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			Jean-Louis Cohen (1949-2023) passed away on August 7, 2023. This major figure in art history was known all over the world. An architect and historian, his work profoundly renewed and structured our knowledge of architecture in the 20th century. After directing the Ministry of Public Works’ architectural research program, he taught at the Paris-Villemin School of Architecture, the French Institute of Urban Planning, New York University’s Institute of Fine Arts and the Collège de France (2013-2021). In 1997, while head of the Musée des Monuments Français and the Institut Français d’Architecture, he was entrusted with the task of preparing the future Cité de l’Architecture et du Patrimoine, an establishment whose principles he defined so well.

			His work is characterized by a resolutely international approach. Crossing national and linguistic boundaries with ease, he studied architecture both in Europe, right up to Soviet Russia, and in the USA, in order to examine the globalization of modernity more widely. In addition to being the author of numerous works on the great architects and on the Modern Movement as a whole, he produced seminal exhibitions, of which only a few titles can be cited here: Scenes from Future Life: European Architecture and the Temptation of America, 1893-1960 (Canadian Centre for Architecture, 1995), The 1930s: Architecture and the Spatial Arts between Industry and Nostalgia (Musée des Monuments Français, 1997), Le Corbusier: an Atlas of Modern Landscapes (MoMA, 2013). In 2014, he curated the French pavilion at the Venice Architecture Biennale, questioning the very notion of modernity.

			His vast knowledge, which extended far beyond architecture, enabled him to consider architectural and urban production as a total cultural fact, linking form, technique, the social and the political. With his passing, we lose a man of conviction and a great intellectual, attentive to the most current currents of research as well as to the global issues of the contemporary world, seen in the light of history. His intellectual curiosity and rigor were matched only by his sensitivity and generosity. The memory of his work will live on through his publications and his many disciples. The memory of the man will live long in all those who had the privilege and pleasure of working with him or crossing his path.

			Laurent Baridon
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			Jean-Louis Cohen was a member of the executive committee of the Comité français d’histoire de l’art from 2014 to 2018. He has always shown a keen interest in the association.

			He was due to be one of the authors of this volume. The academic committee of this volume and the association’s executive board wish to pay tribute to him by dedicating this first book published by the CFHA to him.
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			Foreword

			The impetus for this volume is threefold: the need to offer a current overview of art history in France to colleagues attending the 36th congress of the Comité International d’Histoire de l’Art (CIHA) in June 2024; the epistemic interest of reviewing a disciplinary field at a critical moment in its history, to better grasp its changes and reflect on its developments; and the pragmatic utility of creating a new forum for exchanges between the different approaches to a highly fragmented discipline. This threefold aim is in line with the objectives of the Comité français d’histoire de l’art, which, since 1964, has sought to bring together different art-historical practices and reflect on their evolution. 

			Once the project for a history of art history in France was established, the CFHA’s executive committee quickly agreed on a date from which to start. 1964 coincided with the founding of this association, the creation of the Inventaire général and the arrival of a new generation of researchers. In order to establish an open and critical panorama, the board also decided to set up an international advisory committee.

			Three principles were immediately selected. A narrative principle: the construction of a history based on events of all kinds that have marked the discipline of art history in France, by proposing a contextualization, a critical analysis and a study of their impact. An ethical principle linked to the first one: the decision not to include any event too closely associated with a living individual. A principle of openness: to highlight all aspects of the discipline in France, both positive and less brilliant, and to have a highly diversified corpus of authors both in terms of geography and institutional affiliation. 

			There are always a few differences between principles and reality… The number of events, initially set at 30, was quickly increased to 50 to be more inclusive, and it seemed legitimate to add four essays on specific points. The participation of foreign authors was made difficult by the short amount of time allowed for writing. The unfortunate reduced contribution from abroad was luckily compensated for by the inclusion of two postfaces by international personalities familiar with the French situation: the current President of the CIHA, Claudia Mattos Avolese, and Neil McWilliam, who also co-edited the book Faire l’histoire de l’art en France (1890-1950)  with Michela Passini. 

			Only one of the events and themes initially chosen could not be covered: the exhibition Mémoire d’Aveugles, curated by Jacques Derrida (1991) for the Louvre’s Department of Graphic Arts, which was the first to ask an intellectual from outside art history to curate an exhibition. The list naturally contains some gaps, but it is intended to be representative and not necessarily to correct French disparities. In any case, the book is in no way intended as an objective report, but rather as the beginning of a historiographical process and a collective reflection on the discipline, its future (the plural of HistoireS is not just a typography gimmick) and its place in the city. 

			My first thanks go to the authors, who agreed to write a text on an imposed subject in a somewhat predetermined form. They adapted these constraints to their skill to produce intellectually penetrating essays, graciously accepted multiple re-readings to give unity to the volume, and worked together with the editors to illustrate the book, which we wanted to be especially rich for a work of historiography.

			On behalf of the CFHA Executive Committee, I would also like to thank all the members of the Adovisory Committee, who have set an original and stimulating standard, and who have always provided sound advice in the production of this book. Since the beginning of this initiative by the CFHA, Laurence Bertrand Dorléac has followed it with benevolent attention, and her preface clearly shows the importance of her reflection on the subject. Laurent Baridon has been a constant and wise reviewer of many texts, and his advice has been invaluable at many points. Camille Bouvier did a very careful job in preparing the proofs. Barthélémy Chapelet immediately proposed a clear layout for a complex book. 

			The English translation of the texts benefited from invaluable proofreading by Joy Cador, Turner Edwards, Jane MacAvock, Geoffrey Ripert, and also Anne-Lise Desmas.

			The volume would not have been possible without the kind support of Editions Le Passage, and in particular its director, Marike Gautier. The funds generously granted by the École du Louvre and INHA were also a mark of intellectual support. Several patrons agreed to financially support the CFHA in its first publication: the Fondation pour l’Art et la Recherche, the Fondation Auguste Morin.

			Gabriel Batalla-Lagleyre, after helping with the conception of the book, generously gave his time for the proofreading, the choice of illustrations and all the editing and publication stages. This book owes him a debt of gratitude. Our warmest thanks to him. 

			The Chairman of the Comité français d’histoire de l’art, Olivier Bonfait

		

	
		
		

		
			Telling, Transmitting

			Laurence Bertrand Dorléac

			We live in an age of images of all kinds, and, in their never-ending stream, at least one is always waiting to move, intrigue or provoke thought. Their variety is such that we never really tire of visual signs, which reach us more directly than texts, and—since we’ve chosen the profession of deciphering—we have our work cut out for us now more than ever. This work began a long time ago, but it has taken so many different forms that taking stock today is no luxury.

			As early as 1919, the great Dutch cultural historian Johan Huizinga showed that works of art were playing an increasingly important role:

			“If a cultured man had been asked in 1840 to define in a few words the French civilization of the 15th century, his answer would probably have been inspired in large part by impressions drawn from Barante’s Histoire des ducs de Bourgogne and Victor Hugo’s Notre-Dame de Paris. […] Today, the same experiment would yield a very different result. Those questioned would cite […] above all works of art […]. Our perception of earlier times, our historical organ, so to speak, is becoming increasingly visual. Most educated people today derive their idea of Egypt, Greece or the Middle Ages much more from seeing monuments, whether original or reproductions, than from reading. The evolution of our ideas about the Middle Ages results less from a weakening of the romantic sense than from a substitution of artistic judgment for intellectual judgment” (The Waning of the Middle Ages, 1919; L’Automne du Moyen Âge, 1970, p. 244-255).

			In this way, Huizinga isolated the power of artworks at this particular moment in history, when Europe had just abolished itself in the Great War, and millions of images had been circulated, leaving visual traces of combat and unimaginable living conditions. He also made clear the extent to which the work is born when the narrative stops. This was best captured by Walter Benjamin in Le Raconteur, published in 1936, in which he praised narrative as the only means of transmission. It is in this intense fragment that he tells us that we no longer know how to recount facts, and that transmission is therefore in peril since the First World War, from which men returned mute, permanently mute. Jérôme Prieur’s film Les sentinelles de l’oubli (The Sentinels  of Oblivion), which won the Grand Prix at the 2024 Festival de l’histoire de l’art, magnificently evokes this cruel lack of speech, awkwardly filled by the proliferation of funerary sculpture after the Armistice.

			In its own way, art history helps to convey what is not said, or is no longer said. For too long it has suffered from isolation and division. It has taken a long time for this discipline to rise to the challenge of a new, broader narrative of societies: their anxieties, their victories and defeats, their majorities and minorities, their dominants and their dominated.

			When, in 1995, I wrote a text on “Art History and Cannibals”—which my editor had told me would prevent me from pursuing an academic career—I wasn’t happy about it. It’s just that I couldn’t accept my specialty being downplayed, isolated and given a complex. When we didn’t have enough libraries, scholarships, jobs or courageous editors, when we were forced to belong to a clan of “ancients” or “moderns” on grounds that were more ideological than scientific, when a large number of subjects were vilified, when our banker asked us whether art history was really a profession and not a hobby. When we accused each other of dangerously overstepping the boundaries of our specialty, even though these boundaries are fortunately fluid. When museum research had nothing to do with university research, when some thought they had the guns and others the ammunition. When misogyny reigned: one only has to read Charlotte Foucher Zarmanian’s recent thesis for her habilitation to direct research to be persuaded of how difficult it was for a woman to reach important positions in museums or universities until recently.

			Not only did art history in France need to open windows onto other disciplines, it also needed to look beyond its own borders. And that’s exactly what it ended up doing, as this volume bears living witness. We have become the masters of our own destiny, even if much remains to be done, particularly in the introduction of art history in secondary schools. In this respect, for a President of the Republic to mention it in a recent speech shows that times are changing. Similarly, the international success of Thomas Schlesser’s iconographic novel Les Yeux de Mona (Mona’s Eyes) means that the general public is taking a keen interest in the analysis of artworks.

			It’s impossible to overstate the extent to which this new volume imagined by Olivier Bonfait could never have existed in France even thirty years ago. That’s because we lacked the tools, but above all the confidence, if not the audacity, to build them. Instead, we’ve cobbled together the means of survival we’re talking about in this book, which brings together a considerable sum of facts, events and places that must not be forgotten if we are to resume the course of narrative that Benjamin called for before he disappeared into the turmoil of history.

		

		
		

		
		

	
		
			Trajectories and Spaces of Art History in France, 1964-2024

			Olivier Bonfait

			As a complement to the essays that follow, crystallized around a series of significant events, this introduction would like to provide a backdrop, both to help situate these events within an overall landscape of art history in France, and to attempt to understand the discourses and practices of the latter over the last sixty years. Inevitably subjective, this panorama is also intended to encourage collective reflection on the recent history of the discipline. 

			An Active Discipline, but Susceptible to Sclerotization (1960-1990)

			During the first thirty years covered by this volume, i.e. 1965-1995, the discipline of art history was full of contrasts. Institutionally, it was developing in a remarkable way, benefiting firstly from the momentum of the Trente Glorieuses (1948-1978), then from the impetus given to culture by Jack Lang’s ministry (1981-1986): the Inventaire was launched (1964), museums were created (the Centre Pompidou, 1977; Orsay, 1986; but also the Musée d’Arles Antique, 1995), others renovated (Louvre, 1994; Palais des Beaux-Arts de Lille, 1997). In 1964, the Grand Palais became a venue for exhibitions  attended by an exceptionally large number of people (the 1983 Manet exhibition drew over 735,000 visitors); the Grand Louvre doubled its exhibition space; by 1990, eighteen of the twenty-three university departments in art history had been in place for at least fifteen years. 

			In terms of scholarly production, the discipline was also booming. Exhibition catalogs, whose scientific criteria (history of the artwork, etc.) had been established in previous years, were increasingly numerous, while the Centre Pompidou launched new forms of exhibition. A number of museums, both in and outside Paris, published comprehensive catalogs of their collections. Magazines were created: the Revue de l’art, quickly taken over by the CNRS, in 1968, artpress in 1972. In 1987, the Monuments Historiques launched a series of regional heritage guides with exemplary entries, and Editions Picard launched a collection entitled “Les Monuments de la France gothique”, with the help of academics. For the modern period, Editions Arthena, founded in 1977, started publishing the most important monographic doctoral dissertations.

			Regarding the intellectual debates going on in France, the panorama was much less exciting. The separation between two ministries, Culture and Higher Education, did not facilitate the thriving of research and often prevented people working on the same subjects from exchanging ideas; moreover, the deep divide between ancient and contemporary art, accentuated by the absence of a major reference museum covering all periods like the Metropolitan Museum, did not help to renew inquiries on early modern art. In the academic world, the Sorbonne (Paris IV) dominated institutionally, as made evident by the election of its two professors to the Collège de France in the 1970s. A vulgate that marginalized the debates held at the EHESS promoted by Francastel or the CIEREC symposia in Saint-Étienne initiated by Jean Laude gradually took hold and kept away innovative contributions from the human sciences. Translations were rare and published outside the field: Panofsky’s Perspective as Symbolic Form (1927) was only published in French in 1975 by Editions de Minuit, with an afterword by Pierre Bourdieu. Some initiatives failed to survive, such as the journal L’Écrit-voir, in which Daniel Arasse wrote, created in 1982 at Paris I, but which was discontinued in 1990…

			Epistemological Debates: The Decades 1990-2020

			It wasn’t until the 1990s that discussions began to focus on the challenges of art history. A general overview of the state of the field is given by answers to a questionnaire sent out by the magazine Le Débat, in an issue entitled “Autour du patrimoine” (1991/3), to twelve personalities occupying various positions in the field, between universities (Philippe Dagen, Alain Mérot, Antoine Schnapper, Paris IV; Jean-Paul Bouillon, Clermont-Ferrand; François Loyer, Strasbourg; Pierre Vaisse, Paris X; Hubert Damisch, EHESS), museums (Françoise Cachin, musée d’Orsay;  Pierre Georgel, Musées de France; Pierre Rosenberg, Musée du Louvre) and the media (Stéphane Guégan, Beaux-Arts; Élisabeth Lebovici, Arts Magazine). The inclusion of art history in a cultural heritage dossier is significant, and indeed, many of those who were interviewed lamented the discipline’s lack of institutional recognition in France. However, the very fact that this questionnaire came from outside the field proves that French art history did not necessarily wish to question itself, i.e., to exist. 

			The various responses deserve to be reread in 2024, from Élisabeth Lebovici’s definition of art history (“it is no longer a question of tracing the historical evolution of an object defined a priori—art—, but to place the discipline that deals with it in a historical perspective”) to Hubert Damisch’s remark on France’s advantage over the United States, a country where art history is the “echo chamber for ideological confrontations that have no immediate connection with its specific issues, and which place it under permanent blackmail”. 

			However, these individual responses soon turned into a rather bitter opposition, between an art history that was sure of its traditional methods (generally the monograph of monuments or artists, based on the distinction between life and work) but felt that it had not been recognized (it was hard hit by its inability to become a discipline for the agrégation after 1968, when just such a competitive examination for civil service in France was created for the plastic arts) and a “new history of art” with perspectives that still seemed a little vague. Le Débat’s dossier in fact revealed an opposition between two art histories: between a history attached to erudition and one that “thinks”, as Hubert Damisch writes, between cataloguing and interpretation—in short, and according to their detractors, between unreflective positivistic research and over-interpretation.

			This survey immediately provoked reactions: a “debate on the debate” by Gérard Monnier in the same journal (1992/3), and an article by Laurence Bertrand Dorléac, “L’histoire de l’art et les cannibales”, published in Vingtième siècle, revue d’histoire (1995). These reactions from two historians of the 20th century can be explained by their low level of representation among the twelve people interviewed (barely three historians). The symposium “Où va l’histoire de l’art contemporain?” (“Where is contemporary art history heading?”) organized at the beginning of 1995 at the École des Beaux-Arts, on the initiative of the two aforementioned historians and where many reflections were also made on the methods of art history in general, also offered a response to this debate. There was a clear desire to lay the foundations for a “new history of art”, integrating the questions of the 20th century, open to new objects, by historians often faced with an active “artialization” in multiple fields.

			The violence of the confrontation between “internalists” and “externalists” is evident in the title of a symposium seeking to bring humanities and politics into the debate on Jacques-Louis David, produced in conjunction with the retrospective at the Louvre, David contre David (David against David). The confrontation attests to a lack of recognized forms of argumentation, and thus a refusal to accept a variety of points  of view. This absence is undoubtedly due to both historical reasons (the emergence of art historical practices first in museums, in connection with 19th-century archaeology) and to situational reasons (a divergence of approach between the heritage and academic communities). What’s more, the concentration of scholars in Paris meant that differences of method were compounded by intellectual rivalries and power struggles. These oppositions undoubtedly explain the inability of various societies, associations, or committees to become unifying spaces bringing together all the communities, where a public legitimization and a discourse paradigm could have been built for the discipline, even more due to the fact that art history in France is strongly marked by individualistic thrusts. This contrasts with the situation in other countries where federative associations exist(Germany, USA, Switzerland), and with other disciplines where a collective approach is more common (archaeology, history, etc.). 

			Each faction isolated itself, believing itself to be threatened by the other, and all the more so as neither considered itself to be in a position of strength. This situation tended to pit specialists in ‘ancient’ art (pre-1950) against scholars of contemporary art, but here too, certain individual positions went against the grain. The conflict left its mark: it almost sunk the project for an art history institute, before all the communities came together to save it in 2002. It undoubtedly prevented the introduction of an agrégation in art history, seen by some as a tool for an elite to confine the discipline. The agrégation would also have had positive aspects: it would have been the best tool for training citizens in critical visual education (in a world where the visual was taking precedence over the textual); it would have asserted the theoretical dimension of art history in the face of museums and the political weight of heritage; it would have offered, as Élisabeth Lebovici wrote, a “naturalization” of the discipline within the social body; last but not least, it would have provided a professional outlet for many students. In a country where getting a job in a public institution is based on national examination, the absence of the discipline is likely to have made failed any successive plans for structured teaching of the history of art or history of the arts.

			The confrontation was also beneficial. Firstly, it provoked discussion and intellectual ferment in a community where silent consent prevailed. Secondly, it certainly opened up the history of art, thanks to first the acceptance of a less sociological social history and devoted to other issues (collections, the art market, etc.), and second by the integration of contemporary art, thanks in particular to Beaubourg. The generational changes in teaching, the translation of books that gave new impetus to critical thinking (such as essays by Alpers, Baxandall, Belting, Crow, Fried), the efforts of certain publishers to introduce into France an American way of thinking about art history that incorporated “French theory”, the creation of a new museums (LaM in Villeneuve d’Ascq, the Musée du Quai Branly or the Mucem in Marseille) and of new schools (the Ecole du Paysage in Versailles) or research centers (the INHA, the German Center for Art History) enabled a renewal of practices and debates. The  École du Louvre, often regarded as a highly conservative institution, also underwent a remarkable aggiornamento in its teaching, developing an interest in new fields of research and changing its audience. Subsequently, the visual turn, then the material turn and the global turn contributed to diversification of the inquiries. A certain namelessness (of objects and methods) has taken hold in what is no longer really a discipline (and this is perhaps fortunate), but rather a field of activity, with approaches that take into account the visual or the material to build a narrative (more than a history), some getting closer to the sciences through the use of scientific analyses of works, others flirting instead with aesthetics. This difference, reinforced by the variety of players involved (let’s not forget the critics and dealers), is the strength and weakness of the body of questions and knowledge that is art history.

			No one can now legitimately say “this is not art history”, or prescribe how it should be done, even if we sense differences between doing art history and doing a cultural history based on images, or anthropological studies revolving around the object. Like history in the 1970s-1980s, art history is a field that is considered fascinating and provokes different approaches, thanks to its intriguing objects, its challenges (creating words over the wordless) and its argumentation processes (which are as much a matter of logical reasoning as of intuitive principle or almost sensitive approach). It has attracted philosophers (Jacqueline Lichtenstein), writers (Yves Bonnefoy) and historians (Maurice Agulhon). But history is an established discipline, with its own identification and legitimization, firmly rooted in the humanities. Art history, in the absence of theoretical discussion, is at the risk of fragmentation and splintering, when it could instead experience the opening of new roads. 

			The choice for this volume of some fifty autonomous narratives based on a singular event is also indicative of this atomization of discourse. However, although fragmented, art history is shaped by, or at least identified with, instances of knowledge production and transmission. Two of them, highly developed in French art-historical practices, are the object the following pages.

			Two Places, Two Discourses: Doctoral Dissertations and Exhibitions 

			After the essay, which is supposed to be mastered during undergraduate studies, the doctoral dissertation remains in France the academic exercise par excellence, opening the way to teaching positions. It is usually a research project that is supposed to be completed within three years, but in fact more often (and more appropriately) within four or five years instead. It generally consists of 400-500 pages and one or more volumes of appendices.

			While the number of students has increased, their humanistic culture is less solid than before. However, this “scissor effect” has not affected the quality or number of doctoral dissertations, which hover around one hundred per year (although this  figure has fallen sharply in recent years). The overwhelming majority of these are still focused on Western art (90%), and this is a real problem, especially given the global dimension of current research. This is largely due to the lack of professors able to supervise subjects in non-European cultural areas. Nevertheless, doctorates devoted to such fields do exist, as evidenced by the Musée du Quai Branly’s scholarship program; they undoubtedly cover broader fields than art history (which is a good sign) and are conducted in civilization departments. 

			However, the subjects of dissertations are undergoing significant change. A striking change between the years 1992-1996 and 2022-2023 is the growing percentage of dissertations focusing on the 20th century (from 15% to 30%). Moreover, it is a very recent 20th century that is being studied, with most subjects focusing on current events, artists (Bertrand Lavier) or issues of our time (the idea of nature and deindustrialization in Great Britain in the 1990s). Interest in the older periods is currently flagging only slightly (around 10%, 20% and 15% for the Middle Ages, the modern period, and the 19th century respectively). Monographic subjects persist, but recent years have seen a broadening of subjects (the panoramic image in the United States in the 19th century; sacred hearing in Italy from the 14th to the 17th century), new discourses (science and the imaginary in particular artists), and an interest in gender (the image of women in the Romanesque period). However, this “grey literature”, whose contributions and novelties influence the narratives used in large exhibitions and broad audiences’ books through various channels, is unable to find an independent place in the space of knowledge, due to a lack of coherence on the part of institutions, an absence of an influential personality in the media and of direct promotion to the general public.

			On the contrary, exhibitions enjoy greater visibility, which is also explained by the economic resources they mobilize, the scope of their subjects and their ability to attract visitors in a society that values events in general. While most of these exhibitions are held in Paris, it is worth highlighting the exhibitions, often courageous (Francken in Cassel) and innovative (La Licorne et le bézoard in Poitiers), organized by museums outside Paris.

			Resulting from research initiatives sometimes carried out collectively over several years, exhibitions also take the form of a voluminous catalog, generally produced by museum or cultural heritage curators, and generates a variety of spin-off publications aimed at a wider audience. To complete the event, curators sometimes organize a colloquium inviting academics and scholars. American museums often prefer study days, planned during the exhibition to create a dialogue between curators and academics, and this habit is beginning to be adopted in France. 

			In France, exhibitions play a predominant role in intellectual production. Generally speaking, the year of the exhibition corresponds to a peak in publications on the subject (albeit written before the exhibition takes place), but these fall back  the following year, as publishers no longer believe in the existence of a market (on the other hand, thanks to these events images circulate more and exhibitions often have a knock-on effect in terms of the visibility of the artist or the theme, indirectly prompting restoration projects). In other countries, intellectual production on a given subject is much more widespread and enduring. The importance of the exhibition phenomenon can also be seen in museography, with each museum now wanting its own exhibition space and increasingly presenting its collections in the form of temporary displays. It also has consequences for teaching, with the creation of professional master degrees linked to exhibitions, both real and virtual, attracting an ever-increasing number of students. 

			Exhibitions have many heuristic virtues. Even in the age of Web 2.0, exhibitions, both in terms of the artworks they bring together and their media impact, remain the privileged events and intellectual venues for (re)discovering an artist or a part of their oeuvre, or an art movement. It has long been the connoisseur’s favorite tool for attributing or de-attributing works of art to a specific artist, for chronologically classifying a corpus or studying a time-period, and, in particular, when it is possible, to bring a large number of works in the exhibition. However, the exhibition, through the confrontation it creates between the singularity of the object and its context, has also given rise to other discourses. It should be emphasized here the importance of the “postmodern manifestation” Les Immatériaux at the Centre Pompidou (1985), conceived by the philosopher Jean-François Lyotard as an experience in “navigation”, and the role of the exhibitions-dossiers at Orsay, which opened up to objects rather than artworks (livres d’enfants, livres d’images, 1989). The Louvre Museum also pursued innovative paths under the direction of Michel Laclotte. In 1990, just after the inauguration of the Grand Louvre, he organized a major retrospective on the polyptych, a classic yet hybrid object in art history, from the 13th to the 20th century, launching a type of exhibition that has often been repeated (Le drapé at the Musée des Beaux-Arts in Lyon in 2019, for example). In the same years, at the Graphic Arts department, Françoise Viatte and Régis Michel launched the “parti-pris” series, calling on philosophers, filmmakers, etc., to address an issue based on the collection (1990, Jacques Derrida, Mémoire d’aveugles; 1991, Hélène Cixous, Repentirs), an idea again taken up by many other institutions. From Daniel Arasse to Marc Fumaroli and Jean-Luc Nancy, curating exhibitions started being attractive to more and more academics and intellectuals. The act of curating an exhibition could also be an opportunity to propose a dialogue between the past and the present (Sophie Calle at the Musée Picasso, 2023), and this feature is now often repeated in permanent collections.

			Various factors explain the success of these exhibitions. The catalog has evolved from an austere volume with erudite entries to a work of art in itself, combining a fine art book through its plates and intellectual reflection through its essays. The range of possible subjects has expanded considerably. Previously, technical constraints (wood panels) or intellectual prejudices (“this is the subject of a book, not an exhibition”  curators used to say) limited exhibition themes. Now, many themes once considered too literary or unfeasible have been able to be put on display, as demonstrated by Le Dieu caché (Villa Médicis, 2000), Jardins (Grand Palais, 2017), Tous à la plage ! (Cité de l’Architecture, 2017) or Lacan. L’exposition (Centre Pompidou-Metz, 2023). Thanks to new media components, even highly specialized restorations can now be the subject of exhibitions (Conrad Meit’s Pietà, Musée de Brou). The less linear layout of new exhibitions and the material turn make it easier to contrast classic of the past with contemporary works (Kelly/Monet at the Orangerie) or objects from other cultural areas, as in Formes de la ruine in Lyon (2023). The exhibition is also an intellectual challenge: it is the site of a dialectic between objects and discourse, it is the laboratory of an experiment, that of the effect of a statement on an audience (or audiences), it offers a moment of intellectual power, notably through its mediations, to make narratives evolve (Tenue correcte exigée at the Musée des Arts Décoratifs, Paris, Le Modèle noir at Orsay), to go beyond, for example, the notion of “still life” (Les Choses at the Louvre, 2023). Accompanied by inclusive events, it can become a moment of social and cultural mixing. Its echo in the field of knowledge is often quicker than that of a scholarly publication, but some media successes are sometimes more the result of a fashionable subject or daring scenography than a real contribution to research.

			The Limits of the Discipline

			Despite the dynamism in research, the integration of contemporary issues and the openness to forms of multimedia discourse intended to attract a wide audience, art history is still struggling to gain recognition. How come? Because it faces both external and internal difficulties.

			The first is a lack of knowledge and recognition on the part of the “elites”. The absence of an agrégation, of a clearly identifiable professional activity, the broadening of the notion of heritage and the division between two ministries mean that, for the State and its representatives, “art history” does not exist. In the structure of French universities, the discipline is attached to the humanities (twenty-two out of twenty-three departments), but in ministerial statistics, it is classified in the group of “arts”, and the number and demography of its students are examined by the Ministry of Culture, along with the schools reporting to this Ministry.

			France also lacks a forum for academic research. Specialized art journals focus mainly on exhibitions, the art market and contemporary art, and the literary supplements of the major daily newspapers show no interest in art history. Art history does not seem to participate in “La vie des idées”: on the site of the same name, of the 156 book reviews for 2023, only four concern art history, in a very broad sense (gallery and contemporary art market, etc.). The same emptiness can be observed in the pages of Le Monde des livres (where art history is often only present in the context  of beautiful new year’s books). On the contrary, over the last three months of 2023, the New York Review of Books, published five reviews of art history books (and six of exhibitions). Even if art history has evolved and is no longer a beautiful prose or a positivist account, it still has no place in the intellectual world in France, except when it is written by historians, artists or figures from the intelligentsia.

			This lack of visibility is even more concerning given that the State has invested heavily in culture and has understood the societal stakes of art history. Periodically, the idea of creating an art history teaching program comes up, and while politicians are well aware of its usefulness, it has not yet come to fruition. Above all, the transformation of major museums into independent public establishments (with, for the main ones, appointment of their chair by the French President) and, in correlation, the weakening of collective services such as the Réunion des musées nationaux or the former Direction des musées de France, the law on university autonomy and the reduced importance of the CNRS have accentuated the difficulty of a concerted policy, exchanges for research and independent, collegial representation of the discipline with government bodies. Each institution, subject to a policy of numbers (in particular to increase its own resources), carries out independent projects, and the new supports for research, from IdEx to ANR, have only accentuated this tendency towards fragmentation. 

			Faced with this eviction and risk of compartmentalization, the discipline has failed to produce a discourse that is audible in the intellectual or social world.

			Behind the phenomenon of rediscoveries (of the arts of the 17th century, of the 1920s, of the 19th academic century, etc.), art history has often carried out rehabilitation operations instead of more critical studies. Art history is naturally linked to heritage and its preservation, to study and understanding, but it can sometimes project an image of conservative tension. This impression of a backward-looking practice is undoubtedly accentuated by the lack of a recognized theoretical foundation. Gaps. in training /Marked differences in training (University, École du Louvre, ENS, École nationale des Chartes) are reflected in professional activities and the research methods associated with them. Curators and academics do share a certain amount of common knowledge, but they often have a different ethos or ways of thinking. The divergence in available resources between what are still two different professions (time availability but some meager funding for research in universities, lack of time but resources for restoration, exhibitions and media coverage in museums and cultural heritage institutions) helps to accentuate this feeling. 

			What’s more, the main place of learning, the university, is not very attractive. Paris, with the intellectual resources it centralizes, attracts many teachers from institutions outside of the French capital, and most academics prefer to be affiliated with other, more specialized groups (the “Renaissance collective seminar”, for example, or the journal Images re-vues) or join the INHA, rather than their own university outside  Paris. This poor image of the university, which is incomprehensible in Germany or the United States, also has structural reasons. The French state prefers to focus on the grandes écoles (the INP does not encourage real research or doctoral dissertations), leaving the university to fend for itself. While the number of students in art history is increasing (by over 20%, compared with 12.5% for the student population as a whole), the budget is decreasing (the number of tenured professors is falling). The law of university autonomy, which prohibits any national policy, does not encourage the creation of new posts for emerging sectors (for the arts outside Europe, for example), which are of interest to students. Difficult careers and low salaries mean that more and more inventive scholars with a PhD are attracted by other paths, especially as professional activities related to art history become more diversified. 

			In order to compensate the blurring of the epistemic framework and the lack of shared experience in training and research, more opportunities for collective discussion are needed. In teaching, the seminar format is not sufficiently valued. Through colloquia or committees, connections are multiplying, but few of them lead to an opening onto another approach, and even fewer to the integration of that approach into one’s own intellectual approach. There is a lack of forums or moments for close exchange, or even confrontation, such as CAA in the United States, for the discipline to become aware of its own characteristics, but also of its unity, and to produce a discourse that is comprehensible in the intellectual field and the res publica.

			Opportunities for Fruitful Exchanges

			Luckily, over the last ten years or so, art history has come up with a number of solutions to these problems. 

			University education is rich in social and intellectual qualities. It’s more socially open than one might think: among cultural courses (cinema, design, theatre studies, etc.), art history and archaeology have by far the highest proportion of working-class students (8%). Since art history attracts so many students, a number of courses have been created both on campuses and alongside them (schools of architecture or art, which include art history), but also outside the public sector, with the introduction of bachelor’s degrees in various Catholic institutes and private schools. What’s more, the training program has been able to modify its paradigms: despite a system that severely limits the extension of recruitment to new profiles, it is increasingly open to new subjects in the bachelor’s program, and to new fields or professional skills in the master’s program (visual studies, art criticism, art management, contemporary art exhibition organization, restoration). In 2024, a position for non-European arts was created ex-nihilo in a university outside Paris, at Rennes 2. Finally, students are also an intellectual force with their own dynamics: they have often set up autonomous research groups, overcoming the divisions between universities (the GRHAM, Groupe  de recherche en histoire de l’art moderne, for example, which manages to organize and publish one colloquium a year). We have also seen that museums are increasingly tackling societal and contemporary issues through their exhibitions and mediation.

			Even if the academic world and the heritage world are still far apart, the links between these two poles have multiplied in recent years. INHA has played a decisive role in this process. The Institute welcomes both curators and university researchers and has created scholarships for curators from the regions outside Paris to study in the capital and collaborates through its research programs with exhibition projects all over France. In the major Paris museums, research centers have been set up, where curators and academics work together. The scientific committees of institutions and exhibitions bring together researchers from both backgrounds, and several recent exhibitions of ancient art (5th-19th century) have demonstrated the fruitfulness of such an approach, from the Musée de Besançon to the Musée de Moulins. For the ancient period, the importance of archaeological training links the two milieus; for contemporary art, a collaboration has long been established, facilitated by a certain regulatory latitude in the recruitment of curators at the Musée national d’Art moderne. In universities, curators are increasingly entrusted with teaching either heritage-related subjects or rare disciplines such as non-Western art, for which, along with doctoral students, they are often the only ones qualified to teach. 

			The development of heritage institutions, both public and private, and the creation of positions in universities between 1990 and 2010, have given art history a new impetus, while also opening it up to other objects, fields, and approaches, sometimes with difficulty. Gender issues, for which there is strong public demand, have gradually been integrated, albeit on different scales. This vitality is currently reflected in the growing number of seminars and research notebooks on the hypotheses.com website. 

			Art history in France is increasingly aware of the role it has to play in the nation. The Festival d’histoire de l’art is an ideal opportunity to bring research to the attention of the general public; for the past two years, the CFHA has hosted a debate on the role of art history in society. To celebrate its 20th anniversary, the INHA chose as its theme a fundamental question: “What is the point of art history?”. Partnerships between the École du Louvre and leading business schools, and the opening of Sciences Po to art history courses, are giving rise to new configurations, integrating the inquires of the 21st century. The creation of an art history course at secondary level would be decisive in promoting critical education in the face of images, as well as experiences of pleasure in the presence of artworks.

			From the library of the INHA to CFHA meetings and the Festival d’histoire de l’art, informal or more structured moments of exchange are gradually taking shape. Proof of this was provided by the organization in Lyon of the 36th international congress of CIHA and this collective volume.

			It’s up to the community to seize every opportunity to come together and unite in  an art history that compares object and theory, the material and the visual, in an open and plural discipline.
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			Fig. 1. Logo of the Inventaire général.

			
			

			World War II had left France in ruins. The urgency was to rebuild a country largely in the hands of the United States and the Marshall Plan (April 1st, 1948-June 1952), like that which had followed the First World War in the 1920s or that Japan would experience later, all the more natural as American culture had been nourished by French culture from its origins, to the point of becoming mythical. In exchange for the irresistible rise of the New World, France brought the richness of its old history to restore. To better assess this, we could take stock of it. During the period of France’s recovery known as the “Trente Glorieuses” (1945-1975), there was a real risk of throwing what remained of its greatness into the rubble. The Inventaire général des monuments et richesses artistiques de la France (General Inventory of French Monuments and Artistic Treasures) did not set out to achieve an impossible restoration, but rather to preserve the memory of it. André Chastel pleaded his case on May 13, 1961, as part of the 4th Plan de modernisation et d’équipement (1962-1965), before the Commission nationale de l’équipement culturel et du patrimoine artistique, chaired by Marcel Aubert, a member of the Institut. In Le Monde on September 22, 1961, Chastel published a call for the creation of an inventory to promote “popular knowledge of France” (quite different, then, from the Inventaire général des richesses d’art de France carried out by the Ministère de l’Instruction publique et des Beaux-Arts around 1900). The Commission nationale de l’Inventaire was created on March 4, 1964 [fig. 1], and chaired by Julien Cain, General Administrator of the Bibliothèque nationale since 1930, who was reappointed after his return from concentration camp, as an undisputed authority.

			Implementation

			Without limits, without a timetable, without a specific purpose, this audacious undertaking was launched into a void. Unencumbered by any budgetary constraints, the Inventaire général was to be independent of the sites to be opened according to needs and resources. It was like casting a net into the sea. The Inventaire’s official mission was to “identify, study and publicize heritage items of cultural, historical or scientific interest”. On April 14th, 1964, in a now-famous speech that André Chastel described as “incantatory”, André Malraux, at the head of the ministère d’État chargé des Affaires culturelles (created for him in 1959), took up the challenge of what might have seemed like a utopia (Malraux, Écrits sur l’art, 2004, volume 2). It was important for a clearly political institution to embody the permanence and cultural coherence of France, even in the midst of mourning for the need to rebuild the country. Unlikely though it was, the project was in line with the thinking of General de Gaulle, who constantly denounced France’s propensity for division, as he attempted to stitch the torn nation back together. The Inventaire général du patrimoine, a “Gaullian” vision of national unity, remains a configuration specific to France; André Malraux was its  standard-bearer.

			The Gallic patchwork soon resurfaced when it came to assigning responsibilities. Would such a service be a political set-up or a scientific development? The question opposed the representatives of the State, who wanted to make it a national tool placed under the authority of the ministère des Affaires culturelles (and, in the regions, the Prefect), and those who saw it as a research tool entrusted to universities, under the cover of the ministère de l’Éducation nationale or the CNRS, a public establishment. The canton, an administrative and electoral constituency, was seen as a neutral measure of “study areas”, under the control of a National Council. The Inventaire was to take everything into account, “from the cathedral to the teaspoon” (according to a now-famous phrase attributed to Chastel but in fact coined by Catherine Arminjon). It was a lot, but he was taken at his word by researchers who, with the owners’ consent, entered houses, opened cupboards and counted crockery. This was the price to pay for a true Inventaire général.

			Results from the first “study area”, the Breton canton of Carhaix-Plouguer, were not published until 1969 [fig. 2]. The program was national, and there were over 4.000 cantons in France. Everyone wanted a “method”, but none could satisfy them all. Distributed in 1968 in the form of mimeographed summary booklets, the first was not actually written and published until 2001 (Melot, Verdier, 2001). The Minister was getting impatient: the program was too heavy. It was agreed that collections already inventoried as part of a museum or library would be exempt, and private property was soon overlooked. In 2004, stifled by the abundance of data, torn apart by the diversity of domains, pressured by local interests and the growing power of the regions, the State entrusted the regions, under the law of August 13th, 2004, with the “management and operation” of the Inventaire général, reserving for itself the scientific and technical control and national dissemination of the results. It also retained the possibility of carrying out multi-disciplinary operations, those in sensitive areas (such as the coast) and those that gave priority to the national scale (networks).
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			Fig. 2. First published inventory (1969): Finistère. Canton Carhaix-Plougher, p. 63 (text), p. 142 (images).

			The ambition of the project was out of all proportion to the resources available to the State, which was forced to back down when it came to creating posts. Only a few regions, such as Alsace and Brittany, benefited from this. The others struggled to keep up. Almost all of them were gradually provided with a department of the Inventaire général, but in 2000, the French overseas territories were still missing or were given half a post to share with archaeology. Endorsed by national authorities, the “researchers” trained themselves keen to distinguish themselves from local scholars. In 1976, they acquired curatorial status on a par with museum and library professionals. At this rate, the Inventaire was slow in coming, and no national statistics were available. The Inventaire collected many unpublished, if not unknown, studies, without any earth-shattering discoveries, but including a significant number of unica or unexpected exceptions. To speed things up, we could have integrated the Répertoires des inventaires already carried out (they were published for fifteen regions by the Imprimerie nationale from 1970 to 1997) and the census sheets drawn up by teams of volunteers, renamed “pre-inventories”, but their standardization, essential for inclusion in the computerized national corpus, required a long rewriting process. The comparison of different sites was also revealing. In Villeneuve-lès-Avignon, the street-by-street inventory involved descending into the foundations of houses, where archaeology was used to reconstitute the town’s ancient layout, radically altering its history. The definition of “safeguarded sectors” (1962) or other protected perimeters  was put to the test of the Inventaire général to restore the layouts of the old districts.

			The Inventaire’s reach continued to expand, and its horizon became more distant as it progressed, just as a hill always opens onto another valley. National and regional nature parks had other objectives, but some of them, by contract with the Inventaire, came to enrich it, as did the “Remarkable Gardens” and other labels. The Inventaire général, in its bulimia for heritage, glided from one territory to another. Often, the château’s terraces are extended by a garden, the garden by a kitchen garden, the kitchen garden by an orchard, the orchard by a park, which itself plunges into the gradually domesticated forest. When the greenhouses, stables, menageries or the château house exotic collections, as at Randan in Auvergne, all types of heritage—monumental, plant and animal—come together (Claude Eveno, “Le château de Randan, Puy-de-Dôme”, Monumental, 2001). The Inventaire général—renamed the Inventaire général du patrimoine culturel in 2004 when it was decentralized—takes on an encyclopedic dimension, becoming a book of total history [pl. 1]. No one knows where this history begins or ends.

			France’s heritage, built up over the centuries as the fruit of past cultures, was considered immutable, made up of churches, castles, public monuments and bourgeois houses. It was thought that this could be done quickly. Thus, the Inventaire général would have done little better than tourist guides and, why not, Google Street view. This betrayed a disregard for industrial, craft, rural and urban heritage. There were no longer any innocent monuments, and the smallest hovel lost in the countryside, abandoned wastelands on the road, workshops long since closed could be of interest to the historian won over to micro-history or the tourist turned hiker. For example, the inventory of the town of Tourcoing had to be redone from the one carried out between 1984 and 1986, which devoted only 30 pages to factories out of the 280 in the two volumes: the municipality, concerned first and foremost with sorting out the wasteland, asked for it to be redone. The same was true of the Scorff valley, where the Inventaire had passed by without stopping to look at the washhouses, milestones or crosses, which had become a source of curiosity for walkers: for the municipality, which was in charge of planning, the major heritage issue was safeguarding the countryside, and rehabilitating industrial sites and working-class suburbs. The State was not in the best position to judge. It became clear that heritage changed its perspective depending on who was looking at it. Mérimée, commissioned in its day to draw up a list of monuments to be saved, crossed the Hautes-Pyrénées department without finding “anything worthwhile”.

			The Irresistible Expansion of the Inventaire général

			Regionalization, as predicted by Chastel or Roger Delarozière, the administrator responsible for setting it in motion, was a foregone conclusion (Melot, 2014). The  chronological coverage was broadened under the influence of interest in contemporary architecture. The question of scale—or “focus”—became decisive. The French state was not satisfied with this heritage debauchery. Local authorities, on the other hand, found theirs in the large-scale cadaster. They were ready to take the State’s place when it came to detail. The perimeter of the surveys, far from being fixed on townships, could be chosen: from building to block, from neighborhood to conurbation, from valley to basin. More and more “contracts” were financed by local authorities (50% in Brittany), multiplying the status of researchers. Doctoral students, developers and property owners provided skilled but occasional recruits who needed to be supervised.

			At a national level, the scope of the Inventaire général was also expanding. In 2006, the Conseil national du littoral (National Coastal Council) was created, including underwater remains. The boom in tourism and the emergence of “over-tourism”, with travelers flocking to the most famous sites, meant that travel agencies were insatiable for curious, never-before-seen objects. “There are no longer travelers”, said Malraux, “there are only ‘voyagers’”. Special inventories are flourishing: writers’ houses (extended to include “illustrious” ones), battlefields, legendary sites. France has also completed an inventory of its culinary heritage, published region by region, following a directive from the Ministries of Agriculture and Culture. Heritage also knows no borders, and the Inventaire général has signed an increasing number of international agreements. The archives of former colonies, kept in Aix-en-Provence, are mobilized to support post-colonial studies in Pondicherry or Saint-Louis in Senegal. Nor can the Inventaire général ignore the cities that France has built in whole or in part abroad, such as Salonika or Saint Petersburg. It has also signed a contract with Quebec on French emigration and the pelt industry, which was developed in Charente but has its origins with trappers. In this heritage concert, only the South Pole remains unallocated.

			In 1975, France ratified the Unesco World Heritage Convention, which covers 52 sites in the country (including 44 cultural sites), and in 2006 the October 17th, 2003 Convention for the Safeguarding of Intangible Cultural Heritage, which covers 26 sites in France. The Inventory and the Ethnological Heritage Mission, which has since become the Department of Research, Promotion and Intangible Cultural Heritage, have been at the heart of these studies, for example when Le Havre was listed as a World Heritage Site, which came as a surprise on July 15th, 2005. Inventories sometimes change more quickly than one would like; what’s more, they don’t take root, but leave traces that mark the landscape. For example, an inventory of the Ile de Ré was published in 1981, but had to be updated for a new publication in 1994: it said nothing about campsites, barracks, fairground attractions and merchant trailers, a seasonal heritage condemned to oblivion. The city of Amiens is proud of the circus that Jules Verne established there, but where are the itinerants and the heritage of travelling people?

			
			

			Inventory in the Face of Industry and Ecology

			The Musée national des Arts et traditions populaires, founded in 1937 by Georges Henri Rivière, was closed in 2005, pending the opening of the Mucem in Marseille in 2013. The Inventaire shared its founder’s innovative ideas: the study of terroirs and people could not be separated. The French Ministry of Culture reactivated ethnology with the creation of the Mission du Patrimoine Ethnologique in 1984. The field was undefined, and State resources limited: the two programs combined their skills—the creation of eco-museums emerged in this wave of the 1970s (Le Creusot in 1971).

			In some countries, industrial heritage has taken on greater importance than in France (Belhoste, Smith, 1997; Toulier, 1997): the Ruhr, now a giant museum, has developed spectacular tourism around its industrial past, as have the cities of Sheffield and Birmingham in England. No country, however, has benefited from such a broad background as that offered by the Inventaire général. At Saint-Étienne, Lewarde and Carmaux, sites are maintained in order to open them to visitors. It’s not just a matter of curiosity that industrial heritage should be preserved: operators of polluting activities are obliged to restore their sites. Slag heaps are now part of Flemish landscape and Unesco’s cultural heritage. An oil company on the Seine estuary asked the Inventaire to list its gigantic refineries so as to avoid having to destroy them, out of economic rather than historical concern [fig. 3].
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			Fig. 3. Emmanuelle Réal, Le paysage industriel de la Basse-Seine. Inventaire général du patrimoine culturel, Haute-Normandie (collection Images du patrimoine), Rouen, Connaissance du Patrimoine de Haute-Normandie, 2008, p. 120-121.

			
			

			There is also indestructible “heritage”: the blockhouses of the Normandy coast or the submarine shelters of Lorient, dams and deserted harbors transformed into places of attractions. The reuse of former airports, such as Le Bourget, has given rise to an international program. In Toulouse, the hangars and runway that saw the first airplanes take off have been listed as historic monuments. The Inventaire général s a source of inspiration for many contemporary artists and the fashion for “revisited” second-hand objects. There is also “heritage” that requires specific methodology, such as cemeteries and the rituals associated to them (Duhaut, Groud, 2020).

			Make it Known

			The third task assigned to the Inventaire général was to make heritage known to everyone. The inventaire could be consulted in files, which were then converted to microfiches. Better was expected, and the Inventaire proved to be a forerunner in geo-localized data consultation. In 1974, it created a computer database for architecture, and a second in 1987 for movable objects. These were first accessible via Minitel, before being made available on the Internet in 1996, at the same time as works protected as historic monuments. Since 2019, Mérimée for monuments, Palissy for objects and Mémoire for photographs of these works have been linked via POP (Plateforme Ouverte du Patrimoine), which includes over 4.2 million references. A vast public is also reached through publications in three national collections: Images du patrimoine, anthologies of images with commentary, now numbering 321 titles; Cahiers du patrimoine, scientific approaches in the form of large volumes (124 titles); and Parcours du patrimoine, booklets and tourist guides (427 small booklets). In addition, we publish a wide range of other works, including exhibition catalogs, symposium proceedings and regional inventories.

			Through the precision of its vocabulary, which it both nurtures and monitors—an “abbey” is not a “monastery”, and “baluster” should not be confused with “balustrade” (which can be called “guardrail”, “railing”, “parapet”, or “banister”)—the lexical richness of the Inventaire was long hidden by its very abundance. Photographic reproductions of all these objects, buildings and sites, and even more so their online publication, opened the doors to these treasures. The mosaics of images (nouveau paysage) provide the curious and specialists alike with a model application of Henri Focillon’s Vie des formes, and the works of Élie Faure and Malraux. The image enjoys the same privilege as the Inventaire, that of putting each of its subjects in the spotlight. Whether a drawing or a photograph, the image flatters its subject: an ordinary house that no one would have noticed in its street or village, takes on a particular relief, even an exceptional value, once in its frame.

			The indispensable collection of Principes d’analyse scientifique also remains under national responsibility. Language is a matter of state, and the collection of vocabularies  essential to the descriptions and legends drawn up by and for the Inventaire général is a great service to the French language. The first volume, in 1971, dealt with tapestry; that of 1972, devoted to architecture, was largely focused on religious or noble architecture, an approach partly corrected in its 2001 update.

			“The inventory of France’s artistic riches has become an adventure of the mind”: this last sentence from Malraux’s inaugural speech in 1964 was programmatic. It was aptly taken up as the title of the Inventaire’s 2014 assessment, marking the department’s fiftieth anniversary and the tenth anniversary of its decentralization, to report on the Inventaire’s many “adventures” since its foundation (Boura, 2016). The notion of “heritage” challenges art history. Fluctuating between richness and disparity, the Inventaire général illustrates “a certain idea of France”, as de Gaulle used to say. No cartography can do justice to this, except to point out that “there’s something there” (Georges Coste)! The Inventaire général has no equivalent abroad, where heritage departments are spread across federal countries, or are subject to administrative objectives or budgetary conditions. The Inventaire is much more than an inventory: it is a multi-faceted opening onto an unconditional history of art. It combines the boldness of Chastel in its broadest sense, from cathedrals to teaspoons, with the vision of Malraux, who made research his own object. Heritage is constantly being revised, and the Inventaire is always starting again.
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			Fig. 1. Hubert Damisch, “Histoire et/ou théorie de l’art”, Scolies, no 1, 1971.

			
			

			In 1968, philosopher and art historian Hubert Damisch (1928-2017) founded the Groupe de théorie et d’histoire de l’art at the École normale supérieure (ENS), soon to be known as the Cercle d’histoire/théorie de l’art (CEHTA). Jean-Claude Bonne and Jean-Claude Lebensztejn were among the first to take part. Elected director of studies at the École des hautes études en sciences sociales (EHESS) in 1975, Damisch refounded the CEHTA there in 1977, which became the Centre d’histoire/théorie de l’art in 1987, then the Centre d’histoire et théorie de l’art under Daniel Arasse (1996-2001), and finally the Centre d’histoire et théorie des arts under Giovanni Careri (since 2001). In 2006, the CEHTA became part of the Centre de recherche sur les arts et le langage (CRAL). Aiming to open up French art history to other disciplines (anthropology, philosophy, linguistics, semiotics, psychoanalysis) and to epistemological reflection, the CEHTA draws a large part of its identity from the interests of its founder, on whose thinking we must therefore focus. Here, we’ll be associating him closely with two other key CEHTA figures, Louis Marin and Jean-Claude Bonne. Then, still within this first generation, we’ll look at how Daniel Arasse was able to extend the inspiration drawn from his predecessors to a wider circle. We will deliberately leave aside a number of other scientific personalities who also left their mark on the life of this center, as the plurality of their contributions cannot be synthesized here or reduced to a few matrix principles.

			The Origins

			The paper with which Damisch had opened the group’s meetings was published in 1971 in an École Normale Supérieure journal, Scolies [fig. 1]. The group’s manifesto attacked the very foundations of the discipline, whose notions of history and art seemed to him to be caught in a contradiction between the isolated individuality of the work and the reductive generality of history. Damisch counters this impasse with a “theory of artistic production” in which the work, beyond its status as a sign (sociological history) or image (the history of connoisseurship), is seen as the “index of a theoretical and practical productivity whose effectiveness is measured by the extent of the symbolic effects (perspectival effect, trompe-l’œil, simultaneous contrast, etc.) it plays upon, and which, in turn, is exerted at the level of the conditions, both perceptual and semiotic, of iconic representation, at the very level of image formation and generation” (Damisch, 1971, p. 35). In other words, the analysis of the socio-historical conditions of production and reception of works must be combined with the study of their formal and aesthetic specificities: the specificity of a work can only be highlighted in a differential way in relation to the works it transforms (or those that transform it), and in relation to the meaning it displaces or reshapes. The very object of art history is thus redefined. Hence the need, at the same time, to reflect on the idea of art history as a discipline, and the interest in the different theories or ideologies that have presided  over its constitution.

			The position of rupture is not unrelated to the political context. Lebensztejn recalls that Scolies appeared “at a time when people were trying to pick up the fallout from revolutionary thought” (Lebensztejn, 2020, p. 95). It’s true that Damisch quotes Marx and Althusser at length. The vocabulary, however, refers above all to the latter, starting with his obsession with “theory” and the “theoretical”. From 1957 to 1963, Damisch wrote for Maurice Nadeau’s Les Lettres nouvelles and, since 1966, he had been a contributor to Tel Quel: he was part of a generally Marxist intellectual milieu, but one with ambiguous or even hostile relations with the French Communist Party, an attitude echoed at the ENS. From the political configuration that was established around 1968, he retains above all the identification of culture with ideology, which was also at the heart of the movement to challenge the museum institution, which he approached less through leftism than through his friend Jean Dubuffet. 

			At the same time, the break is relative: Damisch’s work is in line with his master Pierre Francastel’s research on the transformations of Western “plastic space” (Damisch, 1998). Close to the Annales school and sensitive to its intention of opening up history to sociology, Francastel had already paved the way for the crossing of disciplines and epistemological reflection on art history and the work of art. Rejecting both determinism and formalism, his work contributed to a better articulation between sustained attention to the plastic data of works of art and in-depth study of their social functions, to which their plastic values contribute. Indeed, the originality of his approach lies in his assertion that the latter both depend on and participate in the constitution of these functions and their effectiveness. Damisch owes him the idea of an autonomy of thought and meaning specific to plastic expression. More broadly, he was able to mark the CEHTA’s interest in questions of method and the search for a new definition of the art historical object. It is significant that, in his first publication, Jean-Claude Bonne also took an interest in Francastel’s work on figurative thought. An essential part of the work of the CEHTA members was inspired by these early impulses, as they sought to combine the analysis of the socio-historical conditions of production and reception of works with the study of their formal and aesthetic specificities, in a perspective that was then intended to be structuralist, with this research taking a clear semiotic and psychoanalytical orientation.

			Semiotics and Psychoanalysis

			In 1968, the year Damisch set up his group at the ENS, the semiotics of painting was born: the first hypotheses were put forward by Jean-Louis Schefer (1938-2022) in Semiotica and by Louis Marin (1931-1992) in his (unpublished) contribution to the second international semiotics seminar at the University of Urbino. Marked by the work of Greimas—who tried to apply to the level of signification the notions that  Louis Hjelmslev had applied to the phonetic level—Marin endeavored to transpose them to painting, or rather to its relationship with texts (Marin, 1971). 

			There had already been a semiotic aesthetic (from Mukařovsky to the Americans and Eco), a semiotic analysis of poetry (Jakobson), photography (Barthes), cinema (Metz). Barthes pinpointed the essential issue: the image is a message without a code. This is the question that the semiotics of cinema and painting have had to confront. Marin and Schefer agreed that, if there is a “system”, it occurs only in the process of interpreting the painting, but they disagreed on its nature: for Marin, interested above all in the continuity of knowledge, it is the interplay of perception and sign; for Schefer, faithful to Hjelmslev’s deductive model, it must be clearly separated from perception.

			In 1973, the CEHTA prepared a double issue of Critique. A collective article mixes Chardin and Bataille, Damisch indulges in theoretical mathematics, Bonne talks psychoanalysis, Schefer deals with Lucretius. Semiotics is hardly present, except for a translation by Lebensztejn of a lecture by Meyer Schapiro on “iconic signs”, which has no connection whatsoever with structuralist semiotics. Moreover, in recent years, many—including Bonne, Damisch and Lebensztejn, but also Barthes and Schefer—had been more attracted to Jacques Derrida, who seemed to have rendered structuralism obsolete. In a colloquium on Francastel in 1974, Damisch called for “breaking the circle of the icon and the sign as drawn by a thousand-year-old tradition”. Invited to the first congress of the International Association for Semiotic Studies, in Milan in 1972, he declared that the “question of the nature, semiotic or non-semiotic, of the image” was “ill-posed” (Damisch, 1977, p. 22) and, against structuralism, he proposed Schapiro as a theoretical model.

			In 1977, Marin joined the EHESS and immediately became part of the newly-founded CEHTA, bringing with him a different conception of semiotics [fig. 2]. More sensitive to surrounding ideas, he preferred to emphasize convergences, exposing himself to influences; his proximity to Damisch and Bonne played no small part in his evolution towards 1980. Schefer had reproached him for an ambiguity between phenomenology and semiotics, but instead of resolving it, he goes further into this in-between, which he called, after Émile Benveniste, “enunciation” (as distinguished from the Saussurean couple language/speech); epistemological hesitation is reversed into discovery, giving rise to a semiotics that sets aside preoccupation with the system, with “language”, to make way for the all-historical interplay that representation—the cardinal concept of the mature Marin—has maintained, since the Renaissance, with those “non-mimetic elements” that had already attracted Schapiro’s attention, and in which Marin sees devices for producing the meaning of the image; meaning that he sees less and less as exclusively intellectual, and in which he now includes “all its effects of pleasure and enjoyment in sensibility and imagination, all its passionate affects in feeling and the heart” (Marin, 1990, p. 955). Referring to the Logique de Port-Royal (1660), Marin bases his analyses on the hypothesis that representation, as established  from the 16th century onwards, is made up of “transparency” and “opacity”: through the first, which is the only dimension explicitly theorized by Logique de Port-Royal and by most modern thought, it represents something; through the second, it presents itself as representation, and into this latter dimension enter the non-mimetic elements that take on the task of “enunciation”.
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			Fig. 2. Louis Marin, Détruire la peinture, Paris, Éditions Galilée, 1977.

			
			

			The commentaries on paintings presented in Opacité de la peinture (1989) and the literary readings collected in Des Pouvoirs de l’image (1993) are the culmination of this evolution, interrupted by an early death. Here, Marin took up the notion of the “theoretical object”, first proposed orally by Damisch, and central to Giovanni Careri’s work on the Baroque (Careri, 2001). The hypothesis of a split structure of representation also underpins Marin’s work on the role of the representation of power under Louis XIV (1981). Rather than a semiotics of the image (Marin was as much, if not more, concerned with literature than art), the legacy of this period at the CEHTA is a tension between semiotics’ demand for conceptualization and generalization, on the one hand, and the singularity of the thing (work of art or literary text) and its experience, on the other. 

			Another reason why Schapiro attracted the CEHTA was his openness to psychoanalysis. Damisch, Lebensztejn and Arasse (who perhaps saw in Schapiro an anti-Chastel) were very interested in his essay on Freud’s Leonardo. Marin, for his part, approached psychoanalysis by attending Jean-François Lyotard’s seminar at Nanterre in 1968 [fig. 3]. While Lyotard sought in Freud a critique of Lacan and structuralism, Marin was more conciliatory, but retained Lyotard’s idea that, in the “work of figurability” presiding over the formation of dreams according to Freud, he saw less a parallel with linguistic structure than a model for thinking about the relationship between the visible and the legible. Transferring this idea to the realm of art, Marin used it to follow, in the contemplation and interpretation of a work of art, the to-and-fro of meaning between perception and reflection, language and image. At the same time, Damisch was holding a seminar on Freud at the ENS, attended by Bonne and Sarah Kofman, among others. At the time, Bonne was also interested in Freud’s Leonardo: strongly influenced by Derrida, he found in Freud the beginnings of a radical critique of representation and an idea of painting as a compromise between fantasy and culture. He thus anticipates the uses that Damisch made of psychoanalysis, especially in L’Origine de la perspective (1987), where Lacan meets Brunelleschi on questions of “subject”, and in Le Jugement de Pâris (1992), where Freud helps him reread Kant’s aesthetics. 
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			Fig. 3. Notes taken by Louis Marin during a seminar on Freud by Jean-François Lyotard (IMEC, 248MAR/34/2).

			New Generations

			
			

			When Damisch retired in 1996, Daniel Arasse (1944-2003) succeeded him as director of the CEHTA. Like Bonne and Damisch, Arasse took an early interest in Francastel. He then began a thesis on Renaissance Sienese Art under the direction of Chastel, before moving on to Marin. His research into the conditions and efficacy of representation followed in the footsteps of Damisch and Marin. Like them, he questioned the foundations of modern representation (perspective) and the epistemological foundations of art history, and his work consists of a “close-up history” of painting, investigating the “unseen” (which is not the invisible), This “optical unconscious” is both a thought intrinsic to the work of art and a “repressed” part of the conceptual framework bequeathed by the history of art, allowing itself to be discovered through apparently insignificant details and through the presence of the author’s subjectivity in the work (Arasse, 1996). This subjective presence is also that of the spectator and the historian themselves, all driven by the desire and pleasure aroused by the work. Interested in the enduring efficacy of a painting over time, Arasse turned his attention to the plot of the iconic narrative, producing in turn a narrative, or even a fiction, that enables us to penetrate the “intimacy” of the work, and thus recreate the sensitive proximity that is not empathy, but none other than that of the artist to his work (Arasse, 1997). 

			Arasse also raised the question of the relationship between the singularity of the work and the generalizations of history; another intrigue emerges, that of the interpretations of the work that have sedimented over time. It’s a question of reinventing historian’s knowledge, considering the historical and cultural layers that stand between the observer’s present and the work’s past. In this way, Arasse basically reformulated the problem that Francastel had been working on all his life: the relationship between the work of art and history, which had already inspired Damisch and Bonne.

			Another art historian, Éric Michaud, who, like Arasse, had already crossed paths with the CEHTA at the ENS (he took part in the 1973 double issue of Critique), met up with him again at the EHESS. A specialist in modern Germany, he has been interested since the 1990s in the links between art and ideology, thus extending the CEHTA’s interest in the ideological context of art production and art history [fig. 4].
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			Fig. 4. Éric Michaud, Histoire de l’art : une discipline à ses frontières, Paris, Hazan, 2005.

			But it is Georges Didi-Huberman who most openly returns to the theoretical  questions posed by Damisch and Marin. Didi-Huberman is also interested in Freud, whose ideas of the unconscious, the repressed and the symptom he takes up in order to reformulate—by cross-referencing these notions with Warburg’s notion of survival—the problem of representation, the structuring role in it of elements that escape mimesis, and the generating tension between resemblance and dissimilarity, the visible and the “visual” (a term by which he designates the “unconscious of the visible”). For Didi-Huberman, but also for Giovanni Careri, anthropology tends to replace linguistics as a model.

			The decade from 1990 to 2000 also marked the entry of cinema and photography into the CEHTA, with Jacques Aumont and André Gunthert. From the 2000s onwards, the CEHTA’s approach multiplied, changed and, above all, diversified in a way that makes it difficult to recount here, but which in any case does not upset the lines traced by the first generations.

			If there is a “credo” for them, it could be summed up in the “axiom” posited by Damisch: “Without theory, we won’t know what ‘history’ means, or ‘art’, or in what sense we can speak of a ‘history of art’. But without history, there can be no valid ‘theory’, even if art escapes, in the final analysis, a strictly historicizing approach” (Damisch 1991, p. 198). The researchers at the CEHTA are driven by the conviction that neither art history nor art theory can do without questioning the nature of its objects and their historicity. Another point in common is the desire to reintroduce presence into representation—the presence of the work of art and the artist, but also the presence of the spectator, including the art historian himself. Acknowledging that all historians make theoretical choices engages a self-reflexive approach that is the hallmark of the thinkers presented here. Equally distinctive is their willingness to hold together objects from the past and contemporary theories, as well as ancient theories and contemporary objects, in a constant back-and-forth. The aim is to make the works of the past speak in their own language, while showing how what they say still concerns us. 

			Webography
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Fig. 1. Revue de l’art, table of contents of the first issue, 1968.




It’s not easy to give an overview of the wealth of art history magazines in France. First of all, one has to broaden the scope of one’s habits, even if one thought they were too broad. It is a matter of broadening them far more than one might have imagined, and discovering titles one knew about but never consulted, or that one simply didn’t know about.

So we have to return to the stores that preserve a treasure we already knew was priceless. And to pick out titles that deserve to be mentioned in this inventory, with the fear of forgetting some, or discarding others because one been asked to paint a panorama of this magnificent heritage in a text limited in its signs. And then there’s the need to build a story based on a disproportionate number of stories, which are those of each journal, each issue, each text. This multitude means that the author of this essay, who has never ceased to read magazine articles, from his student days right up to the present day, in marvelous, incalculable quantities, ends up almost in the position of the librarian in Robert Musil’s The Man Without Qualities, who, in order to have an overview of the library, to master it, ends up forbidding himself from reading the texts, to speak only of the titles. A reader, then, of thousands of articles over the years, and a librarian, able to locate little-frequented or unfrequented journals.

From the 19th to the 20th Century: Multiple Heritages

Dealing with this library inevitably involves crossing multiple histories and reconstructing the temporalities of scientific work. First and foremost, the history of a title and its position in the field of journals, whether in France or in an international academic context for the most important among them. Attempting to give an accurate overview of this wealth is like strolling through the shelves of a library (the opposite of searching for specific articles online on the useful sites of so-called open archives), discovering journals which, for some of them, occupy vast shelves between the first issue and the last delivered—or very often the last of a dead journal. One of the most prestigious and long-lived titles is the Gazette des Beaux-Arts, founded in 1859 by journalist Édouard Houssaye, and directed in its early days by Charles Blanc [fig. 2]. From the outset, its subtitle, “Courrier européen de l’art et de la curiosité”, indicated the magazine’s ambition and scope: to establish itself as the leading French-language art history magazine of international standing, at a time when there was no art history teaching. For in the second half of the 19th century and the first half of the 20th century, some of the journals that gave the discipline both prestige and a real heritage, made up of a multitude of texts, some of which would remain as “classics”, both seminal and indispensable, were born: Zeitschrift für bildende Kunst (1866), later replaced by Zeitschrift für Kunstgeschichte (1932-); The Burlington Magazine for Connoisseurs (1903-); The Art Bulletin (1919-). One of the glories of the Gazette was to publish a tribute to Henri Focillon in 1944, after the death of the great art historian in exile. How can  I not think of this history when considering the last issue, in 2002? The Gazette was able to cohabit for a long time with rival magazines such as the Revue de l’art ancien et moderne, founded in 1897 by Jules Comte as a continuation of Les Beaux-Arts, and which disappeared in 1939. L’Œil, founded in 1955 and featuring scholarly contributions by Charles Sterling, Jacques Thuillier, André Chastel and Jean-François Revel, was hardly a threat: it was taken over in 1976 by François Daulte with the help of Daniel Wildenstein, and gradually transformed into a mass-circulation magazine. The Gazette des Beaux-Arts is not, however, the oldest and most enduring of French magazines: not far from the shelves, you can still find the Bulletin monumental, founded in 1834 by Arcisse de Caumont, the original publication of the Société française d’archéologie, which is still in existence today. Together with Didron l’Aîné’s Annales archéologiques (1844-1881), these magazines opened up a new field, that of Christian iconography and monumental heritage. It is this second field that has survived to the present day, fueling, from the outset, all policies for the conservation and restoration of extra-museum heritage.
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Fig. 2. Gazette des Beaux-Arts, table of contents of the January 1964 issue.




Essential legacies persist. Among the magazines founded in the 19th century, we should mention others. For example, the Bulletin de la Société d’histoire de l’art français descends from the Archives de l’art français (1852) founded by Philippe de Chennevières, Anatole de Montaiglon and Jules Guiffrey, which became the Nouvelles archives de l’art français (1870). The Bulletin was founded in 1875. Today, it is still linked to a scholarly rite, that of a paper delivered before members, at a meeting where the forthcoming publication is decided. Today, as in its early days, the journal is highly positivist, giving pride of place to the exhumation and interpretation of archival sources.

Finding the Center: André Chastel’s Three Journals

However venerable it may be, the Bulletin has never played the role of a central journal for the discipline in France. A position long assumed by the Gazette des Beaux-Arts which it gradually lost, finding itself supplanted by other publications, and ultimately by the Revue de l’art. Indissociable from the figure of André Chastel, its founder, its genesis deserves to be recalled. In the beginning, there was a bulletin entitled L’information culturelle et artistique, created in 1955, which became the organ of the Association des professeurs d’archéologie et d’histoire de l’art des universités (APAHAU) in 1956, and quickly changed its name to L’Information d’histoire de l’art the following year, with Chastel undoubtedly its most influential driving force. The journal’s mission was to disseminate the work of art history and archaeology teachers in the faculties of arts, as well as news concerning the profession, such as the defense of graduate theses, doctoral dissertations, etc. It disappeared in 1976, by which time it had become the most influential journal of the profession, and was taken over in 1978 by the Bulletin de l’Association des professeurs d’archéologie et d’histoire de l’art des universités, soon attached to the University of Strasbourg, under the name of Formes. Bulletin de l’Institut d’histoire de l’art de Strasbourg et de l’APAHAU. This journal only managed to publish episodically, last appearing in 1989, on the occasion of the Congrès interntional d’histoire de l’art (CIHA) held in Strasbourg. Three authors, Albert Châtelet, Liliane Châtelet-Lange and Marie-Paule Danicher, wrote about the French and German periods of the Institute of Art History in Strasbourg. At the time, were there any newsletters that echoed a less established, more critical art history? For example, Histoire et critique des arts (1977-1980), whose first issue had an invisible committee (Hélène Hourmat, Michel Melot and Claudette Hould were, in fact, the instigators), vigorously attacked the art history of Jacques Thuillier, who had just been elected to the Collège de France, and translated a text by Frederick Antal, “Introduction à la peinture de l’époque de la Réforme”, while providing information on the activities of the Ulmer Verein.

In the meantime, a project had been launched to federate wills and establish itself as the magazine that would represent the discipline in France in the long term, in its  essential components − the university and museums—and at the same time open to foreign works. It would be years, however, before this journal would find its rightful place at the heart of the field, establishing itself as the major French journal of the discipline. Around 1958, Georges Bataille and Patrick Waldberg began thinking about a journal that might have been called Genèse or Sphinx, with Chastel in charge of the arts section. In 1961, with the support of Pierre Berès, who had taken over the publishing house Hermann, Chastel created Art de France, an annual magazine which produced only four issues, and which managed to combine a high scientific standard for art-historical texts and studies, with shorter chronicles or notes, and a no less high bibliophilic standard, which was immediately apparent in the care taken with the layout and typography. Each quarto-sized volume also featured lithographs by contemporary artists. Thus, at the end of the first volume, a note by Robert Klein on Gombrich’s Art and illusion was illustrated by a Guitar by Juan Gris. The magazine also welcomed writers and art historians alike: just take a look at the contents of the last issue, from 1964, where the names of Carl Nordenfalk, Henri Zerner, Albert Châtelet, André Fermigier, Philippe Sollers, André Masson, Yves Bonnefoy and René Char appear.

The Revue de l’art was created in 1968 under the aegis of the Comité français d’histoire de l’art (CFHA), with the help of the Centre national de la recherche scientifique and, initially, the editorial support of Flammarion [fig. 1]. As president of the CFHA, Louis Hautecoeur was its first director, with Chastel as editor-in-chief. Chastel’s intellectual ambitions can be seen in the unsigned editorial for issue 1-2 (1968), which he would implicitly assert by publishing the magazine’s editorials in a volume under his own name. The aim was not simply to give art historians a place to present their research, but to occupy a place in the international concert of the discipline, and at the same time within the human sciences: “At a certain degree of richness and density, the artistic phenomenon becomes capable of shedding light on obscure relationships glimpsed in other fields. Art can appear to us beyond history. A structure was quickly established, varying from issue to issue: editorials, studies, notes and documents, reviews, exhibitions, books, curiosa. Theme issues were also created, and leading art historians from abroad were called upon to contribute to the magazine’s influence. Whatever the success of the magazine, which for more than half a century has established itself as the most important French journal, long a must-read for young art historians wishing to make a career, one of the wishes of the beginning will have been only incompletely fulfilled over time, or too occasionally (but this was the case when Roland was chief-editor), according to the intellectual styles infused by the various directors: to deliver “‘mises au point’ or ‘état des questions’ tackling, one after the other, the fields in which specialists were willing to lend themselves to this effort, a section for historical and critical reflections on problems, methods, boundary conflicts, notions, criteria”.




Perspective [fig. 3], born in 2006 in the wake of the creation of the Institut national d’histoire de l’art (INHA), was to become France’s second central or general review. An earlier journal, Histoire de l’art, was founded in 1988 under the aegis of the INHA, and quickly taken over by APAHAU. It succeeded L’Information d’histoire de l’art and distinguished itself from the Revue de l’art by focusing on young researchers, but in a similar spirit in terms of the approaches taken in the contributions. It was founded by Antoine Schnapper, Françoise Levaillant and Pierre Vaisse. The fact that it has succeeded in establishing itself over the last thirty years bears witness to the need to disseminate the work of doctoral and post-doctoral students, whose numbers have continued to grow ever since. It inaugurates a genre of publications to which Les Cahiers de l’École du Louvre, created in 2012, belongs. As for Perspective, its specificity was set out in the very first editorial by Alain Schnapp: “To present current debates, to be attentive to new trends in the discipline, to multiply points of view, workshops and surveys.” In a second editorial, Jean-Pierre Cuzin and Olivier Bonfait, who masterminded the magazine in its early days, also reiterated these principles, citing the examples of Kunstchronik, The Art Bulletin, October, Annales and Critique.
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Fig. 3. Perspective, table of contents of the first issue, 2006.

Despite their Specialization, Journals as Places of Exchange 

For a long time, very generalist journals, or those from other disciplines in the  humanities and social sciences, served as occasional laboratories for a more theoretically armed history of art, or one that wished to be so. These included Les Annales, from which Lucien Febvre and Pierre Francastel sought to legislate a history of art that they saw as a province of a triumphant history; Critique, which very early on, in the years when Bataille was editor of the magazine, welcomed contributions from Chastel, again, or Louis Grodecki; and even L’Année sociologique and L’Homme, the journals founded by Émile Durkheim and Claude Lévi-Strauss. It was in the latter magazine that, in 2003, a number of key contributions to the French Aby Warburg revival appeared, in response to others published in Les Cahiers du Musée national d’art moderne. We could multiply the examples of magazines outside art history that were nevertheless highly visible places that enriched the discipline from an epistemological or historiographical point of view, such as J. B. Pontalis’ Nouvelle revue de psychanalyse, where the contributions of the most important artists in the history of psychoanalysis can be found. Pontalis’s Nouvelle revue de psychanalyse, which included essays by Daniel Arasse and Georges Didi-Huberman, or the Revue d’esthétique, heir to the title founded by Charles Lalo, Étienne Souriau and Raymond Bayer, whose 1997 issue, edited by Christian Michel, on La Naissance de la théorie de l’art en France, was to become a milestone. A number of classic issues of Actes de la recherche en sciences sociales, the journal founded by Pierre Bourdieu, published essays by Enrico Castelnuovo, Carlo Ginzburg, Salvatore Settis, Svetlana Alpers and Michael Baxandall, even before their books were translated into French. Le Débat, the now-defunct influential journal of Pierre Nora and Marcel Gauchet, had early publicized Baxandall’s theses on the “eye-period”, but apart from a few landmark issues on the birth or renovation of the great Parisian museums –Orsay, the Grand Louvre and Quai-Branly—it remained aloof from the major debates in the discipline. In the field of art history, another journal outside the discipline, the Revue germanique internationale, has established itself as essential thanks to Michel Espagne, welcoming fundamental contributions in several thematic issues over the past twenty-five years.

Alongside all these major journals, which in the discipline have grown out of a series of interlocking or, in some cases, scissiparous initiatives, we must also mention the less imposing but no less necessary journals that have sprung from local initiatives, particularly in universities. These include L’écrit-voir (1982-1989) at the University of Paris 1 Panthéon-Sorbonne, under the patronage of Laurence Bertrand Dorléac, Sinopia (2003-2004) at the University of Provence, Recherches en histoire de l’art (2002-2012) at the University of Clermont-Ferrand, under the patronage of Jean-Paul Bouillon, and more recently Cahiers d’histoire de l’art (2003-), largely focused on Italian art, created by Maria-Teresa Caracciolo and Christiane de Aldecoa: all outsider journals that reflect the need to broaden a very Parisian editorial field, dominated by the most established figures in the discipline. Critique d’art, founded in 1989 by Jean-Marc Poinsot, remains a highly singular journal, indissociable from the Archives de la critique d’art, co-managed by the University of Rennes and INHA. It stands at the  crossroads between criticism of living art and its transformation into art history, and plays a significant role through its reviews.

Alongside universities and institutions of higher learning, museums are another essential venue for art history journals. For many years, the Revue du Louvre et des musées de France was the most federative, heir to the distant Bulletin des musées of the 19th century. Originally a Revue des arts (1951), it was renamed Revue des arts, musées de France in 1958. Its vocation was to publish studies carried out on works held in French museums, and to offer curators an organ for disseminating their research on their collections. Reflecting the administrative organization of French museums, under the authority of an all-powerful Director of Museums of France with his office in the Palais du Louvre, it took the name Revue du Louvre et des musées de France, then Revue du Louvre. Revue des musées de France. In 2004, with the Louvre having freed itself from this supervision, it became Revue des musées de France. Revue du Louvre, undoubtedly losing influence [fig. 4].
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Fig. 4. Revue des musées de France. Revue du Louvre, table of contents of the 2023-4 issue.

The emancipation of the great national museums, which eventually became public establishments, was accompanied by the creation of magazines which, in addition to studies of the collections, played the role of “research notebooks” before their time. In its early days, the Musée d’Orsay magazine, 48-14, named after the  initial chronological division of the collections, reflected the general debates that had surrounded the tumultuous creation of the museum, before merging into a more classic model, accompanying public programs and acquisitions. Its demise raises a more general question, namely the viability of demanding publications whose scope is too closely tied to the collections of the institution that funds them. Many regional titles, which accumulated considerable knowledge, have disappeared. The Bulletin du Musée Ingres-Bourdelle de Montauban (1956-) remains a very active publication, based on a balance between two functions: being a local liaison organ and a receptacle for work on Ingres carried out all over the world.

One of the strategies of museum-related magazines is to see themselves as generalist and methodological, going beyond their collections and current events, and constantly playing on the interplay of scale between the collection and major issues. Gradhiva, the magazine of the Musée du Quai Branly-Jacques Chirac, which takes up the title created in 1986 by Michel Leiris and Jean Jamin, thus favors themes of broad scope (like the 2009 issue, conceived by Daniel Fabre on “Arts de l’enfance, enfances de l’art”). In a very similar vein, Les Cahiers du musée national d’art moderne (1979-) was created, and featured studies on art in the 20th and 21st centuries, as well as theoretical essays, in significantly different combinations according to their directors (Jean Clair, Yves Michaud, Jean-Pierre Criqui). In this, the journal joined others that had been veritable laboratories for contemporary art history or art theory, in France and abroad. We should mention artists’ magazines such as Peinture. Cahiers théoriques, or aesthetic journals such as La Part de l’Œil (1985-), edited in Brussels by Lucien Massaert and Luc Richir. But without doubt the magazine with the greatest influence is Macula (1976-1980), founded by a group of art historians and artists around Jean Clay, a veritable magazine-man. As accomplished in its production as in the ideas it disseminated, and October’s twin sister in terms of the people who worked there, Macula was linked to both a group and a person, who later founded the publishing house of the same name. Another magazine man is Giovanni Lista, founder of Ligeia (1988-), which has published over 200 issues.

Other medium-related publications include Les Nouvelles de l’estampe, founded in 1963 by Jean Adhémar; Sculptures (2014-), edited by Thierry Dufrêne and Claire Maingon; Études photographiques (1996-2017), published by the Société française de photographie, continued by Transbordeur (2017-), created by Olivier Lugon and Christian Joschke.

Finally, there is another category, that of French art-historical journals published by institutions located abroad, or whose fields and domains lie outside French jurisdiction. Here again, it’s not easy to draw up an inventory, since some of these journals go beyond art history. They primarily concern the field of archaeology, like Gallia (1943-), which focuses on national archaeology. Le Bulletin de l’École française d’Extrême-Orient (1901-) and Syria. Archéologie, art et histoire (1920-) are two important examples of the perpetuation of a French scholarly tradition in key cultural areas.  Very noticeably, articles in these journals took on the appearance of small books. The journals themselves came to resemble thick books, like Mélanges de l’École française de Rome, sometimes even taking on a less temporal name: Bibliothèque des écoles françaises d’Athènes et de Rome. Studiolo, the journal of the Académie de France à Rome, founded in 2003, which from the outset took on the allure of a great Jahrbucher, placing itself in fields as mixed as they are rich—those of Italian art studies or cultural transfers—with a theoretical concern that exists in far too few periodicals.

I’m coming to the end of this rapid, dizzying tour of the library, where I’ve only taken an incomplete inventory of French art-historical journals. Far from all the magazines I consult and frequent. One title is missing for me, which I didn’t quite know where to put in the classification I tried to make. Magnificent in its production, composite and international in the institutions that support it, published in Italy but under the auspices of a French scholarly society: this is Albertiana, the journal of the International Leon Battista Alberti Society, edited in Pisa and Rome by Fabrizio Serra.
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Hameaux et éearts

Goasvenmou (J 4)

anoie détruit.
Appartenait dGi & la famille_des
Goasvennou 4 la fin du xve siccle. Passé
par héritage & da_famille de Lesquelen
il fin du xviee, Ruiné i ln Révolution.
Remplois, dans les maisons du hameau,
dune picrre sculptée avec écu biché et
@une grande cheminée en granit 4 décor
géométrique et tétes humaines.

Kerbizien (L 9)

Le hameau contient plusicurs maisons
anciennes, ruinées ou s remaniées.

Calvaire (au centre du hameay) .

xvi¢, granit. Emmarchement & b
‘marches, socle, fat polygonal avec croi
on, eroix en tau.

Cté face, sur la croix, Christ, haut-
relief et sous ses pieds, en basrelicf,
ange_agenouillé, mains jointes: sur 1o
croisillon, 4 gauche, saint_Pierre, clefs
i la main, & droite, sainte Madeleine (2).

Au revers, sur l croisillon et adossés,
& gauche, personnages mains jointes, au
centre, Vierge couronnée portant I'Enfant
tenant une pomme dans ln main gauche et,
& droite, saint Jean (?) [fig. 432].

Manoir (ig. 435 & 437).

Porte Ia date 1733 (fagade antéricur),
mais Ia construction parait plus ancienne.

Logis au Nord d'une cour bordée par
des dépendances & IOuest (vestiges) et
au Sud. Logis de plan rectangulaire, peu
allongé, simple en profondeur, & un étage;
fagado antéricure & parti_jumelé et cor-
niche & denticules; escalier & une seule
volée droite dans une cage étroite bordant
Ia presque totalité de la face postéricure;
cheminée au rez-de-chaussée sur le mr.
pignon Ouest (fig. 437) et une autre du
méme type au prmicr sur le mur-pignon
Est. Construction remarquable par son
homogénéité. (Ia face postéricure a 6
remaniée, mais apparemment sans alté-
xation) ct par son parti. Sa distribution
est diicile 4 interpréter  los deux portes
jumelées semblent annoncer deux logis;
Ie. rezde-chausséc est en effet refendu
en deux pitces, mais par une cloison rap:
portée, et la pitce orientale 'a pas de
cheminées une porte (murée) permetait de
passer de la pitee oceidentale & Pescalier

quon ne peut plus aborder aujourd’hui
que par Petériours lo premier étage n'est
pas refendu.

des manoirs du xvue siécle (cf. p. 94).

e (9

Manoir (fg. 438 et 439).

Habité en 1562 par Guillaume Guyne-
ment, scigneur de Penancch Lalunce,
sénéchal et ieutenant de Carhaix; en 1677,
par Sylvie-Catherine Le Moyne de Trevi-
gny; en 1704, par Hervieu de Gourmon,
chevalier, scigneur de Coussy. Pillé et
incendié pendant la Ligue et, encore en
1675, pendant la révolte du Papier timbré.
Construction non_ datée; xvit® sidele (2).

Logis au Nord d’une cour en partic
bordéc sur ses autres cdiés par les dépen-
dances; celles-ci, au Sud, sont traversées
par un porche dentrée. Le-logis, dont lo
parti est exceptionnel, a E16 trés remanié.
Il semble quéon puisse dégager un pavillon
i deux élages couronné sur toutes ses
faces par une corniche & modillons, ne
comprenant qu'une scule pitce au rez
de-chaussée et aux étages, pavillon qui
aurait. été doublé anciennement en lon
gueur ct_en profondeur (ces adjonctions
sont avjourd’hui les parties les plus
dégradées). Escalier en pierre & quatre
volées droites tournant A gauche sur des
xepos; cage carrée et noyau caré. Cher
née au rezde-chaussée et au premier
étage de la partic orientale (découronnée).

Documen

AD. Finistire: A8, 9, 13, 15
3004, 51162 8 61,
AD. Loire-Adantique : B 1097.
Laz (Gion), Carkais, son passé. .,
‘Rev. Bretagne, Vendeé, Anjou, t. XIX,
XX, p. 266

55/18;

Pont-ar-Gorret (I 4)

Pont sur P'Aulne (fg. 418).
Sur Pancienne voie romaine de Carhaix
4 Morlaix. Construction non datée.
Pont & trois arches dont on trouve
dautres_exemples dans le canton (cf.
P- 93). Moyen appareil assez régulier en
granit.

D, Finistre : 15 1, 26.
A le-ot-Vilaine : C 3280,

Poullaouen 63

at-Pierre (J 9)

Pont sur I'Aulne (fg. 449).

Sur Pancienne voic romaine de Carhaix
& PAber-Wrac'h. Porte In date 1781, Une
seule arche en anse de panier. Tablier
avec une aile & chaque extrémité, Parapet
protégé intéricurement par des chasse-
roues et décoré extéricurement par une
frise e postes.

C 75; 15 1. 2.
861,

Maison (fg. 440)

Maison rurale & deux logis alignés. Le
premier, & un étage, porte la date 1654,
le sigle 1iis et un calice. Le second n'a
pas d'étage, mais un comble & surcroit.

Rosquijean (P 10)

Motte.

L'éminence naturelle, sur laguelle st
consteuit le hameau, domine & I'Ouest
Ia route de Carhaix & Poullaouen (ancienne
voie romaine de Morlaix) et un pe
affluent de PHybre. Située & Pextrémité
Est de cette éminence, Ja motte est sensi-
blement tronconique; dimensions moyen-
nes £ 40 & 50 m de diamétre i la base; 6 m
de haut; fossés de 10 m de large et de 4 m
de profondeur.

Saint-Qu

jean (K 5)

Chapelle Notre - Dame - du - Paradis
(entre Saint-Quijean et Lescom)
(fig. 399)

Signalée cn 1572, Reconstruite en 1630,
Plan rectangulaire & un scul vaisscau cou.
verten charpente; 15,20 m. X 6,10 m. h.o.
Mur pignon occidental & clocher. Disposi-
tions générales des chapelles du_ canton
(ef. p. 80).

MOBILIER.

MAVTRE-AUTEL BT RETABLE. XVIIC-XVINC,
bois, polychromic; éléments rapportés
et remontés au xix® (?).

Autel adossé, en tombeau droit;
deux gradins avec motifs de rinccaux
et de clefs croisées.

142 Canton de Carhaix-Plouguer

s,
46,

113, Poullaouen. Armoire de Vancien presbytire, en meisicr avee lous
dorés, dade 1381, Test p. 62.

Pont sur U Aulue, sur Vancienne o romaine
e Carhais & Morlais. Teste p. 65.

149, Pont-Picrre. Pont sur U Aulne, sur Lancie
e Carhai ' Aber Wrac'h. Porte la date 1781, Teste p. 65,
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1. Atelier de fabrication du sulfate
de potasse, fours mécaniques, 1939
(Coll. part).

Pour oben e sulfate le potasse qui
entre dans la compositon des engrais
complexes, on uiise des fours méca
niques dans lesquels sont injectés le
chiorure de potasse broyé et facide.
sulfurique obtenu précédemiment.

La combuston produt le sulfate de
potasse altendu, ainsi que de Facide
chiorhydrique gazeu.

2. Unité de récupération de Iacide
chiorhydrique, 1939 (Coll. part).
Uacide chlorhydrique gazeux oblenu
dans Fateler de sulfate de polasse
est capté et envoyé dans une unité
de condensation - consfituée e tours
et de tuyauteries - & issue de laquelle
il est écupéré sous forme solde, puis.
dissous dans des absorbeurs. Lacide
chiorhydrique, généré par e procédé
de fabrication des engrais complexes,
est desting & un usage purement
industril
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3.Unité de fabrication de phosphate
bicalcique, cuves de décantation,
1939 (Coll. part).

Le phosphate bicalcique constitue
Fun des principaux agents fertiisants.
des engrais complexes produts par
1a société PEC. Sa fabrication s'opére.
2 partirde phosphale naturel rédut
en poudre el dcide chiorhydrique.
Aprés avoir foremen agilé les deux
produils dans une premire série de
cuves, le mélange oblenu est décanté
dans une seconde série de cuves afin
de séparer Facide phosphorique solu
bilisé des résidus stériles contenus
dans le phosphate brut, Une fois
Facide phospharique neutalisé,

on obtient le phosphate bicalcique:
précipité qul faut sécher dans des
fours avant uiisation.

4. et 5. Silos, station de mélange des
engrais composés et vue intérieure
'un hangar de stockage, 1939

(Coll. part).

La fabrication des engrais composés.
contrairement  celle des engrais
complexes s'achve par le mélange
des diférents fertiisants qui entrent
ans leur composition : sulate o
potasse, phosphate bicalcique, nirale
ammoniac. Celte opéraion estréaisée:
dans une sialion de mélange reliée par
Glévateur et convoyeur 3 bande aux
Sios dans lesquelsles différentes
bases sont enlreposées. Les engrais
complets sont ensuite pesés, homoge-
néisés et broyés puis stockés en wac.
Gans un hangar, avant expédition.
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HISTOIRE ET/OU THEORIE DE L’ART

« S’ y a histoire, de quoi est-ce Phistoire? »
Emile BENVENISTE.

Histoire et/ou théorie de ’art : Ialternative figure une question.
Implication ou exclusion, — qu’en est-il de la relation entre la
pratique que l’institution académique inscrit sous la rubrique « his-
toire de ’art » et le travail théorique dont cette pratique s’accom-
pagne, souvent A son corps défendant? Et encotre : pourquoi ce
travail, sinon parce qu’a des niveaux et des degrés différents, I’his-
torien est nécessairement conduit A s’intetroger sur l’objet et le
statut de son activité, fat-ce sur le mode de la dénégation (et I’on
accordera ici, au titre de postulat, qu’il n’est pas de plus mauvaise
théorie que celle-la qui s’ignore, ou se dénie) ? La question prenant
son origine des prétentions de I’histoire de I’art 4 ’autonomie et,
tout ensemble, de son insertion dans le champ des « sciences humaines
(les guillemets étant, comme il est désormais d’usage, pour marquer
le concept comme problématique), elle porte en premier lieu sur la
(ou les) méthode(s) de I’histoire de I’att, et sur les secouts que celle-ci
peut attendre soit de travaux annexes (enquétes érudites, analyses
de laboratoire, recherches iconographiques, etc.), soit d’autres disci-
plines, et par exemple de la sociologie, de la psychanalyse, de la
linguistique. Ot, 12 méme ou I’histotien, échappant au commentaire
indéfiniment recommencé de la consommation esthétique, s’assigne
pour tiche de déchiffrer les ceuvres, de les interpréter, et plus géné-
ralement de mettre au jour les mécanismes de la production attis-
tique, dans tous les sens du mot production,, de pateilles incursions
(ou excursions) méthodologiques s’accordent patfaitement avec
Pattitude positividte qui est aujourd’hui de mise en ce domaine et qui
revient 4 admettre implicitement que P’objet dont I’histoire de l’art
veut connaitre, que cetwobijet lui est donné, qu’il ne lui appattient pas
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