purchasing power.  What the public spent money on during the Affair should be explored 

further, because it certainly speaks to their engagement with it, and the popular (as in 

connected to the people) views of the Affair.  It might even be possible to chart public 

opinion of the Affair from the items purchased, as well as when they were made and in 

what quantity.    
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Napoleon Hayard, the purveyor of novelties and broadsheets, the “king of the 

camelots,” is a figure about whom very little is known.  The greatest amount of material 

connected to him relates to the Dreyfus Affair, but I think this is probably accounted for 

by the importance of the Affair within history and a tendency to keep (and as I explored, 

to collect) material connected to the Affair.  But other items were produced by Hayard 

during his lifetime, including songs and posters, at least one of which, printed shortly 

before the advent of the Affair, has links to the 1870 Commune.
263

  From this poster, as 

well as a song about the broken life of an ouvrier (laborer), we can deduce that Hayard 

had conservative social leanings before the Affair, marked by an interest in the worker, a 

devotion to nation and respect for the military.  He appears to have specialized in songs, 

and had at least one certifiable “hit,” En voulez-vous des z’homards?, which had Paris 

singing.
264

  But even at his death, relatively little was known about this man: witness a 

notice about his death in Le Vieux Papier, in which the author paints a broad picture of 

Hayard, but without mention of his recent activities as an anti-Dreyfusard  merchandise 

purveyor.  Likewise, Napoleon Hayard has a box at the Musée d’Orsay, but with only one 

item within it, a caricature drawn by Hayard of Aristide Bruant for the cover of a 

publication titled, Les Binettes Contemporaines.  Further, even the dates of Hayard’s 

birth and death are missing.  This lack of material conveys an inaccurate idea of Hayard, 

suggesting he was primarily a caricaturist without any reference to his larger occupation 

                                                 

263
 This poster was made on a large scale, printed on red paper, and is dedicated to the “Heroes of 

the Commune,” such as Henri Rochefort.  It can be viewed at the Bibliothèque Historique de la Ville de 

Paris. 

264
 Le Vieux Papier: Bulletin de la Société Archéologique, Artistique et Historique (Lille: 

Imprimerie Lefebvre-Ducrocq, 1903), 332. 
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as a printer.
265

  Almost nothing is known about Hayard, who published under a variety of 

pseudonyms including Jean de Croissant, Leon DuCroissant, Saint-Hayard and 

Drayah.
266

  An investigation into Hayard’s life, with a more representative sampling of 

his work, would be a worthy study. 

Another avenue for research are the songs of the Dreyfus Affair.  To my 

knowledge, only one study of these songs has been undertaken, and that was broad in 

nature, generally identifying the subject of the songs without going into too much depth 

about the meaning of the lyrics or the jokes contained within, and with almost no 

reference to the images on the covers.  There is much room for work on this topic.  An 

investigation into the connection between the image and the text could prove useful, as 

well as an in-depth decoding of the songs.  Many of them contain slang, abbreviated 

expressions and oblique references to people and things: a study of these could help 

future scholars who might find it difficult to grasp the different people and events being 

invoked by the writer.   

In conjunction with a decoding of the songs, it would be interesting to research 

the popularity of the songs.  For instance, is it possible to find out which songs were sold 

the most?  Did cost or subject play a factor in which were most popular, and did the 

visual image help boost sales?  It might be possible to identify common factors if it were 

possible to uncover which were the most widely sold and /or the most popularly 

performed.  Based on the idea that the songs had wide appeal for the working classes, a 

                                                 

265
 The Musée d’Orsay has a wonderful Documentation center, organized first by media and then 

by artist.  This center is a treasure trove of information for the nineteenth-century scholar. Each artist has a 

box (or dozens, depending on the artist) filled with information about the artist such as auction sales, 

excerpts from letters, examples of their work, and journal entries. 

266
 This information comes from the database at the Bibliothèque Historique de la Ville de Paris, 

under search terms. 
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study could be made of these songs as well as a comparison to other popular (non-

political) songs, and it might be possible to gain a broader picture of working-class 

Parisians and their concerns.   

 Though some have suggested that the Affair was not as prominent a presence in 

Paris as scholars have made it out to be, and that it was primarily a matter for the 

bourgeoisie and the educated elite and scarcely drew the notice of the average Parisian 

worker, I do not think this attitude is borne out by the contemporary textual and visual 

evidence.  The daily and weekly journals mention the Affair frequently and the most 

popular of the journals, Le Petit Journal, which was specifically aimed at the common 

man and not an educated elite, filled its pages with the Affair.  Further, as I briefly 

touched on in Chapter Four, the preponderance of songs during the Affair, most of a 

raunchy character, seems to suggest a working-class interest in the Affair, since this was 

the population most likely to purchase and sing these ditties.  Journals commented on the 

public interest in the Affair, and of course, Caran d’Ache’s famous cartoon underscores 

the idea of the passionate interest the Affair generated (sometimes to the point of dividing 

families and friendships).
267

  In short, it would have been impossible for the public not to 

be aware of the Affair, and given the heated nature of the debate, not only about the guilt 

or innocence of one man, but about patriotism, masculinity, race and honor, it would have 

drawn interest from every level of society, even if its most active proponents were of a 

certain social class.   

                                                 
267

 Degas’ rupture with the Jewish Halevy family is widely known, and has been written about by 

Linda Nochlin.   Degas also split from his friend and fellow Impressionist Camille Pissarro over the Affair.  

Degas was an anti-Semite whose prejudice appears to have grown more distinct and pervasive as he grew 

older. Linda Nochlin, “Degas and the Dreyfus Affair: A Portrait of the Artist as an Anti-Semite,” Kleeblatt, 

Normal L., ed., The Dreyfus Affair: Art, Truth, and Justice (Berkeley: University of California Press, 

1987), 96-116. 
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It seems, then, that this is another area that could be explored further: the 

engagement of the various levels of society in the Affair.  For instance, who attended the 

Grand Meetings, or participated in the street demonstrations afterwards?  Were different 

sectors of society more inclined to participate in certain, distinct, ways?   

Returning to imagery, a study on the visual representation of Zola, both during the 

Affair and connected to Zola’s lifetime in general, could be undertaken.  Zola was by far 

the most depicted figure in the Affair, surpassing Dreyfus by a large margin.  John 

Grand-Carteret dedicated a book in the early 20
th

 century to depictions of Zola, but to my 

knowledge, no one has taken up the subject since.  During the Affair, Zola was both 

demonized and glorified, a bi-polar construction of visual identity that no doubt amused 

and enraged the public by turns.  Because images connected to Zola are about far more 

than representation, but include references to his novels, to Naturalism, to his political 

and social ideas, the topic should prove rich and fruitful.
268

     

Though not connected strictly to the Dreyfus Affair, the idea of social norms 

learned through children’s illustrations and games is a worthy field of study.  Certainly 

the Dreyfus Affair was not a child’s issue; but the use of ideas connected to childhood, 

such as Aesop’s fables or the invocation of the “child” in illustrations (here I’m thinking 

particularly of the use of the Jewish child within Caran d’Ache’s acerbic illustrations in 

Psst…!) is intriguing.  Is it perhaps used to reinforce the idea of an unconsciously learned 

value stemming from childhood?  I believe the importance of shared cultural norms is a 

key factor in the group opposition to Dreyfus we see in Paris during the Dreyfus Affair; 

                                                 

268
 It is said that Zola kept every news article about himself, both favorable and not.  If so, the 

archives connected to him must be of considerable interest for a project of this sort and should prove a 

goldmine.   
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for many, his guilt sprang from his Jewish blood.  This derision of Jews is not an innate 

social norm; no one is born with racism and prejudice, but learns it.  A study into the 

dissemination of social norms via childhood imagery could prove useful in furthering our 

understanding of French society in the fin-de-siècle.
269

   

The topic of the Dreyfus Affair and the visual material it produced (and which in 

turn promoted it), contains much opportunity for further study.  It is to be hoped others 

will take up the challenges in the future.   

 

 

  

                                                 

269
 Prejudice against Jews was hardly new in the fin-de-siècle, and certainly it wasn’t all learned 

visually.  What I am suggesting, though, is that many of these ideas are transmitted visually, so that even if 

a child wasn’t exposed to direct prejudice against a group from within their family, they would still “learn” 

it socially via images such as those in children’s magazines or their textbooks.   
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Figure 1.1. Henri Meyer, “Le Traitre,” Le Petit Journal, 13 January 1895 
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Figure 2.1. Felix Vallotton, L’Age du Papier, 1898 
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Figure 2.2.  Dreyfus, Reinach and Co. song showing feature distortion, 1898/1899 

 



172 
 

 
Figure 2.3. Lenepveu, Musée des Horreurs No. 24, Coquin, 1899-1900 
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Figure 2.4. Caporal Poire, “Demain,” Psst… !  9 April 1898 
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Figure 2.5. Jean-Louis Forain, “Un Succes,” Psst… !  2 April 1898 
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Figure 2.6. Trick, Le Heros! circa 1900 
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Figure 2.7. Trick, Envers et contre tous je soutiendrai le droit!!!, circa 1900 
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Figure 2.8.  Satirical postcard of Edouard Drumont as a flower seller, circa 1900 
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Figure 2.9.  Bobb, Anti-Dreyfusard postcard, n.d. 
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Figure 2.10. Concert Patriotique Français, late 19th century 
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Figure 2.11.  Song, Zola dans la M…elasse, 1898-1899 
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Figure 2.12.  Lenepveu, Musée des Horreurs no. 25 Ca porte toujours bonheur, 

1899/1900 
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Figure  2.13. Lenepveu, Musée des Horreurs, No. 1, Boule de Juif, 1899 
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Figure 2.14. Advertising cards for Aux Laines de Tunis, c. 1900 
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Figure 2.15. Adolphe Willette, Cover for Le Rire, July 6 1895. 
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Figure 2.16. Caran d’Ache,  Psst…! 2 April 1898. 
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Figure 2.17. H.-G. Ibels. “Le Nouveau Radeau de la Meduse,” Le Sifflet, 21 April 1899. 
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Figure 2.18. Théodore Géricault, The Raft of the Medusa, 1818-19 
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Figure. 2.19.  Sphinx, Mon Sixieme est un…Pantin 
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Figure 2.20. Edouard Manet, The Execution of Maximilian, 1867 
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Figure 2.21.  Francisco Goya, 3

rd
 of May, 1808, 1814 

 

 



191 
 

 
Figure 2.22. Caran d’Ache, “Martyr!” Psst… ! 12 November 1898 
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Figure 2.23. Moveable postcard, Le Pif du Frere a Mathieu 
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Figure 2.24. Lenepveu, Musée des Horreurs No. 6, Le Traitre, 1899-1900 
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Figure 2.25. Postcard of Dreyfus as both noble and suffering, circa 1899. 
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Figure 2.26.  “Dreyfus a L’Ile du Diable,” Le Petit Journal Supplement Illustré, 27 

September 1896 
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Figure 2.27. Albrecht Dürer, Melancolia I, 1514 
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Figure 2.28. Edouard Couturier, Histoire d’un Crime, no. 9, circa 1899 
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Figure 2.29. Postcard from Edouard Couturier, sent from Rennes during the trial, 1899 
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Figure 2.30. Lenepveu, Musée des Horreurs no. 35, Amnestie Populaire, circa 1900 
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Figure 2.31. Adolphe Willette, Le Veau d’or, 1885 (in situ at the Carnavalet museum, 

Paris). 
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Figure 2.32. Detail of Le Veau d’Or 
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Figure 2.33. Henri Meyer, “Le Traitre,” Le Petit Journal supplément illustré, January 13 

1895 
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Figure 2.34. Enzo, Et maintenent, madame, parlez!! circa 1898-1899 
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Figure 2.35.  Postcard, 1899. 
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Figure 2.36. Eugène Delacroix, Liberty Leading the People, 1830 
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Figure 2.37. Postcard, Non, je ne te crois plus, 1898/1899. 
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Figure 2.38. H.-G. Ibels, “Gare la bombe!” Le Sifflet, 15 September 1898 
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Figure 2.39. Jean-Louis Forain, “Pour la Vérité,” Psst…! 16 July 1898 
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Figure 2.40. .Joachim Sunyer, lithograph in Hommage à Capitaine Picquart, 1899 
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Figure 2.41. Jean-Louis Forain, “Au Syndicat (L’etude du dossier secret),” Psst… ! 7 

January 1899 
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Figure 2.42. Collectible card for Dentol toothpaste featuring the Picquart-Henry duel, n.d. 
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Figure 2.43. George Delaw, Le Rire, “Les Drames du Desert-Une affaire d’honneur” 
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Figure 2.44. Caran d’Ache, “Salons Intellectuels,” Psst… ! 10 December 1898 
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Figure 2.45.  Caran d’Ache, “L’Armée de l’avenir,”  Psst… ! 10 December 1898  
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Figure 2.46. Lenepveu, Musée des Horreurs no. 4, Le Roi des Porcs, 1899/1900 
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Figure 2.47.  Caporal Poire (pseud. For Caran d’Ache),  “Au Parc Monceau,”  Psst…. !  7     

January 1899.  Parc Monceau was a key location during the fin-de-siècle for wealthy 

Jews.   
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Figure 2.48. Caran d’Ache, “Le Lion, le Corbeau et le pou,” Psst… ! 9 April 1898 
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Figure 2.49. Leon Roze, “Le Bloc” postcard series, n.d. 
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Figure 2.50. Albert Besnard, L’Homme prehistorique (study for a mural), 1887 
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Figure 2.51. Albert Besnard, L’Homme nouveau (study for a mural), 1887 
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Figure 2.52.  La Cavalcade de la Mi-Carême, circa 1893 
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Figure 2.53. Poster, Le retour de l’ile du diable, 1899 
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Figure 2.54. Poster, Le Youpin, circa 1899 
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Figure 2.55. Poster, La Clé de l’Affaire Dreyfus 
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Figure 2.56.  Page from the Bertillon Report, Police Archive Box 345 
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Figure 2.57. L. Bouet, 2

nd
 series of postcards from the Rennes trial 
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Figure 2.58. Inner page of “Les Mensonges de la Photographie,” Le Siècle, January 11 

1899 
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Figure 2.59.  Detail of “Les Mensonges de la Photographie,” Le Siècle, January 11 1899 
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Figure 3.1.  Henri Meyer, “Le Traitre,” Le Petit Journal, 13 January 1895 
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Figure 3.2.  Cover for Le Petit Parisien, 13 January 1895 
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Figure 3.3. “Degradation du Capitaine Dreyfus,”  L’Illustration, 12 January 1895 



232 
 

 
Figure 3.4.  M. Gerardin, Cover for Le Monde Illustré, 12 January 1895 
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Figure 3.5. Bombled, “La parade d’exécution dans la cour de l’École militaire,” Le 

Monde Illustré, 12 January 1895. 

 

 



234 
 

 
Figure 3.6. “L’Attentat contre M. Labori,” Le Petit Journal, 27 August 1899 
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Figure 3.7. “L’Attentat contre M. Labori à Rennes,” Le Petit Parisien, 27 August 1899 
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Figure 3.8.  Poster for a Grand Meeting, 17 January 1898, Item 40, box BA 345, Paris 

Police Archives. 
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Figure 3.9. Poster for a Grande Manifestation for the 26 April 1899, box BA 345, Police 

Archives, Paris. 
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Figure 3.10.  Sept Familles card game, first half of the 20

th
 century 
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Figure 3.11. Detail of Sept Familles card game, first half of the 20

th
 century 
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Figure 4.1.  H. Petitjean, from Hommage des artistes à Picquart: Album de 12 

lithographies. Paris: Société libre d’édition des gens de lettres, 1899. 
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Figure 4.2. Theo van Rysselberghe, from Hommage des artistes à Picquart: Album de 12 

lithographies. Paris: Société libre d’édition des gens de lettres, 1899. 
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Figure 4.3 Lenepveu, Musée des Horreurs, No. 31, Le 5

ieme
 acte, 1899/1900 
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Figure 4.4.  Lenepveu, Musée des Horreurs, no. 7, Kabosch d’Ane, 1899/1900. 
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Figure 4.5.  Lenepveu, Musée des Horreurs no. 1, Boule de Juif (Joseph Reinach), 1899. 
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Figure 4.6. Lenepveu, Musée des Patriotes, no. 4, Francois Coppée 1899/1900. 

 



246 
 

 
Figure 4.7.  “Jeu de L’Affaire Dreyfus et de la Vérité,” free supplement from  L’Aurore, 

1899. 
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Figure 4.8.  A Lambot, “le Jeu de 36 têtes,” in L’Antijuif,  February 12, 1899 
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Figure 4.9.  Brume ( ?), “Le Jeu de la Casserole,” 1905 
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Figure 4.10.  Henriot, “Le Jeu de l’Exposition,” in La Charivari, 1900 
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Figure 4.11.  A Lambot, Detail from “le Jeu de 36 têtes,” in L’Antijuif,  February 12, 

1899 
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Figure 4.12. Detail from “Jeu de L’Affaire Dreyfus et de la Vérité,” free supplement 

from  L’Aurore, 1899. 
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Figure 4.13.  “Le Secret de la Dame Voilee” novelty, c. 1898/1899 
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Figure 4.14.  “Un Argument Frappant” 
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Figure 4.15. “Ah, Le Pauvre Joseph” (caricature of Joseph Reinach), 1899/1900 
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Figure 4.16.  Depose (?), “Le Pif du Frere a Mathieu,” 1898/1899 
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Figure 4.17.  Illustration from Harquevaux L. and L. Pelletier. Récréations Intellectuelles, 

Jeux d’esprit a la portée de tous: Théorie et Application.  Paris: A. Hennuyer. 
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Figure 4.18 Advertising cards for the Chocolate company, Chocolat Grondard, post-1900. 
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Figure 4.19. Advertising cards for the cookie company, Lefèvre-Utile , circa 1912. 
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Figure 4.20. Advertising cards for Dentol toothpaste; every scene has the “Coquette en 8 

jours” on its reverse.  Post-1900. 

 

 

 

 



260 
 

 
Figure 4.21.  A cigarette paper folder showing a scene from the Dreyfus Affair for the 

company Le Papier du Bordereau; post-1900. 
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Figure 4.22.  Fan 485 from the Carnavalet Museum, Paris. 
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Figure 4.23.  Puppet of Capitaine Picquart, collection of the Musée de Bretagne, Rennes, 

1898-1900, likely. 
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Figure 4.24.  Puppet of Emile Zola (?), collection of the Musée de Bretagne, Rennes, 

1898-1900, likely. 
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Figure 4.25. Eyram, La Griffe, no. 10. 1904. 
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Figure 4.26. Trick, postcard of Capitaine Picquart, early 20

th
 century 
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