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ABSTRACT 

 
Resistant Materiality in Interwar France: Charlotte Perriand¶V�)HPLQLQH�0DQLIHVWR� 

Embedded within the Table basse manifeste pour Jean-Richard Bloch (1937) 
 

Vanessa Sicotte 
 

 
This thesis examines the work of French architect and designer, Charlotte Perriand (1903-1999), 

by way of the Table basse manifeste pour Jean-Richard Bloch (1937), produced for %ORFK¶V�RIILFH 

as the editor of the highly political Journal Ce Soir.  Interior spaces and decorative arts gained 

importance in the reconstruction of France after the First World War. Within these fields and roles 

primarily occupied by men, Perriand figured among a small group of trailblazing women who 

helped shape the modern interior with an approach inspired by natural, vernacular, and artisanal 

sources and informed by the rise of functionalism. Women designers employed strategies to 

overcome this gender marginality, influencing their professional experiences and recognition. 

From the trend of male-female partnership to those who either embraced or rejected female 

solidarity, women designers demonstrate multiple and contradictory relationships with their sex, 

the idea of the feminine and feminism. To distill the importance of PerrianG¶V� REMHFW-based 

manifestos, I draw upon an interdisciplinary approach informed by French psychoanalyst Luce 

Irigaray¶V�XQGHUVWDQGLQJ�RI�ODQJXDJH, French linguists and theorists Laurie Laufer and Florence 

5RFKHIRUW¶V� FRQFHSWXDOL]DWLRQ� RI� JHQGHU�� $QWRLQH� 3LFRQ¶V� DQG� -XG\� $WWILHOG¶V notions of 

materiality, gender studies and design theory. I likewise pull from the work of Beatriz Colomina, 

Kate Millet, Judith Butler, Jane Rendell, John Potvin, and Penny Sparke to build a framework for 

understanding gendered meanings hidden within objects of daily use. Women furniture designers 

played a crucial role in French interwar design, yet their presence and contribution are under-
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acknowledged. This thesis hopes to add to the growing body of research about the experience and 

representation of women designers and architects in Interwar France. 
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INTRODUCTION 

³La création ne connaît pas de formule�´  
²Charlotte Perriand1 

 
My discovery, soon to turn into an obsession with French DUFKLWHFWH� G¶LQWpULHXU and furniture 

designer2 Charlotte Perriand (1903-1999) began serendipitously on 19 January 2020. As a member 

of the Canadian press corps, I visited the Charlotte Perriand: Inventing a New World retrospective 

exhibition at the Louis Vuitton Foundation.3 8SRQ�RXU�DUULYDO�� WKH� FUHDWRU¶V�GDXJKWHU��3HUQHWWH�

3HUULDQG��DQG�3HUULDQG¶V�H[WHQGHG�LQYHQWRU\�DXWKRU��-DFTXHV�%DUVDF, greeted the small group. For 

more than two hours, I pinched myself at the fortuitous occasion of being in the presence of a 

couple who lives, breathes, and is related to Charlotte Perriand. We asked questions, took 

YRFLIHURXV�QRWHV��DQG�HQMR\HG�WKH�H[SHULHQFH�IRU�WKH�³RQFH�LQ�D�OLIHWLPH�PRPHQW´�WKDW�it was. This 

moment of inception led to the thesis before you. Interiors have always been my most pressing 

concern, having dedicated my career to understanding, discussing, and sharing them.4 My 

professional experience has taught me that reducing a creatoU¶s intentions, material practices and 

metaphorical associations to broad contemporary social, cultural, or political discourses is a 

mistake.5 Creators are more than the sum of their material legacy. In some cases, an artist or 

 
1 ³&UHDWLRQ�NQRZV�QR�IRUPXOD�´�0\�WUDQVODWLRQ��Charlotte Perriand, in ³&KDUORWWH�3HUULDQG�´�Le Journal Fondation Louis Vuitton 
[Journal of Louis Vuitton Foundation], No. 10 (2019): 9.  
2 7KH�WHUP�³GHVLJQHU´�ZDV�QRW�\HW�FRLQHG�DW�WKH�WLPH�DQG�WKHUHIRUH, &KDUORWWH�3HUULDQG�UHIHUUHG�WR�KHU�ZRUN�DV�³DUW�GH�YLYUH´ [art 
of living] RU�³DUW�G¶KDELWHU´�[art of inhabiting]. Ibid. 
3 The exhibition Charlotte Perriand: Inventing a New World��ZDV�SUHVHQWHG�DW�WKH�/RXLV�9XLWWRQ�)RXQGDWLRQ��LQ�3DULV¶�%RLV�GH�
Boulogne from October 2, 2019, to February 24, 2020, https://bit.ly/3dRre9z. I was invited to the show as part of the 
extracurricular activities surrounding the Maison & Objet show in Paris, which I was covering as a member of the Canadian 
Press.   
4 Some of my thoughts on design and interior design are available through two volumes: Vanessa Sicotte, Damask & Dentelle: 
300 trucs pour une déco parfaitement imparfaite (Montréal: Éditions Cardinal, 2015); Vanessa Sicotte, Déco thérapie (Montréal: 
Éditions Cardinal, 2018).  
5 I created Damask & Dentelle, a web-based portal and directory specializing in interior design and decoration, in 2008. From 
2013 to 2019, I hosted two decorating television shows ²Sauvez les Meubles and Marché Conclu² as well as collaborated, as a 
décor expert, on Radio-&DQDGD¶V�Marina Orsini and CityTv¶V�Breakfast Television. My latest endeavour in the world of design is 
with the podcast Déco Thérapie, where, bi-monthly, I meet with industry professionals to discuss trends, best practices, and the 
interiors we call home. http://www.damasketdentelle.com/  

https://bit.ly/3dRre9z
http://www.damasketdentelle.com/
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designer has left a manifesto behind, one that testifies to the complexities of their inner turmoil, 

challenges, and sheds light on what might otherwise go missed if the art historian only looks at the 

material record. 

In Paris, the interwar period was a distinctive and essential moment within modernity, 

marked by dramatic shifts in demographics, the character of modern urban life, new forms of mass 

media, changing lifestyles for women, and increasingly interventionist approaches to managing 

the health and welfare of modern populations. Gérard Monnier describes how women of the avant-

garde ²specifically Eileen Gray, Charlotte Perriand, and Jeanne Bucher² actively participated 

in cultural life, and ³their activity FRQWULEXWHG�WR�WKH�DUW�ZRUOG¶V�YLWDOLW\�´6 The modern interior and 

decorative arts��³IRUPHG�DQG�GHYHORSHG�EHWZHHQ�WKH�PLGGOH�\HDUV�RI�WKH�QLQHWHHQWK�DQG�WZHQWLHWK�

FHQWXULHV�´7 gained importance in the reconstruction of France after the First World War. Within 

these fields and roles primarily occupied by men, Perriand figured among a small group of 

trailblazing women who participated within the broad discourse and practice that was modernism 

and helped shape the modern interior with approaches inspired by natural, vernacular, and artisanal 

sources, informed by the rise of functionalism.  

The existing literature has tended to place, and obscure, Perriand and her work in the 

shadow of prominent male modernist figures such as Le Corbusier, Pierre Jeanneret, and Jean 

Prouvé. After a decade of working with Le Corbusier, Perriand stepped out of his shadow into a 

successful career of her own. ,Q�������3HUULDQG�OHIW�/H�&RUEXVLHU¶V�Atelier (Figure 20) over a letter 

 
6 ³Dans le Paris des années trente, la modernité n¶HVW�SDV�VHXOHPHQW�GDQV�OD�WUDQVIRUPDWLRQ�GHV�IRUPHV��PDLV�DXVVL�GDQV�FHOOH�GHV�
PHQWDOLWpV��$LQVL��GDQV�OHV�DUWV�YLVXHOV��O¶DYDQW-garde participe à O¶émergence des femmes dans la vie culturelle, ou leur activité 
FRQWULEXH�DX�UHQRXYHOOHPHQW�GX�PRQGH�GH�O¶DUt.´� In Gérard Monnier, ³Figures du monde de l'art à Paris: Eileen Gray, Charlotte 
Perriand, Jeanne Bucher,´�French Cultural Studies, vol. 7 (June 1996): 141. 
7 6SDUNH�GHVFULEHV�WKH�PRGHUQ�LQWHULRU�DV�³WKH�LQVLGH�ORFDWLRQ�RI�SHRSOH¶V�H[SHULHQFHV�RI��DQG�QHJRWLDWLRQV�ZLWK��PRGHUQ�OLIH�´ She 
DGGV�WKDW�WKLV�LQWHULRU�LV�³ODUJHO\�IRUPHG�E\�LWV�SUHVHQFH�LQ�WKH�PDVV�PHGLD��ZKHUH�LW�LV�IUHTXHQWO\�UHSUHVHQWHG�DV�D�KLJKO\�
GHVLUDEOH��XQFOXWWHUHG�EDFNFORWK�WR�DQ�LQFUHDVLQJO\�FRPSOH[�H[LVWHQFH�´�,Q�3HQQ\�6SDUNH��The Modern Interior (London: Reaktion 
Books, 2008), 7-8.  
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VHQW�E\�/H�&RUEXVLHU��DFFXVLQJ�KHU�DQG�-HDQQHUHW�RI�EHLQJ�GLVOR\DO�E\�³SOD\LQJ�WKH�JDPH�RI�WKH�

-HXQHV���´ with regards to the Temps Nouveaux pavilion for the 1937 Paris Exhibition.8 Of course, 

it was a misunderstanding ²or a bout of flustered ego on the part of Le Corbusier² but Perriand 

vehemently rejected this unfounded accusation and resigned. In her biography, Perriand recounts 

their parting words: ³,�ZLOO�DOZD\V�KDYH�much admiration for your work, Le Corbusier, but for the 

PDQ�� ,� DP� QRW� VXUH�´9 Perriand emerged from this formative yet bittersweet experience as an 

enfranchised activist designer.10 Although Perriand always took ³side projects,´ even while 

working for Le Corbusier and Jeanneret,11 the Table basse manifeste pour Jean-Richard Bloch 

(1937) (Figure 1) is notably one of her first paid commissions after striking out on her own. Jean-

Richard Bloch (1884-1947), a French critic, novelist, playwright, and newspaper director asked 

Perriand to conceive and produce the furnishings for his office at the Journal Ce Soir (Figure 11), 

a daily Communist newspaper launched in 1937 by Louis Aragon (1897-1982) and Bloch (Figure 

3, Figure 30).12 The Table basse manifeste, among other furnishings, RFFXSLHG�%ORFK¶V�RIILFH�XQWLO�

the Nazis either confiscated it or destroyed it during their occupation of France. Therefore, the 

table that currently exists is a reproduction, built by Sice Previt following 3HUULDQG¶V� RULJLQDO�

 
8 According to Charlotte Perriand, Le Corbusier was privately quite hostile to this group of young architects, who appeared on the 
official list of his collaborators in creating the pavilion. The Jeunes 37 [The Youth 37] was an ad hoc group of professional and 
technical school students, and other young professionals of Paris assembled spontaneously in November 1934 in the aftermath of 
an inspiring speech by Francis Jourdain on the future Paris International exhibition. Charlotte Perriand invited the group to join 
the efforts of the UAM [Union of Modern Artists]. Under the circumstances, Le Corbusier was compelled to share his site with 
the Jeunes 37. In Charlotte Perriand, Une vie de création (Paris: Odile Jacob, 1998), 108. 
9 ³-¶DXUDL�WRXMRXUV�SRXU�WRQ�WUDYDLO�XQH�JUDQGH�DGPLUDWLRQ��&RUEX��PDLV�SRXU�O¶KRPPH��MH�QH�VDLV�SDV�´ My translation. Ibid. 
10 In 1932, Perriand joined AEAR or the Association des écrivains et artistes révolutionnaires [Association of Revolutionary 
Writers and Artists], the leftist writers' and artists' group, and became active with Léger and Pierre Jeanneret in the campaign 
against fascism. From its creation, the group counted 200 members of which 80 were writers and 120, artists. Of this number, 36 
were Communist party members. Sources include:  $QRQ\PH��³/¶$VVRFLDWLRQ�GHV�pcrivains et artistes rpvolutionnaires tient son 
assemblpH�FRQVWLWXWLYH�´ /¶+XPDQLWp (18 mars 1932) : 2; 0DU\�0F/HRG��³&KDUORWWH�3HUULDQG��+HU�)LUVW�'HFDGH�DV�D�'HVLJQHU�´�
Aa Files 15, no. 15 (1987): 12; and *ZHQQ�5LRX��³'H la thporie à la pratique: le manifeste des écrivains et artistes 
rpYROXWLRQQDLUHV��������´�Itinéraires (2018). 
11 ���UXH�GH�6qYUHV�ZDV�WKH�DGGUHVV�RI�/H�&RUEXVLHU�DQG�3LHUUH�-HDQQHUHW¶V�DUFKLWHFWXUDO�ILUP�DQG�ZRUNVKRS� 
12 The newspaper Ce Soir gave unconditional support to the Spanish Republic. It was known for its extensive coverage of the 
Spanish Civil War when France, under former Prime Minister Léon Blum, refused to engage in the conflict. Printed serial, 
Journal Ce Soir, Bibliothèque nationale de France archive, département Droit, économie, politique, JOD-109, Paris, France, 
https://bit.ly/3suraAP. 

https://gallica.bnf.fr/edit/und/null
https://gallica.bnf.fr/edit/und/null
https://bit.ly/3suraAP


 4 

sketches (Figure 6). 7KLV�LV�KRZ�D�FRS\�RI�3HUULDQG¶V�ILUVW�FRPPLVVLRQHG�WDEOH�FDPH�WR�EH presented 

at the /RXLV�9XLWWRQ�)RXQGDWLRQ�GXULQJ�3HUULDQG¶V�UHWURVSHFWLYH�H[KLELWLRQ�LQ����9 (Figure 12). 

7KURXJK�WKH�DYDLODEOH�OLWHUDWXUH��WKH�GHVLJQHU¶V�letters, DQG�ELRJUDSK\��DV�ZHOO�DV�3HUULDQG¶V�RQO\�

documented and published manifesto, BlRFK¶V�GLDULHV��DQG�D�FKURQRORJLFDO�UHFRQVWUXFWLRQ�RI�WKH�

WDEOH¶V�FUHDWLRQ��my thesis examines how the table resists normative gender ascribed associations 

as well as the phallocratic hegemony of Modernism. 

It is within the interstitial spaces between language, femininity, materiality, and the modern 

interior ²which, according to John Potvin, mirrored modern experience and rendered the 

construction of identity conditional and situational² that I situate the Table basse manifeste pour 

Jean-Richard Bloch.13 What story is waiting to be embedded in the materiality and engravings of 

the small table? To put it another way, how is Perriand herself made visible through what I argue 

to be the feminine qualities of her design? +RZ�GLG�3HUULDQG¶V� OLIH�experience inform her own 

understanding of the modern interior, and this table that she built to fit a very specific modern 

interior? Moreover, how did Perriand activate her identity, gender, and ideologies ²put on display 

LQ�%ORFK¶V�RIILFH² while simultaneously subverting the generally accepted modernist ideals? In 

SURSRVLQJ�DQVZHUV��,�VKDOO�FRQVLGHU�VHYHUDO�GLVFUHWH�EXW�LQWHUUHODWHG�IDFWRUV�UHVXOWLQJ�LQ�D�ZRPDQ¶V�

creation seen not as the expression of the material desires of a male patron, but instead as an exalted 

H[SUHVVLRQ�RI�KHU�FUHDWLYH�DJHQF\��7KHVH�LQFOXGH�WHQGHQFLHV�LQ�3HUULDQG¶V�ZRUN�WR�FUHDWH�ZKDW�,�

am calling feminine manifesto furniture, to infuse Modernism with vernacular traditions and 

political convictions, yet also, as I use feminist discourse analysis to argue, to deny her femininity. 

It is not unusual that made manifestos are alternatively known as political art; a form of propaganda 

 
13 -RKQ�3RWYLQ��³,QWURGXFWLRQ��5HDVVHVVLQJ�'HVLJQ�7KURXJK�$JHQF\�´�LQ�Design and Agency: Critical Perspectives on Identities, 
Histories, and Practices, John Potvin, and Marie-Êve Marchand, eds. (London: Bloomsbury Publishing USA, 2020), 4.  
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made to speak, in its materiality and form, to a subject of contention. Nina Felshin contents that 

most of the art produced in the past century has been guided by its FUHDWRUV¶�SHUVRQDO�H[SUHVVLRQ 

defined by the principles of formalism²one of the last gasps of modernism.14 She explains that 

³)RUPDOLVP�VRXJKW�WR�GHILQH�HDFK�DUW�LQ�WHUPV�RI�LWV�VHOI-defining characteristics, emphasizing not 

only the purity of each relative to other disciplines, but also the separateness of culture from other 

DUHDV�RI�OLIH�´15 This separateness collapses when looking at made manifestos, which can overlap 

with political art and propaganda. Here, the ³activist art´ in both its forms, materials, and message 

is process rather than object-oriented, and which is experienced ² or, in the case of PerriDQG¶V�

table, used² in public spaces.16 With the table serving as a primary source of my research, I aim 

to understand this understudied object while also positioning it as a social, cultural, and political 

entity within a larger context of feminine manifestos.17  

What is a manifesto? 

The early twentieth century saw a rise in written manifestos by modernist artists who read each 

RWKHU¶V�ZRUN�DQG�IRXQG�LQVSLUDWLRQ�IURP�RQH�DQRWKHU��7KLV�SKHQRPHQRQ�EHJDQ�LQ�)HEUXDU\������

ZLWK�WKH�SXEOLFDWLRQ�RI�WKH�³0DQLIHVWH�GX�)XWXULVPH´�RQ�WKH�IURQW�SDge of Le Figaro (Figure 22).18 

Many written manifestos followed. Art historians, Dominic Bradbury and Tim Benton assert that, 

³JLYHQ�WKH�FRQWH[W�RI�JURZLng political extremism on both right and left, perhaps it is not surprising 

that at times modernists tended to enjoy manifestos, grand statements and associations of all kinds, 

 
14 Nina Felshin ed., But is it Art? The Spirit of Art as Activism (Seattle: Bay Press, 1995), 10. 
15 Ibid. 
16 Ibid. 
17 Other books on the subject of political art and site-specific activist intervention include: Cynthia Imogen Hammond, 
Architects, Angels, Activists and the City of Bath, 1765-1965: Engaging with Women's Spatial Interventions in Buildings and 
Landscape (Farnham, Surrey, England: Ashgate, 2012); Grant H. Kester, The One and the Many: Contemporary Collaborative 
Art in a Global Context (Durham: Duke University Press, 2011); Suzanne Lacy, Mapping the Terrain: New Genre Public Art 
(Seattle, Wash.: Bay Press, 1995); and Lisa Tickner, The Spectacle of Women: Imagery of the Suffrage Campaign, 1907-14 
(Chicago: University of Chicago Press, 1988).  
18 Filippo Tommaso Marinetti, ³Manifeste du Futurisme,´ Le Figaro, 20 February 1909, Gallica, Bibliothèque Nationale de 
France, https://gallica.bnf.fr/ark:/12148/bpt6k2883730  

https://gallica.bnf.fr/ark:/12148/bpt6k2883730
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SDUWO\�DV�D�ZD\�RI�FRPEDWLQJ�UHVLVWDQFH�IURP�FRQVHUYDWLYHV�´19 Manifestos are prolongations of an 

DUWLVW¶V�ZRUN��7KH\�DUH�RIWHQ�LQFHQGLDU\��UHEHOOLRXV, and short. They are a call to action, declared 

along with a set of rules to follow. Most manifestos speak to a utopian future, they envision what 

the world could, and should, be. My interest in this thesis lies in object-based manifestos, or what 

I am calling the made manifesto. It is not surprising that there are no object-based manifestos, 

HLWKHU�E\�PHQ�RU�ZRPHQ��LQFOXGHG�LQ�'DQFKHY¶V�VXUYH\�RI�����$UWLVWV¶�0DQLIHVWRV. Yet Perriand 

GLG�WLWOH�WKLV�ZRUN�D�³PDQLIHVWH´�DQG�VR�,�ZDQW�WR�DUJXH�WKDW�WKLV�FRPPLVsion was a kind of object-

based declaration. The Table basse manifeste shared the revolutionary qualities of written 

PDQLIHVWRV��H[SUHVVHG�LWV�DXWKRU¶V�GHVLUH�IRU�FKDQJH��DQG�WKXV�served as a performative activist and 

feminine decree. As this thesis shows, 3HUULDQG�FDPH�LQWR�KHU�RZQ�DIWHU�OHDYLQJ�/H�&RUEXVLHU¶V�

Atelier, creating a manifesto that spoke to the Spanish Civil War (1936-1939)�� 3HUULDQG¶V�

Communist affinities, as well as a range of meanings connected to gender and creativity. With 

%ORFK¶V�RIILFH�and the Table basse manifeste serving as my core case study, I demonstrate how 

Perriand subverted ²traditionally² assigned gendered roles while negotiating the contours of 

visibility and invisibility within the modernist ethos to create a ³IHPLQLQH´�PDQLIHVWR�WKURXJK�WKLV�

very unique table. 

Literature Review 

The existing literature on Perriand is predominantly focused on and often biased towards the 

decade during which she worked with Le Corbusier (1927-1937).20 Dominic Bradbury and Tim 

BenWRQ¶V�(VVHQWLDO�0RGHUQLVP��'HVLJQ�%HWZHHQ�WKH�:RUOG�:DUV, although massive and bursting 

with canonical designers and architects, dismisses Perriand as a unidimensional and subservient 

 
19 Dominic Bradbury, Tim Benton, Mel Buchanan, Anne H Hoy, Margret Kentgens-Craig, Jolanthe Kugler, Rick Poynor, Patrick 
Seguin, and Laurence Seguin, Essential Modernism: Design between the World Wars, (New Haven, Connecticut: Yale 
University Press, 2018), 8. 
20 0DU\�0F/HRG��³&KDUORWWH�3HUULDQG��+HU�)LUVW�'HFDGH�DV�D�'HVLJQHU�´ Aa Files 15, no. 15 (1987): 3. 
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assistant to Le Corbusier and Jeanneret. Mary McLeod has written extensiYHO\�RQ�WKH�GHVLJQHU¶V�

career, from her early years to her most iconic furniture, such as the Tilting Lounge Chair (1927) 

(Figure 43) and Casiers (1928).21 But little current scholarship critically analyzes how Perriand 

shaped her craft through a unique interpretation, or subversion, of modernism or how her pursuit 

significantly engaged with the thought on design and materiality more generally. Other recent 

publications, mainly by Jacques Barsac, help to rectify this situation. Of these, four large volumes 

bearing the name Charlotte Perriand: oeuvre complète, published 2015-2019, establish a detailed 

FKURQRORJ\�RI�WKH�FUHDWRU¶V�OLIH�DORQJ�ZLWK�D thorough inventory of her work. Perriand is herself 

an important source for this thesis. In 1998 she published her autobiography, Ma vie de création 

at the age of 95, a year before her passing. I first read the English translation before realizing the 

error of my ways and promptly procured the original French version, which is more faithful to the 

DXWKRU¶V�LQWHQWLRQV.22 2WKHU�ELRJUDSKLHV��VXFK�DV�(OLVDEHWK�9HGUHQQH¶V�Charlotte Perriand (2005), 

HGLWRU�)UDQoRLV�/DIIDQRXU¶V�Living with Charlotte Perriand (2019), -DFTXHV�%DUVDF¶V�Charlotte 

3HUULDQG�� XQ� DUW� G¶KDELWHU�� ����-1959 (2005), and editors Barsac and Sébastien Cherruet¶V�

Charlotte Perriand: Inventing a New World (2019), help to depict a complete portrait of the long 

career and activism of Perriand. That said, in every source consulted, little is said about the Table 

basse manifeste pour Jean-Richard Bloch (1937). A few lines in passing here and there describe 

the table briefly and position LW�LQ�WKH�SK\VLFDO�FRQWH[W�RI�%ORFK¶V�RIILFH. Like the art object itself, 

GLPLQXWLYH�LQ�VWDWXUH�DQG�LPSRUWDQFH�LQ�WKH�RYHUDOO�GpFRU�RI�%ORFK¶V�RIILFH� the table's presence in 

the art historical literature feels almost like an afterthought LQ�WKH�JUDQG�VFKHPH�RI�3HUULDQG¶V�ERG\�

 
21 Sources LQFOXGH�0DU\�0F/HRG��³&KDUORWWH�3HUULDQG��+HU�)LUVW�'HFDGH�aV�D�'HVLJQHU�´ Aa Files 15, no. 15 (1987): 3±13; Mary 
McLeod, Roger Aujame, and Architectural League of New York, Charlotte Perriand: An Art of Living (New York: H.N. 
Abrams, 2003)��0DU\�0F/HRG��³Domestic Reform and European Modern Architecture: Charlotte Perriand, Grete Lihotzky, and 
(OL]DEHWK�'HQE\�´ in Modern Women: Women Artists at the Museum of Modern Art, Cornelia H. Butler and Alexandra Schwartz 
eds. (New York: Museum of Modern Art, 2010). 
22 Note: Merci Mme 3HUQHWWH�3HUULDQG�GH�P¶DYRLU�IDLW�YRLU�TX¶HQ�HIIHW�OD�WUDGXFWLRQ�pWDLW�XQH�SkOH�FRPSDUDLVRQ�j�O¶RULJLQDO�� 
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of work. Questions concerning agency DQG�KRZ�GRHV�LW�ILJXUH�ZLWKLQ�WKH�HSRFK¶V�ULFK�DQG�FRPSOH[�

socio-political context, thus far unanswered, are part of my investigation. 

Methodology 

In sum, to my knowledge, there is yet no sustained scholarly analysis on the Table basse manifeste 

pour Jean-Richard Bloch. To counter this absence, I propose to view the Table basse manifeste as 

an under-examined renegade within Perriand¶V�ERG\�RI�ZRUN. Focusing on this piece challenges 

the hegemonic reading of her 1927-1937 corpus as solely collaborative with, or under the direction 

and influence of Le Corbusier and Jeanneret. This formative period of her life is certainly 

LPSRUWDQW��EXW�WKHUH�DUH�RWKHU��GHHSO\�URRWHG��LQIOXHQFHV�WKDW�LQIRUPHG�3HUULDQG¶V�ZRUN��&KDUORWWH�

Benton remarks that 3HUULDQG¶V�³PRGHVW�RULJLQV�ZLWK�VWURQJ�UXUDO�DQG�DUWLVDQDO�URRWV´�DUH�SDUW�DQG�

parcel of her made manifesto and intertwined identity.23As Potvin points out, people make sense 

of the world through physical objects where WKH�³UROH�SOD\HG�E\�GHVLJQ�LQ�WKH�REMHFWV�WKHPVHOYHV��

the unique and symbiotic relationship between identity and designed, material objects, their 

uniqueness as much as their co-GHSHQGHQFH´�SOD\�D�VLJQLILFDQW�UROH�LQ�WKH�H[SODQDWLRQ�RI�LGHQWLW\�

formation.24 This is where my analysis of the Table basse manifeste begins.  

7R�XQGHUVWDQG�3HUULDQG¶V�WDEOH�²and the surrounding office² ,�ILUVW�WXUQHG�WR�3HUULDQG¶V�

autobiography. This ERRN�LV�HVVHQWLDO�LQ�XQGHUVWDQGLQJ�3HUULDQG¶V�SHUVSHFWLYH�DQG�LGHDOV��Yet even 

there I found some important omissions concerning the table. I then visited the Charlotte Perriand 

Archive, the Kandinsky Library at the Pompidou Center, and the Bibliothèque Nationale de France 

to find archival evidence on which to anchor this thesis. In what follows I argue that the Table 

 
23 &KDUORWWH�%HQWRQ��³)URP�7XEXODU�6WHHO�WR�%DPERR��&KDUORWWH�3HUULDQG��WKH�0LJUDWLQJ�&KDLVH-/RQJXH�DQG�-DSDQ�´�Journal of 
Design History, Vol. 11, No.1 (19980101): 31; Charlotte Benton, Charlotte Perriand: Modernist Pioneer (London: Design 
Museum, 1996). 
24 Potvin, 3. 
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basse manifeste is an object-EDVHG��³IHPLQLQH�PDQLIHVWR�´�The theoretical pillars on which this 

thesis sits include French psychoanalytic theory and feminist theory,25 psycholinguistics,26 

architecture and design theory.27 Design historians, Pat Kirkham and Judy Attfield, note that ³a 

feminist analysis reveals the socially constructed nature of history and alerts us to difference 

generally, so we need not confine it to gender but can also look at class, race, and other 

GLIIHUHQFHV�´28 Theories of agency found in social and cultural anthropology further inform this 

WKHVLV��ZKLFK�VLWXDWHV�3HUULDQG¶V�WDEOH�ZLWKLQ�D�IHPLQLVW�GHVLJQ�KLVWRU\�IUDPHZRUN�WKDW�DOORZV�PH�

to explore creative and spatial agency as a cultural artifact. 

Outline of the thesis 

5DWKHU�WKDQ�SURYLGLQJ�D�FRPSUHKHQVLYH�VXUYH\�RI�&KDUORWWH�3HUULDQG¶V�ERG\�RI�ZRUN��WKLV�WKHVLV�

focuses on her decision to negate her gender in her own writing and yet resounding presence in 

WKH�PDGH�PDQLIHVWR�WKDW�VKH�FUHDWHG�IRU�%ORFK¶V�RIILFH��The first chapter provides a visual analysis 

of the Table basse manifeste and situates it within its social and political context while introducing 

the main protagonists of this thesis, Charlotte Perriand, her client, Jean-Richard Bloch, as well as 

the artistic contributions of Fernand Léger and Picasso. The second chapter delves into the 

PDWHULDOLW\�RI�WKLV�DUW�REMHFW�DV�ZHOO�DV�RWKHU�HOHPHQWV�LQFOXGHG�LQ�%ORFK
V�RIILFH¶s decor, and the 

meanings embedded in Perriand's design choices. The third and final chapter explores Perriand's 

 
25 The works that most informed my research include Judith Butler and Elizabeth Weed eds., The Question of Gender: Joan W. 
6FRWW¶V�&ULWLFDO Feminism (Bloomington, IN: Indiana University Press, 2011); Kate Millet, Sexual Politics: La Politique du Mâle 
(Paris, Des Femmes, 2007); Jane Rendell, Barbara Penner and Iain Borden eds., Gender, Space, Architecture: An 
Interdisciplinary Introduction (New York: Routledge, 2000); and Penny Sparke, $V�/RQJ�DV�LW¶V�3LQN��7KH�6H[XDO�3ROLWLFV�RI�
Taste (London: Harper Collins, 1995). 
26 Specifically with the works of Luce Irigaray in Sexes et genres à travers les langues: éléments de communication sexuée 
(Paris: Grasset et Fasquelle, 1990) and Laurie Laufer and Florence Rochefort, 4X¶HVW-ce que le genre? (Paris: Payot & Rivages, 
2014). 
27 The sources consulted include Judy Attfield, Wild Thing: The Material Culture of Everyday Life (London: Bloomsbury 
Publishing, 2000); Antoine Picon, The Materiality of Architecture (Minneapolis, MN: University of Minnesota Press, 2020); and 
Penny Sparke, The Modern Interior (London: Reaktion Books, 2008). 
28 Pat Kirkham, and Judy Attfield, ³,QWURGXFWLRQ�´�LQ�The Gendered Object, Pat Kirkham ed. (Manchester, UK: Manchester 
University Press, 1996), 1. 
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work through feminist discourse analysis, using the insights of French psychoanalytical theory, 

which I use to position the table as a linguistically gendered and gendering object. The resulting 

investigation seeks to answer the how and why this seemingly unessential office art object is, in 

fact, a feminine manifesto. 
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CHAPTER 1 : FORMAL INTRODUCTIONS 

 ³Pourquoi, me disait encore dernièrement un ami,  
faire l'apologie du bois alors qu'en 1929 c'était le métal roi ?  

Tout simplement parce que dès 1935, avec mon fauteuil paille,  
j'avais appris et surtout compris que rien n'était à exclure.´  

²Charlotte Perriand1 
 
Becoming Charlotte Perriand 
 
Born in Paris, in 1903, to hard-ZRUNLQJ�SDUHQWV��&KDUORWWH�3HUULDQG¶V�IDWKHU�ZDV�D�WDLORU�DQG�KHU�

PRWKHU� D� VHDPVWUHVV�� 6KH� JUHZ� XS� ZLWK� D� VWURQJ� ZRUN� HWKLF� DQG� D� ³SURIRXQG� UHVSHFW� IRU�

craftsmanship�´2 During World War I (1914-1918), Perriand and her parents left Paris to live with 

KHU�IDWKHU¶V�IDPLO\�LQ�6DYRLH��IURP�ZKLFK�VKH�FRXOG�VHH�WKH�VQRZ-covered summits of Maurienne. 

³2QH�GD\�,¶OO�JR�XS�WKHUH��LW�ZDV�&KLQD��WKH�PRRQ��WKH�LQDFFHVVLEOH�´�UHPHPEHUV�Perriand.3 This 

PHPRU\�IURP�3HUULDQG¶V�FKLOGKRRG�DLGV�LQ�XQGHUVWDQGLQJ�WKLV�FUHDWRU¶V�ORYH�RI�WKH�JUHDW�RXWGRRUV�

and how it informed much of her career as an architect and a designer, that is, after she left Le 

&RUEXVLHU¶V� ZRUNVKRS� LQ� ������ $V� ,� GHPRQVWUDte in this chapter, by leaving Le Corbusier, 

Jeanneret, and the other men working at the Atelier, Perriand wrote her own story and freed herself 

from being subservient to the great male architects for whom she worked.4  

Throughout her life, Perriand wrote about her need for liberty, which she learned to value 

from her mother5 and which she embraced by skiing in her beloved Alps. In 1982, during an 

LQWHUYLHZ�ZLWK�0DULH�'HGLHX��D�SURPLQHQW�ILJXUH�LQ�WKH�:RPHQ¶V�/LEHUDWLRQ�0RYHPHQW��3HUULDQG�

 
1 ³Why, recently acknowledged a friend, make apologies for wood when in 1929, metal was king? Simply because, as soon as 
������ZLWK�P\�VWUDZ�FKDLU��,�KDG�OHDUQHG�DQG�XQGHUVWRRG�WKDW�QRWKLQJ�ZDV�WR�EH�H[FOXGHG�´�My translation. Charlotte Perriand, 
116. 
2 SébasWLHQ�&KHUUXHW��³&KDUORWWH�3HUULDQG��$GYDQFLQJ�LQWR�WKH�$YDQW-*DUGH�´�LQ�Charlotte Perriand: Inventing a New World, 
Fondation Louis Vuitton ed. (Paris: Gallimard, 2019), 29. 
3 ³8Q�MRXU�M¶LUDL�Oj-KDXW��F¶pWDLW�OD�&KLQH��OD�/XQH��O¶LQDFFHVVLEOH�´�My translation. In Charlotte Perriand, 16. 
4 This position of the ³stubborn architects who willfully impose their own ideas and values on SDWURQV´�DQG�HPSOR\HHV�DUH�
eloquently discussed in: Alice T. Friedman, Women and the Making of the Modern House (New York: Harry N, Abrams, 1998); 
and -RHO�6DQGHUV��³&XUWDLQ�:DUV��$UFKLWHFWV��GHFRUDWRUV��DQG�WKH���th &HQWXU\�,QWHULRU�´�Harvard Design Magazine, No. 16 
(Winter/Spring 2002): 6. 
5 ³/H�WUDYDLO��PH�UpSpWDLW�PD�PqUH��F¶HVW�OD�OLEHUWp�´ [Work, would repeat my mother, is liberty.] In Charlotte Perriand, 18. 
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VDLG�³>W@KH�PDLQ WKLQJ�IRU�D�ZRPDQ�LV�IUHHGRP��KHU�LQGHSHQGHQFH��%H�RQ�WRS�RI�ZKDW�VKH�GRHV�´6 

(Figure 31). Perriand wrote of her first experience initiating herself to climbing in high mountains 

and how she:  

Came into contact with those vast, open spaces of solitude and whiteness, and 

for the first time I experienced that pushing of the body beyond its limits to reach 

the summit, face-to-face with the sky and infinity, a drunkenness that I never got 

rid of ²a re-FUHDWLRQ�´7  

3HUULDQG
V�QHHG�IRU�IUHHGRP�ZDV�V\QRQ\PRXV�ZLWK�WKH�ZRUN�RI�³UH-creatinJ´�KHUVHOI.8 Indeed, it 

appears that her need for nature and liberty fueled her reinvention. To understand this drive, it is 

important to consider the period 1920-����GXULQJ�ZKLFK�3HUULDQG�VWXGLHG�DW�WKH�eFROH�GH�O¶8QLRQ�

Centrale des Arts Décoratifs, 112 Boulevard Malesherbes, before it moved to the Musée des Arts 

Décoratifs at the Louvre. Although not a stellar student ²Perriand received a notice of her 

impending dismissal after her first year² she excelled at drawing, which was a redeeming factor 

to her academic future (Figure 29).9  

After graduation, and following the advice of two mentors, professors Maurice Dufresne 

and Henri Rapin, Perriand exhibited at the Exposition des arts décoratifs (1925). While there, she 

vLVLWHG�/H�&RUEXVLHU�DQG�-HDQQHUHW¶V�3DYLOORQ�GH�O¶(VSULW�1RXYHDX�10 7KH�SDYLOLRQ�³VXUSULVHG�EXW�

 
6 ³/¶HVVHQWLHO�SRXU�XQH�IHPPH��F¶HVW�OD�OLEHUWp��VRQ�LQGpSHQGDQFH��ÇWUH�DX�IDvWH�GH�FH�TX¶HOOH�IDLW.´ ,Q�³&RQYHUVDWLRQ�3HUQHWWH�
Perriand��6pEDVWLHQ�*RNDOS��6X]DQQH�3DJp�´�Le Journal Fondation Louis Vuitton, No. 10 (2019): 10. 
7 ³-H�YHQDLV�GH�JR�WHU�j�FHV�JUDQGV�HVSDFHV�GH�VROLWXGH�HW�GH�EODQFKHXU��DX�GpSDVVHPHQW�GH�VRL�SRXU�SDUYHQLU�DX�VRPPHW��IDFH�DX 
FLHO��j�O¶LQILQL��LYUHVVH�GRQW�MH�QH�PH�VXLV�MDPDLV�GpSDUWLH�-une re-création.´ Emphasis added. My translation. In Charlotte 
Perriand, 21. 
8 The word does not have a clear translation but is significant in the context of this thesis. 
9 ³&H�TXL�pWDLW�SUpYLVLEOH�DUULYD��-¶pWDLV�ERXUVLqUH�HW�GHYDLV�SDU�PRQ�WUDYDLO�FRQWULEXHU�DX�UHQRP�GH�O¶pFROH��-H�P¶\�SUHQDLV�Pal. À 
OD�ILQ�GH�O¶DQQpH�VFRODLUH��5DSLQ�P¶DSSHOD�SRXU�PH�VLJQLILHU�PRQ�UHQYRL�´�[What was foreseeable happened. I was a grant 
UHFLSLHQW�DQG�P\�ZRUN�KDG�WR�KHOS�WKH�VFKRRO¶V�QDPH�DQG�UHSXWDWLRQ��,�ZDV�JRLQJ�DERXW�LW�WKH�ZURQJ�ZD\��$W�WKH�HQG�RI�WKH�VFKool 
year, Rapin called me in his office to tell me I was expelled.] My translation. In Charlotte Perriand, 18. 
10 Charlotte Ellis and Martin Meade, Interview with Charlotte Perriand, Architectural Review (November 1984) 
https://www.architectural-review.com/essays/interview-with-charlotte-perriand.  

https://www.architectural-review.com/essays/interview-with-charlotte-perriand


 13 

GLG�QRW�PRYH�KHU�´11 suggesting perhaps that her aesthetic sensibilities lay elsewhere. Although 

Perriand fully embraced in full the stark, unadorned pillars of modernism embodied in the Pavillon 

GH� O¶(VSULW�1RXYHDX¶V� FXEH� DUFKLWHFWXUH and mass produced furnishings, while working for Le 

&RUEXVLHU��3HUULDQG�UHYHUWHG�WR�³D�OHVV�GRJPDWLF�DSSURDFK�WR�TXHVWLRQV�RI�IRUP�DQG�PDWHULDOV�LQ�

VXEVHTXHQW�\HDUV�´12 A year later, Perriand exhibited a modest living room corner, Coin de salon 

(Figure 27), at the Salon des artistes décorateurs and the Salon d'Automne (1926).13  Nevertheless, 

LW�ZDV�DW�WKH�6DORQ�G¶$XWRPQH���������ZKHUH�VKH�SUHVHQWHG�KHU Bar sous le toit (Figure 28), that 

Perriand attracted the attention of her peers in the design industry (Figure 21).14 Her vignette was 

intended to be a demonstration of the modern interior of the mid-1920s. With Bar sous le toit, 

Perriand proposed a vision of the interior devoid ²or ³cleansed´15² of the apparent clutter, and 

³knick-knacks´16 of the nineteenth century, a Modernist stage set of unadorned and steel tubular 

furnishings. Yvanohé Rambosson, in the review &RPR°GLD�� SUDLVHG� 3HUULDQG¶V� ZRUN� LQ� the 

following terms:  

Furniture in aluminum or nickel-plated copper is carefully positioned as 

circumstances dictate. On the table, a set of glasses piles up, taunting gravity. 

All this is done without vain complication and without eccentricity, with an 

honest simplicity that comes of a genuine socially engaged aesthetic.17 

 
11 ³-H�SDVVDL�GHYDQW�OH�SDYLOORQ�GH�O¶8566��TXL�WUDQFKDLW�GDQV�WRXV�FHV�GpFRUV��HW�OH SDYLOORQ�GH�O¶(VSULW�QRXYHDX�GH�/H�&RUEXVLHU�
et Pierre Jeanneret, si dépouillé, relégué avec mépris dans un coin. ,O�P¶DYDLW�VXUSULVH�PDLV�SDV�DWWHLQWH�´�>,�SDVVHG�LQ�IURQW�RI�WKH�
pavilion of the USSR, which contrasted against all the decors, and the Esprit Nouveau pavilion by Le Corbusier and Pierre 
Jeanneret, so bare, relegated with contempt in a corner. It surprised but did not touch me.] My translation. In Charlotte Perriand, 
20. 
12 Charlotte Benton, 34. 
13 Ibid. 
14 ³,W�ZDV�Bar sous le toit H[KLELWHG�DW�WKH�6DORQ�G¶$XWRPQH�LQ���������1RYHPEHU�- 18 December) that marked the turning point 
LQ�3HUULDQG¶V�ZRUN�´�,Q�6pEDVWLHQ�&KHUUXHW����� 
15 ³'XVW�ZDV�FRQVLGHUHG�WR�EH�WKH�JUHDWHVW�HYLO�DV�LW�LV�EHOLHYHG�WR�KDUERXU�JHUPV�´�,Q�Penny Sparke, As Long DV�,W¶V�3LQN��7KH�
Sexual Politics of Taste (London: Harper Collins Publisher, 1995), 82. 
16 Charles Eastlake wrote, in Hints on Household (1868), that knick-NQDFNV�DUH�DQ�³KHWHURJHQRXV�DVVHPEODJH�RI�PRGHUQ�UXEELVK�
�«�´�LQ�3HQQ\�6SDUNH����� 
17 Yvanhoé RambossRQ��³/HV�DUWV�DSSOLTXpV�´ &RPR°GLD (November 1927): 21. 
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Moreover, in /D�5HYXH�GH�O¶DUW�DQFLHQW�HW�PRGHUQH��5DPERVVRQ�ZURWH�RI�3HUULDQG¶V�ZRUN�

WKDW�LW�ZDV�³WKH�PRVW�FKDUPLQJ��WKH�IUHVKHVW�HQVHPEOH��DQG�DOso the most logical one, is 

WKH�ZRUN�RI�D�YHU\�\RXQJ�ZRPDQ��0OOH�3HUULDQG�´18  

Her success led her to believe that she could, and would, work with Le Corbusier. 

3HUULDQG¶V� ILUVW� HQFRXQWHU� ZLWK� /H� &RUEXVLHU� GXULQJ� WKH� ����� 6DORQ� G¶$XWRPQH, was 

PHPRUDEOH��3HUULDQG�UHFRXQWV�WKHLU�EULHI�H[FKDQJH�DV�FROG�DQG�GLVWDQW��+H�DVNHG��³:KDW�

GR�\RX�ZDQW"´�7R�ZKLFK�VKH�UHSOLHG��³WR�ZRUN�IRU�\RX�´�/H�&RUEXVLHU�DQVZHUHG��³ZH�GR�

noW�HPEURLGHU�FXVKLRQV�KHUH�´19 This chilly reception was not to last; Le Corbusier and 

Jeanneret subsequently went to see 3HUULDQG¶V work at the Salon and offered her a job as 

DQ� ³DVVRFLDWH� UHVSRQVLEOH� IRU� HODERUDWLQJ� D� IXUQLWXUH� SURJUDP�´20 Then in 1937, after 

leaving the Atelier, she created the Table basse manifeste. 

La Table basse manifeste 

I encountered the reproduction of the Table basse manifeste twice: once during the Perriand 

H[KLELWLRQ�DW�WKH�/RXLV�9XLWWRQ�)RXQGDWLRQ��DQG�WKHQ�DW�3HUULDQG¶V�$WHOLHU21 ( 

Figure 14, Figure 15, Figure 16) where it is currently stored. At first glance, the table is small in 

stature (see Figure 1). Although the Perriand Archive will not disclose exact measurements of the 

table ²to protect its creator¶V� OHJDF\ and WKH� WDEOH¶V�potential commercialization² it stands at 

knee height and a single person can carry it. 'HVSLWH� LWV� VPDOO� VL]H�� WKH� WDEOH¶V� PHWLFXORXV�

FUDIWVPDQVKLS��PDWHULDOLW\�DQG� LQWHJUDWLRQ�RI�RWKHU� DUWLVWV¶�ZRUN�FRPELQHV� WR�FUHDWH� D�SRZHUIXO�

statement/the table comes into its own. Mounted on three tubular wooden legs, the tablH¶V�

triangular frame is topped with a rectangular surface separated into four smaller rectangles. Each 

 
18 Sébastien Cherruet, 32. 
19 Charlotte Perriand, 25. 
20 Ibid, 26. 
21 ³The Archives Perriand are located within this, 60 square meters, converted garage that Perriand purchased in 1957.´ Cited in 
0DULH�*RGIUDLQ��³'DQV�O¶DWHOLHU�GH�&KDUORWWH�3HUULDQG�´�Le Monde, 9 October 2019. 
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rectangle contains one zinc cliché trait [line-plate reproduction] (Figure 2). The engraved line-

plate reproductions, or plaques, rest within their respective rectangles, held in place only by the 

raised edges of the geometric shape.22  

On the different zinc plaques are four engravings: two prints by Pablo Picasso, representing 

the center image of the middle row on plate one (Error! Reference source not found.) and, from 

the second set of PicDVVR¶V�GUDZLQJV��WKH�ULJKW�LPDJH�RI�WKH�WRS�URZ��Figure). In the two remaining 

rectangular spaces are drawings by Fernand Léger, Tire-Bouchon (1933) and Fragments de vitrage 

(1933) (Figure 5). The four images, seen in Picasso-Léger pairs, are mirrors of each other, flipped 

along an invisible axis. Why put the four images in two pairs of flipped or ³mirrored´ images? 

Bear in mind that the table was designed to be seen from all sides, not positioned against a wall, 

but rather as freestanding where occupants walked or sat around it. The Table basse manifeste was 

thus RQ�GLVSOD\��SHUIRUPLQJ�ZLWKLQ�WKH�FRQILQHV�RI�%ORFK¶V�RIILFH�� 

In SUHSDUDWLRQ�IRU�WKH�WDEOH¶V�FUHDWLRQ��3HUULDQG�KDQG�GUHZ sketches for the table, where she 

pencilled in the four images that wouOG�FRQVWLWXWH�WKH�WDEOHWRS¶V�GLVWLQFWLYH�GHVLJQ thus confirming 

their intended presence in the final object (see Figure 6, Figure 7). I insist on this point because, 

many years later, in her biography, Perriand DVVHUWHG�WKDW�WKH�³FRIIHH�WDEOH¶V�WRS�ZDV�FRPSRVHG�RI�

line-SODWH�UHSURGXFWLRQV�RI�3LFDVVR¶V�OLWKRJUDSKV23 WDNHQ�IURP�WKH�DUWLVW¶V�The Dream and Lie of 

Franco (1937). 7KHVH�OLWKRJUDSKV�UHSUHVHQW�WKH�DUWLVW¶V�HDUO\�VNHWFKHV�IRU�WKH�FKDUDFWHUV��DQLPDOV��

and YHJHWDWLRQ�WKDW�SRSXODWH�3LFDVVR¶V�IDPRXV�PXUDO��*XHUQLFD�������.24 In the span of three lines, 

 
22 Information offered by Pernette Perriand and Jacques Barsac during the visit of the archives, Perriand archives (Paris), 8 
October 2021.  
23 ³-¶DMRXWDLV�XQH�WDEOH�EDVVH�j�FHW�HQVHPEOH��GRQW�OH�SODWHDX�pWDLW�FRPSRVp�GH�FOLFKpV�WUDLWV��UHSURGXLVDQW�OHV�OLWKRs de Picasso 
H[WUDLWHV�GH�6RQJHV�HW�PHQVRQJHV�GH�)UDQFR��GHVVLQpV�HQ������DYHF�OH�µPDQLIHVWH¶�GH�*XHUQLFD�´�[I added a coffee table to this 
set, the top of which was made up of line-plate reproductions, reproducing lithographs of Picasso extracted from Dreams and lies 
of Franco��GUDZQ�LQ������ZLWK�WKH�*XHUQLFD¶V�µPDQLIHVWR¶�@�0\�WUDQVODWLRQ��In Charlotte Perriand, 115. 
24 Picasso made a series of cartoon-like drawings and poems on January 8 and 9, 1937 ²with the last four squares completed 
June 7, 1937² LQ�UHVSRQVH�WR�WKH�6SDQLVK�&LYLO�:DU��7KHVH�WKHQ�VHUYHG�DV�WKH�LQVSLUDWLRQ�IRU�3LFDVVR¶V�PXUDO�WKDW�IROORZHG�WKH�
bombing of Guernica on April 26, 1937, and which was later exhibited in the Spanish pavilion at the Exposition Internationale 
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3HUULDQG� FDVW� GRXEW� XSRQ� )HUQDQG� /pJHU¶V� FRQWULEXWLRQ� WR� WKH� WDEOH�� ,Q� VR� GRLQJ�� WKH� GHVLJQHU�

questioned her long friendship with Léger and previous scholarship RQ�%ORFK¶V�IXUQLVKLQJV�� 

Political affiliations and the Quarrel with Realism 

3HUULDQG¶V�DFWLYLVP, present throughout her career, informed her political beliefs and permeated 

her designs. Benton contends that events such as the Great Depression (1929) and the years of 

the Front Populaire [Popular Front] (1936-1938) sharpened her sense of commitment.25 Benton 

adds that her activism was evidenced by her membership of the Association des écrivains et 

artistes révolutionnaires (AEAR) [Association of Revolutionary Artists and Writers], her 

manifesto photomontage on La misère de Paris at the Salon des Arts Managers (1936), and her 

work for the Popular Front's Ministry of Agriculture pavilion at the Paris Exhibition (1937).26 

The Spanish Civil War (1936-1939) and bombing of Guernica (April 1937) were not, therefore, 

the only socio-political preoccupations of Perriand, Léger, Picasso, and Bloch at the time. There 

was also the ³ideological and aesthHWLF�SDWFKZRUN��TXHVWLRQLQJ�WKH�UROH�RI�DUW�LQ�VRFLHW\´�brought 

about by the ³quarrel with realism�´�D�VHULHV�of debates and subsequent book,27 spearheaded by 

Louis Aragon (1936).28 In 1935-1936, Léger, like many other visual artists, architects and 

writers, took part in reflections and actively participated in the three debates on the future of 

modern art.29 As detailed in the chronology (provided in annex), many of the artists involved 

were affiliated with the AEAR, a Communist-led institution founded in 1932 and expanded, by 

 
des Arts et Techniques dans la Vie Moderne [International Exhibition of Arts and Techniques of Modern Life] held from May 25 
to November 25, 1937.  
25 Charlotte Benton, 34. 
26 Ibid. 
27 Jean Lurçat, Marcel Gromaire, Édouard Goerg, Louis Aragon, Edmond Küss, Fernand Léger, Le Corbusier, Jean Labasque, 
Jean Cassou, /D�4XHUHOOH�GX�UpDOLVPH��'HX[�GpEDWV�RUJDQLVpV�SDU�O¶$VVRFLDWLRQ�GHV�peintres et sculpteurs de la Maison de la 
culture (Paris: Éditions sociales internationales, 1936).  
28 Gladys C. Fabre, 97. 
29 Sponsored by the Maison de la Culture in May 1936, La Querelle du Réalisme involved three public debates on painting 
techniques and the popularization of modern art where all the avant-JDUGH¶V�³LVPV´�ZHUH�DWWDFNHG�DV�FRPPHUFLDO��FDSLWDOLVW�DUWV�´�
,Q�0DWWKHZ�$IIURQ��³)HUQDQG�/pJHU�DQG�7KH�6SHFWDFOH�RI�2EMHFWV�´�3K'�GLVV���<DOH�8niversity, 1994; Gladys C. Fabre, 97. 
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Louis Aragon, to become the Organisation des Maisons de la Culture in May 1936 

(CHRONOLOGY). Although views differed, those involved in the debate all, to some extent, 

agreed that modern art was in crisis and was facing a challenge from new media such as cinema 

and photography. In the Revue Internationale Esprit, Edmond Humeau writes, WKDW�³WKH�UHDOLVP�

debate requires more than a friendly greeting: it opens the way; it questions the work of 

SDLQWHUV�´30 For Léger, a member of the Popular Front deeply vested in these debates, realism 

formed the touchstone of a certain orthodoxy, or, at least, of the minimum threshold of 

understanding from which the positions of sympathizers and committed painters could be 

assessed. His drawings Tire-bouchon (1933) and Fragments de vitrage (1933) (see Figure 2) are 

examples of this ideological positioning, with their move away from Cubism and a return 

WRZDUGV�5HDOLVP¶V�stance, to depict the world as it is. ,W�LV�LQ�WKLV�FRQWH[W�WKDW�3HUULDQG¶V�WDEOH can 

be understood as a manifesto, in that its visual messaging spoke directly to current political 

concerns and to politicized debates about representation. 

Le truc 

Unfortunately, no surviving diary entries by Perriand, Bloch, Picasso, or Léger discuss the 

table. Léger, however, exchanged extensively with Simone Herman, his mistress living in Anvers, 

Belgium.31 On 7 July 1937, Léger wrote ³[p]lanning and designing with Charlotte for Monnet ²

we would like to inaugurate on the 14th ²not ready² DQG�WKH�µWKLQJ¶�ZLWK�-�5��%ORFK�ZKLFK�LV�

about to begin ²DQG�ZKDW�D�WKLQJ�´32 (Figure 18). What about le truc, the thing? A thing is not 

 
30 The realism debate is another name given to the quarrel with realism. ³/D�4XHUHOOH�GX�UpDOLVPH�H[LJH�PLHX[�TX¶XQ�VDOXW�
G¶DPLWLp ��HOOH�RXYUH�OD�YRLH��HOOH�LQWHUURJH�O¶°XYUH�GHV�SHLQWUHV�´ Edmond Humeau, ³La Querelle GX�UpDOLVPH�´�Esprit, Vol. 5, 
No. 52 (1937): 669-671, http://www.jstor.org/stable/45111807. 
31 Léger married his wife, Jeanne-Augustine Lohy, in 1919 and met Dutch artist Simone Herman in June 1930. Their relationship 
lasted until Léger departed to the United States in 1940. There are over 200 letters, between them, on record. 
32 ³En charrette avec Charlotte pour Monnet ²on voudrait inaugurer le 14 ²pas prêt² et le Truc J.R. Bloch qui va commencer 
²et quel truc�´�Letter from Fernand Léger to Simone Herman, dated 7 July 1937, Centre Pompidou Archive, Bibliothèque 
Kandinsky, Paris, accessed 12 October 2021.  
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usually something important. A thing VHUYHV�DV�WKH�³EDVLF�XQLW�WKDW�PDNHV�XS�WKH�WRWDOLW\�RI�WKH�

PDWHULDO�ZRUOG´33 yes, but it is seldom used as a laudatory term. An object of importance ²or 

EHWWHU�\HW�³D�WKLQJ�ZLWK�DWWLWXGH´34² deserves a name, adjectives, or, in the least, a description. 

Judy Attfield defines ³GHVLJQ� DV� µWKLQJV�ZLWK� DWWLWXGH¶�ZKHUH� WKH� GHVLJQHU¶V� LQWHQWLRQ� LV�PDGH�

DSSDUHQW�WKURXJK�D�VWURQJ�YLVXDO�VWDWHPHQW�´35 3HUULDQG¶V�Table basse manifeste is such a statement. 

The decorative arts is a contested category long construed, on one hand, by art historians as inferior 

to painting and architecture, and on the other, by design historians as too elitist for design history. 

But this confusion, like the table's diminutive stature, does not diminish this object's capacity for 

resistance.36 Léger hinted to this potential for greatness when he wrote��³HW�TXHO�WUXF!´�PHDQV�³DQG�

ZKDW�D�WKLQJ�´, thus elevating the table's overall significance within a tight-knit group of artists ²

and clients, such as Bloch² that opposed what they saw to be an unjust war, and a society in need 

of change.37  

Jean-Richard Bloch  

Born in Paris in 1884, in a Jewish and Alsatian family, Jean-Richard Bloch studied history and 

geography. He married in 1907 and moved to Poitiers where, in 1910, he created and edited the 

review journal O¶(IIRUW.38 An avowed Socialist from the age of 19,39 Bloch later became an active 

member of the French Communist Party.40 ,Q�������D�IHOORZ�QRYHOLVW�DQG�%ORFK¶V�OLIHORQJ�IULHQG��

Romain Rolland (1866-1944), situates %ORFK¶V�as yet unconfirmed Communist status when he 

 
33 Judy Attfield, Wild Things: The Material Culture of Everyday Life (London: Bloomsbury Publishing, 2000), 7. 
34 Ibid, 5. 
35 Ibid. 
36 7DJ�*URQEHUJ��³'pFRUDWLRQ��0RGHUQLVP
V�µ2WKHU�¶´ Art History 15, no. 4 (1992): 547. 
37 That thing Léger wrote about is, I believe, the Table basse manifeste pour Jean-Richard Bloch. 
38 In Consuelo Fernandez, ³Jean-5LFKDUG�%ORFK��XQ�VRFLDOLVWH�GDQV�OD�JXHUUH��G¶DSUqV�VD�FRUUHVSRQGDQFH�´�Guerres mondiales et 
conflits contemporains, No. 175 (Juillet 1994): 123. $OVR�LQ�&DUPH�)LJXHUROD��³/H�'pIL�(VSDJQRO��/D�*XHUUH�'H����'
DSUqV�
André Malraux Et Jean-5LFKDUG�%ORFK�´�Présence D'André Malraux, no. 16 (2018): 58.  
39 Consuelo Fernandez, 123. 
40 However, it remains unclear as to the year during which he joined. In Rachel Mazuy, ³5pIOH[LRQV�VXU�XQH�GDWH�G¶DGKpVLRQ�± 
Jean-Richard Bloch et le PCF (1937-1939),´ CTURSS.hypotheses.org, 15 June 2019, https://cturss.hypotheses.org/2386. 
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wrote, ³>R@I�WKH�)UHQFK�ZULWHUV��YHU\�IHZ�RI�WKH�PRVW�RXWVWDQGLQJ�DUH�VXUH�&RPPXQLVWV��7KH�RQO\�

RQH��RI�UHQRZQ��ZKR�LV�UHJLVWHUHG�ZLWK�WKH�3DUW\�LV�$UDJRQ�´41 Bloch fought in World War I where 

he was injured. First, on the arm during the attack on the Forest of Champenoux42, and twice more 

in 1915.43   

After returning from battle, Bloch¶V� activism, and desire to defend his nation did not 

subside. Rather than fighting at the front, he now resorted to the pen and sent a letter to Marcel 

Martinet (1887-1944), a French socialist and pacifist who was also a revolutionary militant and 

author. The letter dated January 1917 reads, ³>Q@DWLRQDOLW\�LV�QRW�D�JRDO��EXW�D�starting point as is 

the family. It is worth defending as is our unique cultural melting pot�´44 Rachel Mazuy states that 

Bloch joined the SFIC ²Section française de l'Internationale communiste [French Section of the 

Communist International]² after the Congrès de Tours but distanced himself from the party 

during Bolshevization.45 %ORFK¶V� SROLWLFDO� LQFOLQDWLRQ� EHFDPH� LQFUHDVLQJO\� FOHDU� OHDGLQJ� XS� WR�

1933, when in an almost premonitory fashion, he published a book of essays titled Offrande à la 

politique. Troisièmes essais pour mieux comprendre mon temps46 (Figure 35). Bloch was 

increasingly attentive to Communism as, in Germany, the Nationalsozialistische Deutsche 

 
41 On 23 March 1938, Romain Rolland wrote in his diary, ³[d]es écrivains français, bien peu des plus marquants sont des 
communisants sûrs. Le seul, de renom, qui soit inscrit au Parti est Aragon.´�0\�WUDQVODWLRQ��In Bernard Duchatelet ed., Cahiers 
Romain Rolland, Cahier 27 (Paris: A. Michel, 1989), 272. 
42 Jean-5LFKDUG�%ORFK��³/HWWUH�j�VD�IHPPH�´�BnF, Fonds Jean-Richard Bloch, (September 1914), 
https://archivesetmanuscrits.bnf.fr/ark:/12148/cc4824t/ca59874461925915. 
43 Consuelo Fernandez, 124. 
44 ³/D�QDWLRQDOLWp�Q¶HVW�SDV�XQ�EXW��HOOH�HVW�XQ�SRLQW�GH�GpSDUW�FRPPH�O¶HVW�OD�IDPLOOH��(OOH�YDXW�G¶rWUH�GpIHQGXH�FRPPH�QRWUH�
ERXLOORQ�GH�FXOWXUH�VSpFLILTXH��«��´�0\�WUDQVODWLRQ��-HDQ-5LFKDUG�%ORFK��³/HWWUH�j�0DUFHO�0DUWLQHW�´����-DQXDU\��������LQ�
Consuelo Fernandez, 124. 
45 5DFKHO�0D]X\��³-HDQ-5LFKDUG�%ORFK�HW�OH�3&)�´�GroXSH�G¶eWXGHV�-HDQ-Richard Bloch, 25 July 2019, last updated 30 July 
2021, https://www.etudes-jean-richard-bloch.org/Jean-Richard-Bloch-et-le-PCF.  
46 :ROIJDQJ�$VKROW��³'DQV�O¶HQJUHQDJH�G¶XQ�HQJDJHPHQW���-HDQ-5LFKDUG�%ORFK�HW�OD�JXHUUH�FLYLOH�HVSDJQROH�´�Groupe Études 
Jean-Richard Bloch, 5 January 2017, last update 25 June 2019, https://www.etudes-jean-richard-bloch.org/WOLFGANG-
ASHOLT-Dans-l-engrenage-d-un-engagement-Jean-Richard-Bloch-et-la. 

https://archivesetmanuscrits.bnf.fr/ark:/12148/cc4824t/ca59874461925915
https://www.etudes-jean-richard-bloch.org/Jean-Richard-Bloch-et-le-PCF
https://www.etudes-jean-richard-bloch.org/WOLFGANG-ASHOLT-Dans-l-engrenage-d-un-engagement-Jean-Richard-Bloch-et-la
https://www.etudes-jean-richard-bloch.org/WOLFGANG-ASHOLT-Dans-l-engrenage-d-un-engagement-Jean-Richard-Bloch-et-la
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Arbeiterpartei [National Socialist German Workers' Party] rose to power and endangered 

European cultural production, at least as Bloch envisioned it in the late 1920s.47  

During the same year, Bloch was invited along with Aragon and André Malraux (1901-

1976), to the First Congress of Soviet Writers presided by Maxim Gorky (1868-1936), a Russian 

short-story writer and novelist.48 Besides sharing their passions, ideas, and creative aspirations, the 

writers in attendance consecrated ³socialist realism,´ with their adherence to Soviet reality.49 

Bloch was also an active member of the AEAR which counted amongst its members: Aragon, 

Henri Barbusse, Max Ernst, André Gide, André Lurçat, André Malraux, André Breton, Fernand 

Léger and, importantly, Charlotte Perriand.50 %ORFK�DQG�3HUULDQG¶V�DFWLYLVP�LV�likely how they met.  

%ORFK¶V�Solitical engagement culminated with his critique of the Spanish Civil War (1936-

1939). On 19 July 1936, his telegram to Spanish President Manuel Azaña (1880-1940) attests to 

his support for the Spanish Republican government: 

19 July [1936] 

President Azana [sic]. Madrid.  

French anti-fascist writers assure the Spanish Republican government of their 

ardent brotherhood. Put themselves at its entire disposal in the struggle for 

political freedom and human dignity.  

 
47 Wolfgang Asholt and Claudine Delphis eds., Jean-Richard Bloch ou à la dpcouverte du monde connu: Jprusalem et Berlin 
(1925±1928) (Paris: Honorp Champion, 2010). 
48 RpJLQH�5RELQ��³/HV�GLIILFXOWps d'une identitp juive soviptique: Le premier congrqs des écrivains sovipWLTXHV�GH������´ Cahiers 
du Monde Russe et Soviptique 26, no. 2 (1985): 243. 
49 9LFWRU�)D\��³/H�&RQJUqV�GHV�pFULYDLQV�VRYLpWLTXHV�D�pWp�PDUTXp�SDU�XQ�GXHO�HQWUH�OLEpUDX[�HW�FRQVHUYDWHXUV�´�Le Monde 
Diplomatique, (July 1967): 10.  
50 Gwenn Riou, ³De la thporie à la pratique: Le manifeste des écrivains et artistes rpvolutionnaires, 1932,´ 20181001 (2018) 
https://doi.org/10.4000/itineraires.4212. 

https://doi.org/10.4000/itineraires.4212
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French Secretary for the International Association Writers for Defense Culture: 

Jean-Richard Bloch, Chamson, Malraux, Aragon.51   

%ORFK¶V�WULS�WR�6SDLQ�LQ� WKH�VDPH�PRQWK�WKDW�KH�VHQW�WKLV�WHOHJUDSK�ZDV�D�SUHOXGH�WR�KLV�DUGHQW�

VXSSRUW� IRU� WKH� 6SDQLVK� 3RSXODU� )URQW¶V� TXHVW� IRU� GHPRFUDF\� DQG� IUHHGRP.52 Writing to Julio 

Álvarez del Vayo (1891-1975), a Spanish Socialist politician, journalist, and writer, Bloch said, ³,�

have spent every week since my return from Spain fighting, day and night, by words and pen, until 

my body could not continue, to defend the cause that is yours, ours, and that is most important and 

VDFUHG�WR�PH�´53  

Simultaneously, Picasso appeared prescient as, beginning on 8 and 9 January 1937, and 

ending on 7 June 1937, he drew WKH�FDUWRRQV�WKDW�IRUHVDZ�WKH�KRUURU�RI�WKH�1D]L¶V�casual bombing 

of Guernica on 26 April 1937(Figure, Figure 8),54 and which served as inspiration for the painting 

commissioned by Spanish Republican government and unveiled at the Spanish Pavilion during the 

International Exposition in Paris (1937) (CHRONOLOGY).55 Picasso, sympathetic to the 

Republican government of his homeland, was horrified by the reports of devastation and death. 

Guernica was his visual response, his memorial to the brutal massacre. Bloch¶V�UHVSRQVH�ZDV�WR�

 
51 ³Président Azana[sic]. Madrid. Écrivains français antifascistes assurent gouvernement républicain espagnol de leur 
ardente fraternité. Se mettent à sa disposition entière dans lutte pour liberté politique et dignité humaine. Secrétariat 
français Association Internationale Écrivains pour Défense Culture : Jean-Richard Bloch, Chamson, Malraux, 
$UDJRQ�´�0\�WUDQVODWLRQ��Bibliothqque Nationale de France, Fonds J.R. Bloch, correspondence, vol. III.  
52 Bloch documented his eight days trip to Valencia, Barcelona, and Madrid, in July 1936, with essays and observations in Jean-
Richard Bloch, Espagne, Espagne! (Paris: Éditions Sociales Internationales, 1936).  
53 ³-¶DL�SDVVp�WRXWHV�OHV�VHPDLQHV�TXL�RQW�VXLYL�PRQ�UHWRXU�G¶(VSDJQH�j�OXWWHU��MRXU�HW�QXLW��SDU�OD�SDUROH�HW�OD�SOXPH��MXVTX¶j 
O¶H[SLUDWLRQ�GH�PHV�IRUFHV�SK\VLTXHV��SRXU�OD�GpIHQVH�G¶XQH�FDXVH�OD�Y{WUH��OD�Q{WUH�TXL�P¶HVW�FKqUH�HW�VDFUpH�HQWUH�WRXWHV�´ My 
translation. Letter to Julio Àlvarez des Vayo (16 September 1936), BnF, Fonds J.R. Bloch, correspondence, vol. I.  
54 ³$W�DERXW�������RQ�0RQGD\�����$SULO�������WKH�*HUPDQ�&RQGRU�/HJLRQ�ZDU�SODQHV��FRPPDQGHG�E\�&RORQHO�:ROIUDP�YRQ�
Richthofen, bombed Guernica for about two hours. Germany, at this time led by Hitler, had lent material support to the 
Nationalists and were using the war as an opportunity to test out new weapons and tactics. Later, intense aerial bombardment 
EHFDPH�D�FUXFLDO�SUHOLPLQDU\�VWHS�LQ�WKH�%OLW]NULHJ�WDFWLF�´�*XHUQLFD������E\�3LFDVVR��Pablo Picasso.org, accessed 5 December 
2021, https://www.pablopicasso.org/guernica.jsp. 
55 I propose a detailed chronology of the most relevant events leading to the creation of the Table base manifeste which is located 
in the annex of the thesis.  

https://www.pablopicasso.org/guernica.jsp
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join Aragon to launch Ce Soir, a daily Communist newspaper notorious for the quality of its 

collaborators (Figure 19).56 Perriand obtained the commission for the layout and furnishing of 

%ORFK¶V�GLUHFWRU�RIILFH� and it is most certainly their collective frustration ²Bloch, Perriand, Léger 

and Picasso² DJDLQVW� WKH�)UHQFK�SUHVLGHQW�/pRQ�%OXP¶V�QRQ-interventionism with the Spanish 

Civil War that led to the theme, material selection, and creation of the Table basse manifeste.57 

 
56 Alexandre Courban, « Ce Soir, le deuxième quotidien communiste », in Xavier Vigna, Jean Vigreux and Serge Wilokow 
(eds.), Le pain, la paix, la liberté. Expériences et territoires du Front populaire (Paris: Éditions sociales, 2006), 195.  
57 0��'��*DOODJKHU��³/HRQ�%OXP�DQG�WKH�6SDQLVK�&LYLO�:DU�´�Journal of Contemporary History, vol. 6, no. 3 (1971): 56-64. 
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CHAPTER 2: OBJECT-BASED ONTOLOGY 

³,�KDYH�XVHG�WKHVH�LPDJHV�WR�GLVFXVV�WKH� 
possibility of creating alternative femininities,  

in order to elaborate a feminine transcendency that is  
always-already located in-between nature, body, and sky.´1 

 
The Table as an Ensemble Cast Member  
 
The Table basse manifeste was part of an ensemble of furniture. The set included a solid ash bureau 

en forme, as a 3.5 m long free-form desk in the shape of a boomerang ²3HUULDQG¶V�VHFRQG�VXFK�

shaped table² built to accommodate a ³PD[LPXP�QXPEHU�RI�JXHVWV�LQ�D�VRPHWLPHV�VPDOO�VSDFH´�

and under which were installed two cabinets (see Figure 12, Figure 42).2 Accompanying the desk 

was a wall-mounted storage unit, the Fauteuil pivotant [swivel chair] (1927) designed while in the 

employ of Le Corbusier and Jeanneret, cowhide guest chair, bulrush basket whose use is not clear, 

and the Table basse manifeste. The side table was the only piece that Perriand named as a site of 

embedded assertion. Interestingly, Perriand wrote that she ³equipped´� %ORFK¶V� RIILFH� WR�

accommodate a dozen of his collaborators in converging rays in front of him. Notice here the 

masculine connotations of this word choice, ³HTXLS´� rather than decorate or design, which infer 

more feminine associations. In her memoir, Perriand wrote of the Boomerang desk (1937): 

He [Jean-Richard Bloch] asked me to equip his office as editor-in-chief of the 

newspaper Ce Soir. Every day, he summoned a dozen collaborators. The 

rectangular tray did not fit. I put Jean-Richard Bloch in the center, on a rotating 

chair, and with converging rays I brought together his collaborators in front of 

him.3  

 
1 $QJHOLFD�6WDWKRSRXORV��³$OZD\V-Already Feminine. Thinking Alternative Creations of Feminine Subjectivities with Luce 
,ULJDUD\�´�Feral Feminisms Feminine Feelers issue 3 (winter 2015): 70. 
2 *ODG\V�&��)DEUH��³1DWXUH�5HYLVLWHG�LQ�WKH�����V��0DNLQJ�7KHLU�2ZQ�:D\�LQ�WKH�2SHQ�$LU�´�LQ�6pbastien Cherruet and Jacques 
Barsac eds., Charlotte Perriand: Inventing a New World (Paris, France: editions Gallimard, 2019), 103. 
3 ³0D�GHX[LqPH�WDEOH�HQ�IRUPe fut celle pour Jean-5LFKDUG�%ORFK��,O�P¶DYDLW�GHPDQGp�G¶pTXLSHU�VRQ�EXUHDX�GH�UpGDFWHXU�HQ�FKHI�
du journal Ce Soir. Chaque jour, il convoquait une douzaine de collaborateurs. Le plateau rectangulaire ne convenait pas. Je 
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There are multiple photRJUDSKV�RI�%ORFK¶V�RIILFH��WDNHQ�DW�GLIIHUHQW�PRPHQWV��MXGJLQJ�IURP�WKH�

YDU\LQJ�SDSHUV�DQG�DFFHVVRULHV�GLVSOD\HG�RQ�WKH�GHVN¶V�VXUIDFH��,Q�QRQH�RI�WKHVH�LQVWDQFHV�LV�WKHUH�

HYHU�PRUH�WKDQ�D�VLQJOH�FKDLU�LQ�IURQW�RI�WKH�GLUHFWRU¶V�GHVN��see Figure 3, Figure 4, Figure 41).  

This observation hints at one of two things, the first of which is the staging of the 

photographs to feature %ORFK¶V�RIILFH�LQ�LWV�EHVW�OLJKW, to bolster her portfolio, or for publication. 

Mass media publications were abundantly available at the time, making it reasonable for Perriand 

to hope to see her work featured in one of thHP��7KDW�VDLG��%ORFK¶V�RIILFH�UHSUHVHQWHG�D�SXEOLF��

identified as masculine, rather than a domestic, or feminine, space and therefore did not fit into the 

PDJD]LQHV¶� PDQGDWH� RI� LQVWUXFWLQJ� DPDWHXU� ZRPHQ� ³RQ� KRZ� WR� IDVKLRQ� WKHPVHOYHV� DQG� WKHLU�

domestic enviURQPHQWV�WR�UHIOHFW�ZKR�WKH\�DUH�RU�DVSLUH�WR�EH�´4 Alternatively, and I contend more 

likely, the photographs present the office with a single guest chair, because there never was twelve 

FROODERUDWRUV�VLWWLQJ�DURXQG�%ORFK¶V�GHVN. &RPSDUHG�WR�%ORFK¶V�KRPH�RIILFH� LQ�3RLWLHUV��IXOO�RI�

books, artworks, and memorabilia, the office at Ce Soir appears streamlined and devoid of clutter, 

or for that matter, of any personal effects (Figure 44). Rather, the office served instead as a stage 

set, a performative site used to LPDJLQH�%ORFK¶V�LGHQWLW\ and perform his authority as a director 

and, more subtly, as a constructed site of feminine identity where Perriand embedded her made 

manifesto.5 Although the office did not feature many of the bells and whistles of the machine age, 

except maybe for the telephone hidden in a pivoting door underneath the desk, it did showcase a 

³SUHIHUHQFH�IRU�QDWXUDO��RUJDQLF�VKDSHV�RYHU�UHFWLOLQHDU�IRUPV�´6 In one photograph, a glass ashtray 

sits front and centre RQ�WKH�GHVN¶V�VXUIDFH��RQ�DQRWKHU�D�FKURPH�EDVH�PXVKURRP�ODPS�HYRNHV�D�

 
mettais Jean-Richard Bloch au centre, sur un fauteuil tournant, et par rayons convergents je réunissais face à lui ses 
FROODERUDWHXUV�´�My translation. In Charlotte Perriand, 115.  
4 -RHO�6DQGHUV��³&XUWDLQ�:DUV�´�Harvard Design Magazine, no. 16 (Winter/Spring 2002): 13. 
5 John Potvin, The Places and Spaces of Fashion, 1800-2007 (New York, NY: Routledge, 2009), 2. 
6 Penny Sparke, $V�/RQJ�DV�LW¶V�3LQN��7KH�6H[XDO�3ROLWLFV�RI�7DVWH�����-139. 



 25 

more streamlined and machine age modernist aesthetic. Sparke observes that the streamlined 

DHVWKHWLF�DOVR�UHSUHVHQWHG�D�³IHPLQLVHG�YHUVLRQ�RI�PRGHUQLVP.´7  

,Q�RQH�PRPHQW��FDXJKW�E\�WKHVH�SKRWRJUDSKV��WKUHH�HOHPHQWV�PRVW�DVVHUWLYH�RI�D�ZRPDQ¶V�

design intervention are visible: the Table basse manifeste, curtains, and mirror. In her design for 

%ORFK¶V�RIILFH��3HUULDQG�VWDJHG�WKLV�JHQGHUHG�UHVLVWDQFH�ZKHUH�WKH�curvaceous table as well as the 

more decorative accents such as the mirror and curtains, perform as domestic and residually 

IHPLQLQH�DUWLIDFWV��6XFK�REMHFWV�UHSUHVHQW�D�IHPLQLQH�WDVWH�WKDW��IRU�6SDUNH��RSHUDWHV�³RXWVLGH�WKH�

value judgements imposed on it by masculine culture�´8 Curiously, none of my sources discuss the 

floor-to-ceilings sheers and curtain panels or the full-length mirror leaning against the wall, 

between the two windows (see Figure 1, Figure 4). What purpose did a full-length mirror serve, 

leaning against the wall of a corporate office? It could be, as Colomina observes, that the placement 

RI�D�PLUURU�³RQ�WKH�ERXQGDU\�EHWZHHQ�LQWHULRU�DQG�H[WHULRU�XQGHUPLQHV�WKH�VWDWXV�RI�WKH�ERXQGDU\�

as a fixed limit.´9 Following my previous argumeQW�RQ�%ORFK¶V�RIILFH�VHUYLQJ�DV�D�VWDJH�VHW�� LW�

VWDQGV�WR�UHDVRQ�WKHQ�WKDW�WKH�SUHVHQFH�RI�D�PLUURU�IXUWKHU�SURPRWHV�WKH�³interplay between reality 

and illusion´�ZKLFK� XQGHUPLQHV� the ³ERXQGDU\� EHWZHHQ� LQVLGH� DQG� RXWVLGH�´10 Looking at the 

different photogrDSKV¶�DQJOHV�� LW� DSSHDUV� WKDW�%ORFK¶V�FRXOG� ORRN�DW�KLPVHOI�ZKLOH�VLWWLQJ�DW�KLV�

desk; the mirror returning his gaze to the interior rather than what lays beyond the shaded windows.  

In a somewhat unusual way, for the period and because the office was in a public building 

rather than a home, curtains YHLO�%ORFK¶V�ZLQGRZV. Ah curtains, this contested territory between 

decoration and architecture which embodies tensions and prejudices that divided ²and still divide 

today² the two professions.11 Joel Sanders points out that decorators considered curtains essential 

 
7 Ibid, 138. 
8 Ibid, 8. 
9 %HDWUL]�&RORPLQD��³,QWLPDF\�DQG�6SHFWDFOH��The ,QWHULRUV�RI�$GROI�/RRV�´�AA Files, No. 20 (Autumn 1990): 10. 
10 Ibid. 
11 Joel Sanders, 1. 
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E\�YHLOLQJ�D� URRP¶V�RFFXSDQWV� IURP�VXQOLJKW� DQG� the outside gaze. Sanders adds that ³curtains 

make domestic privacy possible and offer relief from the austere spaces created by architects often 

obsessHG�ZLWK�IRUP�DW�WKH�H[SHQVH�RI�FRPIRUW�´12 Both the sheers and curtain panels, framing the 

windows, served to veil the room from the sun and unwanted gazes. More importantly, the gentle 

rippling folds of fabric added a layer of domestic femininity to the office, prioritizing the 

decorative above the architectural, and embodying the feminine over the masculine.13  

%\�OHDYLQJ�WUDFHV�RI�KHUVHOI�LQ�%ORFK¶V�RIILFH��LQ�GHFRUDWLYH�IRUPV��3HUULDQG�VXEYHUWHG�²

or refused to abide by² a foundational ideal of modernism: no unnecessary ornament.14 For a 

modernist, the choice of curtains ZRXOG�PDNH�3HUULDQG¶V�HQVHPEOH�IRU�%ORFK
V�RIILFH�D�³IDLOXUH�´ 

J/Jack Halberstam claims that failure can be beneficial, or even salutary, insofar as it appears here 

as an expression of resistance to mastery ²mastery of the body, of the self, being in complete 

SRVVHVVLRQ�RI�RQH¶V�ZKROH�EHLQJ.15 By adding decorative elements and creating a table that is more 

art than function ²therefore failing the exercise of creating purely functional equipment for 

%ORFK¶V� RIILFH² 3HUULDQG� ³UHVLVWHG�PDVWHU\�´16 This refusal calls for a reconsideration of the 

savoir-faire that directly impacts the construction of knowledge and identity, and how the Table 

basse manifeste can be seen through the lens of object-based ontology.  

Object-Oriented Ontology 
 
How can the 7DEOH�EDVVH�PDQLIHVWH¶V materiality be perceived as a form of subversion or rejection 

of the modernist ideals of hygiene? Object-oriented ontology states that objects exist 

independently of human perception and are not ontologically exhausted by their relations with 

 
12 Joel Sanders, 14. 
13 Penny Sparke, 1, 7-8. 
14 ³7KH�WUDFHV�RI�WKH�RFFXSDQWV�DOVR�OHDYH�WKHLU�LPSUHVVLRQ�RQ�WKH�LQWHULRU�´�,Q�Beatriz Colomina, 5. 
15 J/Jack Halberstam, The Queer Art of Failure (Durham and London: Duke University Press, 2011), 3. 
16 Ibid, 11.  
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humans or other objects.17 It is this position that I wish to apply to the Table basse manifeste, to 

give it a sense of life of its own outside of human agency and perceptions. Sparke posits that ³>D@V�

ideals translate into forms, they become the material backcloths of our lives which, in turn, play a 

SDUW�LQ�KHOSLQJ�WR�UHLQYLJRUDWH��VXEVWDQWLDWH�DQG�LQGHHG�WR�FRQVWUXFW�WKRVH�VDPH�LGHDOV�´18 With this 

discursive approach in mind, what is visible here is that Perriand VXEYHUWHG� WKH� PRGHUQLVWV¶�

discourse on the need to strip away decorative objects, furnishings and architecture with their 

excessive ornamentation in favour of a purer, more democratic, and cleaner ²hygienic² 

aesthetic.19 Indeed, wood is natural, as well as porous, un-sterilizable, and therefore��IRU�3HUULDQG¶V�

modernist peers, unclean.20 She had been one of those who rejected the value of wood. In April 

������3HUULDQG�SHQQHG�D�PDQLIHVWR�WLWOHG��³Metal or Wood?´�LQ�ZKLFK�VKH�ZURWH�(Figure 26): 

METAL plays the same part in furniture as cement has done in architecture. 

IT IS A REVOLUTION. 

The FUTURE will favour materials which best solve the problems propounded 

by the new man: 

I understand by the NEW MAN the type of individual who keeps pace with 

VFLHQWLILF�WKRXJKW��ZKR�XQGHUVWDQGV�KLV�DJH�DQG�OLYHV�LW���«� 

:+$7�,6�+,6�+286(�72�%("��«� 

+\JLHQH�PXVW�EH�FRQVLGHUHG�ILUVW��VRDS�DQG�ZDWHU���«� 

 
17 Graham Harman, 16. 
18 Penny Sparke, 7. 
19 Dominic Bradbury, Tim Benton, Mel Buchanan, Anne H Hoy, Margret Kentgens-Craig, Jolanthe Kugler, Rick Poynor, Patrick 
Seguin, and Laurence Seguin eds., Essential Modernism: Design between the World Wars (New Haven, Connecticut: Yale 
University Press, 2018), 6. 
20 ³Wood appears to be a more hostile environment to bacteria than polyethylene or stainless steel. This may be due to the 
antiseptic properties of the natural oils in the wood. Wood is porous and tKXV�LPSRVVLEOH�WR�GHFRQWDPLQDWH�DQG�VWHULOL]H�´�4XRWHG�
LQ�$OH[�5RGULJXHV�GD�&RVWD��$PL�.RWKDUL��*RUGRQ�&��%DQQLVWHU��DQG�$VKOH\�:��%ORP��³,QYHVWLJDWLQJ�%DFWHULDO�*URZWK�LQ�
Surgical Theatres: Establishing the Effect of Laminar Airflow on Bacterial Growth on Plastic, Metal and Wood 
6XUIDFHV�´ Annals of the Royal College of Surgeons of England Volume 90, no. 5 (2008): 417±19.  
https://doi.org/10.1308/003588408X300993. 
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WOOD: a vegetable substance, in its very nature bound to decay, it is susceptible 

WR�WKH�DFWLRQ�RI�GDPS�LQ�WKH�DLU���«� 

The EIFFEL TOWER could never have been made of Wood. 

Metal is superior to wood; reasons? 

The power of resistance in metal itself: 

Because it allows of mass production in the factory (lessens amount of labour 

required); 

Because by means of the different means of manufacture it opens out new vistas; 

new opportunities of design; 

Because the protective coatings against toxic agencies not only lower the cost of 

upkeep but have a considerable ÆSTHETIC value.21 

7KHUH�LV�D�ORW�WR�XQSDFN�LQ�WKLV�PDQLIHVWR��3HUULDQG¶V�LQWHQWLRQV�DUH�FOHDU��VKH�VDZ�PHWDO�DV�D�V\PERO�

of the machine-age future, inspired by airplanes, ocean liners, and the motorized vehicle. She wrote 

WKDW�³WKH�(LIIHO�7RZHU�FRXOG�QRW�KDYH�EHHQ�PDGH�RI�ZRRG�´�VKDULQJ�/H�&RUEXVLHU¶V�SUHVVLQJ�²or 

obsessive² FRQFHUQ�ZLWK�(LIIHO¶V�IHDW�RI�HQJLQHHULQJ��VR�PXFK�VR�WKDW�KH�IHOW�FRPSHOOHG�WR�GUDZ�

multiple angles of the tower on the side of the Bahut-manifeste in 1935 (Figure 34���3HUULDQG¶V�

GHILQLWLRQ�RI�WKH�³QHZ�PDQ´�LV�DOO�WRR�IDPLOLDU��ERWK�LQ�WHUPV�RI�LWV�KLVWRULFDO�SHULRG�DQG�LQ�KRZ�LW�

renders women invisible. Moreover, nRWH�KHU�HPSKDVLV�RQ�³his house, his UHVWLQJ�SODFH�´�+HUH�

Perriand side-VWHSV� WKH� KRPH¶V� WUDGLWLRQDO� DVVRFLDWLRQV� ZLWK� ZRPHQ� DQG� IHPLQLQLW\ in what 

Annmarie $GDPV�GHVFULEHV�DV�D�³SXEOLF�VRFLDO�H[SUHVVLRQ�RI�JHQGHU�LGHDOV´�UDWKHU�WKDQ�D�³SULYDWH�

indLYLGXDO� H[SUHVVLRQ� RI� JHQGHU� LGHQWLW\�´22 Finally, her adherence to the modernist ethos of 

 
21 (PSKDVLV�LQ�RULJLQDO��&KDUORWWH�3HUULDQG��³0HWDO�RU�:RRG"´�The Studio, Volume 97 No. 433 (April 1929): 278-279.  
22 $QQPDULH�$GDPV��³7KH�3RZHU�RI�3LQN��&KLOGUHQ
V�%HGURRPV�DQG�*HQGHU�,GHQWLW\�´�Fkw 50.2010, S. 58-69 (2010): 62. 



 29 

hygiene, physical fitness, tidiness, and factory production is also apparent. It is in this 

³culture/nature framework´ that the table distinguishes itself, as a cultural artifact made from a 

natural material, but apposite in its ³natural denomination´ as it is neither a tree nor does it grow 

on one.23  

This natural impermanence, beauty, and vernacular materiality appealed to Perriand. In a 

November 1984 interview for Architectural Review, Perriand said that she:  

learnt that there are no unusable materials ²what matters is how they are used. In 

parallel with my Parisian life, I often went to the mountains ²I still do. During the 

move to the summer pastures, I saw shepherds make small seats from odd bits of 

wood, anything that came to hand. And I appropriate to their environment, the 

ecology, their economy, and it meets their needs. The value was obvious, I could 

not go on dismissing it. Then, when I was working on the Brussels World Fair for 

1935, I saw some chairs for sale in the Boulevard St-Germain ²they had been made 

by prisoners out of wood and straw, without using any machinery. In that sense the 

craftsmanship was very primitive² the chairs had been made with sensitivity by 

men. The arms were carefully shaped with pruning knives.24  

From these experiences��3HUULDQG¶V�views on the use of wood pivoted and she began ³to deploy 

traditional materials and handcrafted, or semi-mechanized, techniques.´25 This shift became 

evident with  the reinterpretation of the chaise a dossier basculant in wood and rush, for La Maison 

 
23 Judy Attfield, Wild Things: The Material Culture of Everyday Life (London: Bloomsbury Publishing, 2000), 10.  
24 Charlotte Ellis and Martin Meade. 
25 Charlotte Benton, 34. 



 30 

du jeune homme (1935) (Figure 17���ZKLFK�VKH�FKRVH�EHFDXVH�LW�ZDV�D�³QDWXUDO�PDWHULDO�´26 Benton 

points out that the design was criticized by some of 3HUULDQG¶V�peers ³as a betrayal of modernist 

SUHFHSWV�´27 ,Q�KHU�PHPRLU��3HUULDQG�UHFDOOHG��³LQ�������,�supported publicly the primacy of metal 

over wood, but I rapidly understood that there were no such barriers, no contradictions�´28  

Affordances 

,QWHUZDU�)UDQFH¶V�PDWHULDO�DQG�DHVWKHWLF�FXOWXUH�ZDV�KLJKO\�JHQGHUHG��LW�ZDV��DFFRUGLQJ�WR�LQWHULRUV�

expert PenQ\� 6SDUNH�� ³D� PLUURU� DQG� DQ� HPERGLPHQW� RI� WKH� YDOXHV� XQGHUSLQQLQJ� WKH� LGHDO� RI�

IHPLQLQH�GRPHVWLFLW\�´29 While Perriand embraced some of the codes of gender ascribed to women 

at this time, she challenged others including with her choice of jewelry and metalwork for her 

FUHDWLRQV��6SDUNH�IXUWKHU�DUJXHV�WKDW�ZRPHQ�ZHUH�³FRQVWDQWO\�FKRRVLQJ�²whether consciously or 

unconsciously² HLWKHU� WR�DFFHSW�RU� WR� UHMHFW�� VWHUHRW\SLFDO�FRQVWUXFWLRQV�RI� IHPLQLQLW\�´30 As a 

VWDJH�VHW�IRU�3HUULDQG¶V�PDQLIHVWR��%ORFK¶V�RIILFH�Gisplayed elements that blurred the boundaries 

of gender, including the materiality of the line-plate reproductions. At first glance, zinc appears to 

be a deliberate choice as the material used for printing plates. Zinc is not a pure metal but an alloy. 

It LV�D�ZRUNHU¶V�PHWDO��XVHG�QRW�IRU�MHZHOU\�EXW�UDWKHU�LQ�SULQWLQJ�SUHVVHV��=LQF�LV�D�KXPEOH�PDWHULDO��

MXVW�DV�3HUULDQG¶V�LFRQLF�EDOO�EHDULQJV�QHFNODFH��PDGH�RI�FKURPH-covered copper balls (Figure 39) 

inspired by Fernand Léger's still life, Le Mouvement à billes (1926) (Figure 40).  

 
26 ³:hen I was working on the Brussels World Fair for 1935, I saw some chairs for sale in the Boulevard St Germain ²they had 
been made by prisoners out of wood and straw, without using any machinery. In that sense the craftsmanship was very primitive 
²tKH�FKDLUV�KDG�EHHQ�PDGH�ZLWK�VHQVLWLYLW\�E\�PHQ��7KH�DUPV�ZHUH�FDUHIXOO\�VKDSHG�ZLWK�SUXQLQJ�NQLYHV�´ In Charlotte Perriand, 
75; and Charlotte Benton, 34. 
27 ³3HUULDQG�UHPHPEHUV�3LHUUH�&KDUHDX��LQ�SDUWLFXODU��UHPRQVWUDWLQJ�ZLWK�KHU�´�In Charlotte Benton, 35. 
28 ³(Q�HIIHW��HQ�������MH�VRXWHQDLV�SXEOLTXHPHQW�OD�SULPDXWp�GX�PpWDO�VXU�OH�ERLV��PDLV�UDSLGHPHQW�M¶DL�FRPSULV�TX¶LO�Q¶\�DYDLW�pas 
de barrières, pas de contradictions. ´ My translation. In Charlotte Perriand, 76. 
29 Penny Sparke, 7. 
30 Ibid. 
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Early in her career, Perriand took a strong stance on materials, notably metals, as she 

HPEUDFHG�PHFKDQLFDO�REMHFWV�WKDW�³PD\�KDYH�KDG�QRWKLQJ�WR�GR�ZLWK�IXUQLWXUH´�EXW�WKDW�ZHUH�RI�

the period.31 Perriand wrote, 

Naturally, I made myself a necklace of ball-bearings, a cocktail bar in sheet 

aluminum with chairs of chrome tube, an extendable table with a rubber top ²

everything but what was being produced by the furniture trade. I was not 

interested in timber, ,�ZDV� LOO�DW�HDVH�ZLWK� LW�� LW�GLGQ¶W� ILW�P\�HWKLF�ZKLFK�was 

concerned with mechanical objects.32 

7KHUH�LV�D�SUHFHGHQW�WR�3HUULDQG¶V�XVH�RI�]LQF�DV�VKH�FUHDWHG�D�Bahut-manifeste33 with zinc for La 

Maison du jeune homme presented at the Brussels International Exposition (1935) (Figure 17).34 

This precedent of using zinc appears to diminish the printing-specific material discourse. 

1HYHUWKHOHVV��WKH�³DIIRUGDQFHV´�SURYLGHG�E\�ERWK�SLHFHV�RI�IXUQLWXUH�DUH�XQLTXH��-Dmes J. Gibson 

describes affordances not as physical properties of the bahut or table, but rather what each piece 

³SURYLGHV�RU�IXUQLVKHV´�LQ�KRZ�LW�VHUYHV�D�SXUSRVH.35 The Bahut-manifeste (1935) affords storage 

²for a gramophone and radio receiver² and cleanliness from clutter. On a more abstract level, 

the piece affords reification or an act of claim to ideals proposed by Le Corbusier. On its central 

front door, the architect embedded a line-plate reproduction of La Ville Radieuse with the caption: 

³This is what gives our dreams boldness. They can be realized. Urbanism minding happiness and 

misfortune, attached to creating happiness and chasing misfortune, here is a worthy science in this 

 
31 Charlotte Ellis and Martin Meade. 
32 Ibid. 
33 There are variations in the name given to the piece. Some sources call it Meuble manifeste. I am using the name provided in 
Jacques Barsac, Charlotte Perriand, L'oeuvre complqte, Volume 1: 1903-1940, 344. 
34 The exhibition opened on 27 April 1935 and closed on 6 November 1935.  
35 James J. Gibson, The Ecological Approach to Visual Perception, Psychology Press Classic Editions, (New York: Psychology 
Press, 2015), 119. 
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period of disarray.´36 On the right side of the bahut, Le Corbusier drew a justification for his 1925 

Parisian version of the Plan Voisin, with multiple partial and full depictions of the Eiffel Tower 

DQG�ZULWWHQ�ZRUGV�H[SODLQLQJ�KRZ�WKH�SURMHFW�VLWXDWHG� LWVHOI� LQ� WKH�³LQQRYDWLQJ� WUDGLWLRQ�RI� WKH�

FDSLWDO´�DQG�FRQFOXGLQJ�ZLWK�WKH�VWDWHPHQW�³DFDGHPLVP�VD\V�1R´�37  

In comparison, The Table basse manifeste, affords very little of what one would expect 

from a table. Its uneven surface, because of the ridges separating each zinc line-plate reproduction 

and the bas-relief created by the four line-plate reproductions, does not provide for either a 

comfortable writing surface or even a level support for cups and glasses (see Figure 1, Figure 2). 

However, as I seek to show below, it is in their agency, ERWK� WKH� FUHDWRU¶V� DQG� REMHFW� that I 

genuinely delve in the discreet encapsulated meaning of each piece of furniture. 

The power that objects possess 
 
*LYHQ�3HUULDQG¶V�VKLIWLQJ�DQG�IRUFHIXO�RSLQLRQV�DERXW�PDWHULDOV, what agency can be distilled from 

the Table basse manifeste¶V materiality and affordances? Potvin suggests that designed objects and 

IXUQLWXUH�³DFW�DV�D�SK\VLFDO�FRPPHQWDU\�´�WKDW�LQIOXHQFH�WKH�KXPDQV�WKDW�XVH�WKHP�38 Through this 

rather simple design object that is the table, Potvin adds, ³WKH� LGHDO�GLYLGH�PDUNLQJ�out private 

IURP� SXEOLF� DQG� IHPLQLQH� IURP� PDVFXOLQH� LV� V\PEROLFDOO\� EURXJKW� LQWR� TXHVWLRQ�´39 From 

3HUULDQG¶V� VNHWFKHV� �see Figure 6, Figure 7) WR�%ORFK¶V� RIILFH�� WR� WKH� WDEOH¶V� GLVDSSHDUDQFH� RU�

destruction, to its re-creation in reproduction form, the Table basse manifeste raises questions 

about social, spatial, cultural, and political values. It also raises questions about agency and the 

 
36 ³9RLFL�FH�TXL�GRQQH�j�QRV�UrYHV�GH�OD�KDUGLHVVH��,OV�SHXYHQW�rWUH�UpDOLVpV��/¶XUEDQLVPH�V¶LQTXLpWDQW�GX�ERQKHXU�HW�GX�PDOKHXU��
V¶DWWDFKDQW�j�FUpHU�OH�ERQKHXU�HW�j�FKDVVHU�OH�PDOKHXU��YRLOj�XQH�VFLHQFH�GLJQH�HQ�FHWWH�SpULRGH�GH�GpVDUURL«´�My translation. 
Ibid. 
37 ³/¶DFDGpPLVPH�GLW�QRQ�´�Ibid, 344. 
38 John Potvin, ³,QWURGXFWLRQ��5HDVVHVVLQJ�'HVLJQ�7KURXJK�$JHQF\�´�LQ�Design and Agency: Critical Perspectives on Identities, 
Histories, and Practices, John Potvin, and Marie-Êve Marchand, eds. (London: Bloomsbury Publishing USA, 2020), 1. 
39 Ibid. 
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WDEOH¶V�RYHUDOO�PHVVDJH�DV� D�PDQLIHVWR� This form of object-oriented ontology40 is a promising 

avenue to follow. From this perspective, the agency of matter and materials appears to extend 

above and beyond their traditional properties.41  

In Design and Agency: Critical Perspectives on Identities, Histories, and Practices, Potvin 

introduces agency as non-PRQROLWKLF��QHLWKHU�³XQLGLPHQVLRQDO��RU�XQLGLUHFWLRQDO��PDNLQJ�LW�D�UDWKHU�

tricky, slippery, and wide-ranging field for analysis�´42 3RWYLQ�DGGV� WKDW�³DJHQF\� LV�QRW�HTXDOO\�

experienced or expressed precisely because it infers D� GHJUHH� RI� DFFHVV� DQG� SRZHU�´43 On the 

contrary, this seemingly inert decorative art object is animated by a sense of presence��LW�³OHDYHV�

DQ�LPSULQW´�DQG�LPSUHVVHV�D�SDUW�RI�LWVHOI�RQ�WKH�HQYLURQPHQW�LPPHGLDWHO\�DURXQG�LW.44 The table¶V�

performative and subversive agency becomes attached through its materials, as well as through its 

WKLFNQHVV��GHQVLW\��PDVV��DQG�RSDFLW\��7KH�WDEOH¶V�XQXVXDO�WH[WXUHV�DQG�UHIXVDO�WR�EH�D�VLPSOH�WDEOH�

are part of its material power and enhance its unique sensorial experience. But for me, it is in the 

WDEOH¶V�VXEWOH�VXEYHUVLRQ�RI� IHPLQLQH�VXEMXJDWLRQ� WKDW�Table basse manifeste offers up its most 

significant meaning and agency: gendered resistance. 

Through the Table basse manifeste, which was one part of a politically significant office 

that she equipped, Perriand made a voluntary statement, a provocative gesture. Perriand 

purposefully chose low-tech trades techniques in constructing the table for Jean-Richard Bloch. 

$V�D�UHVXOW��3HUULDQG¶V�GHVLJQ�\LHOGHG�VRPething different than a strictly functional, avant-garde, 

or modernist furnishing. Instead, Perriand took a stand, began a revolt, and through her table 

embodied a rejection of men-made, modernist design ideologies. In 1937, after removing herself 

 
40 Antoine Picon, 16. 
41 Ibid, 17. 
42 John Potvin, 2. 
43 Ibid. 
44 Erving Goffman, Gender Advertisements, Studies in the Anthropology of Visual Communication, V. 3, No. 2. (Cambridge, 
Mass.: Harvard University Press, 1979), 1. 
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from Le &RUEXVLHU¶V�ORQJ�VKDGRZ��3HUULDQG�FUHDWHG�D�PDQLIHVWR�RI�KHU�RZQ��D�SURYHUELDO�coup de 

gueule WKDW�LV�PXFK�PRUH�WKDQ�DQ�LQFRQVHTXHQWLDO�³WKLQJ�´45 She created a manifesto that took a 

stand against the Spanish Civil War, against fascism, and as we shall see in the next chapter, as a 

manifesto to her own empowered femininity as a creator in charge of her destiny and creative 

business. 

Perriand could nRW�KDYH�SUHGLFWHG� WKH� WDEOH¶V�:RUOG�:DU� ,,�GLVDSSHDUDQFH�DQG�HYHQWXDO�

recreation and exhibition, but these events have become part of its story. A large part of the thesis 

DUJXPHQW�UHVLGHV�LQ�3HUULDQG¶V�DJHQF\�DV�D�ZRPDQ�DQG�WKH�DJHQF\�RI�WKH�WDEOH�LWVHOI�as a manifesto 

and historical artifact. Designed rooms, domestic objects, and furnishings are mostly considered 

LQ�WHUPV�RI�WKHLU�PDWHULDOLW\��WKH\�DUH�LPEXHG�ZLWK�³PDWHULDO�DHVWKHWLF�´46 allowed affordances and 

serve a utilitarian or decorative purpose, but no more.  

 
45 ³5XQQLQJ�ODWH�ZLWK�&KDUORWWH�IRU�0RQQHW��ZH�ZRXOG�OLNH�WR�LQDXJXUDWH�RQ�WKH���th��QRW�UHDG\��DQG�WKH�µWKLQJ¶�ZLWK�-�5��%ORFK�
which is about to begin ± DQG�ZKDW�D�WKLQJ�´�/HWWHU�IURP�)HUQDQG�/pJHU�WR�6LPRQH�+HUPDQ��GDWHG���-XO\�������Centre Pompidou 
Archive, Kandinsky Library, Paris, accessed 12 October 2021. 
46 6DQGUD�.DULQD�/|VFKNH��³0DWHULDOV-in-IDFW��0DWHULDO�DHVWKHWLFV�DQG�HWKLFV�LQ�/DFDWRQ�	�9DVVDO¶V�3DODLV�GH�7RN\R�´�LQ�6DQGUD�
Karina Löschke ed., Materiality and Architecture (Oxon: Routledge, 2016), 29. 
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CHAPTER 3: GENDERED DISCOURSE, GENDERED OBJECTS 

³,I�,�DP�VRPHRQH�ZKR�FDQQRW�EH�ZLWKRXW�GRLQJ� 
then the conditions of my doing are,  

LQ�SDUW��WKH�FRQGLWLRQV�RI�P\�H[LVWHQFH�´1 
 
 

In 1930s Paris, Bloch gravitated within the Parisian artistic avant-garde and even worked with 

some of its prominent figures. For instance, Bloch gave the conception of the decors, program 

cover and costumes of his play 1DLVVDQFH�G¶XQH�FLWp to Fernand Léger (Figure 23, Figure 24). The 

play was held at the Vélodrome d'hiver on 18 October 1937 as part of the Exposition Internationale 

des Arts et Techniques dans la Vie Moderne [International Exposition of Art and Technology in 

Modern Life].2 As for Léger, he met Le Corbusier in 1920 and they began collaborating soon after. 

,Q�������³/pJHU�LV�DQ�LQWHJUDO�SDUW�RI�WKH�DGYHQWXUH�RI�O¶(VSULW�1RXYHDX�´3 Their friendship endured 

throughout their lives4, and it would have been easy, and plausible, for Léger to introduce Bloch 

to Le Corbusier and Pierre Jeanneret (CHRONOLOGY). Why then did Bloch ask Perriand to 

create his office furniture rather than a more established male artist or architect? Could it be that 

Bloch entertained amorous sentiments for Perriand? In a letter to Perriand, Bloch wrote,  

But who does not love you? It is somewhat vexing, when one harbours certain 

sentiments, one has the impression to only follow the current. So, it would be 

necessary to detail, explain, to avoid being confused in the lot. One day I will 

have to explain and detail.5  

 
1 Judith Butler, Undoing Gender (New York: Routledge, 2004), 3. 
2 Christopher Green, Art in France, 1900 to 1940 (New Haven: Yale University Press, 2000), 177.  Also in Wolfgang Asholt, 
³)HUQDQG�/pJHU�HW�-HDQ-Richard Bloch: ThpkWUH�G¶DYDQW-JDUGH�RX�µLGpDOLVPH�QDvI¶"´�Europe (1 June 1997): 157.  
3 ³/pJHU�HVW�SDUWLH�SUHQDQWH�GH�O¶DYHQWXUH�GH�O¶(VSULW�1RXYHDX�´�0\�WUDQVODWLRQ��,Q�5HPL�%DXGRXL�DQG�$UQDXG�'HUFHOOHV��
³)HUQDQG�/pJHU�HW�/H�&RUEXVLHU�´�ERRN�FKDSWHU�LQ�Fernand Léger (Paris: Centre Georges Pompidou, 2017), 2. 
4 Baudoui and Dercelles write of the two men collaborating on projects and exchanging letters throughout their lives, citing 
FRUUHVSRQGHQFHV�DERXW�/pJHU¶V�SRWHQWLDO�PLVWDNH�RI�KDYLQJ�OHIW�)UDQFH�IRU�1HZ�<RUN�GXULQJ�WKH�ZDU��GDWHG����0D\�������In 
Remi Baudoui and Arnaud Dercelles, 3. 
5 ³0DLV�TXL�QH�YRXV�DLPH"�&¶HVW�PrPH�XQ�SHX�YH[DQW��TXDQG�RQ�YRXV SRUWH�FHUWDLQV�VHQWLPHQWV��RQ�VH�IDLW�O¶LPSUHVVLRQ�TX¶RQ�VXLW�
le courant. $ORUV�LO�IDXGUDLW�GpWDLOOHU��H[SOLTXHU��SRXU�pYLWHU�G¶rWUH�FRQIRQGX�GDQV�OD�PDVVH��,O�IDXGUD��XQ�MRXU��TXH�M¶H[SOLTXH��TXH�

https://en.wikipedia.org/wiki/V%C3%A9lodrome_d%27hiver
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:KDW�LV�YH[LQJ�LV�WKH�UHGXFWLRQ�RI�WKH�GHVLJQHU¶V�ZRUN�DQG�FUHDWivity to the mere thought of a man 

having feelings towards her. Just like so many women before her, remembered first and foremost 

for their intimate relationships with male employers or patrons, Perriand deserves a better 

explanation for why she obtained the commission.6 Perriand was not yet a household name, but 

VKH�GLG�KDYH� D� VWURQJ�QHWZRUN�RI� IULHQGV�� JUDYLWDWHG� LQ� WKH� DFWLYLVW� FLUFOHV�� DQG� VKDUHG�%ORFK¶V�

Socialist values and Communist affinities. To understand the Table basse manifeste and how it 

came to be, $GDPV�DUJXHV�WKDW�ZH�VRPHWLPHV�³OHDUQ�PRUH�DERXW�VRFLDO�FRGHV�E\�ORRNLQJ�DW�KRZ�

WKH\�DUH�UHVLVWHG��WKDQ�KRZ�WKH\�DUH�SUHVFULEHG�´7 

 
Lost in Translation: Subjective Féminin  

Judith Butler writes that ³ZH�FDQQRW�WDNH�JHQGHU��RU�JHQGHUHG�meanings, for granted, since gender 

LV�SUHFLVHO\�WKDW�ZKLFK�LV�EHLQJ�SURGXFHG�DQG�RUJDQL]HG�RYHU�WLPH�´8 At the start of my quest to 

understand and qualify the Table basse manifeste pour Jean-Richard Bloch DV�D�³JHQGHUHG�REMHFW�´�

(Figure 1), I first sought to define this table as a feminine art object.9 This claim, however, raised 

questions about gender essentialism. To what extent can any object be deemHG� ³IHPLQLQH´�� RU�

³PDVFXOLQH´" In their exploration of the socially constructed nature of gender, Butler and Weed 

DUJXH�WKDW�JHQGHU�FDWHJRULHV�DUH�XVHG�WR�³GHILQH�DQG�SURPRWH�WKH�SXEOLF�VSKHUH��WKH�SULQFLSOH�RI�

universality, or reason, or the body, or citizenship and enfranchisement.´10 However, in French, 

gender is both polysemic and articulated differently than in English. Laurie Laufer and Laurence 

 
je détaille.´ My translation. Jean-Richard Bloch, letter to Charlotte Perriand, (4 January 1940), Archives Charlotte Perriand, 
Paris.  
6 Friedman discussed the complex, and gendered exchanges between female patrons, or clients, and male architects, best 
exemplified in the complex and litigated relationship of Dr. Edith Farnsworth and Ludwig Mies van der Rohe during the 
construction of Farnsworth House (1951). Alice T. Friedman, Women and the Making of the Modern House (New York: Harry 
N, Abrams, 1998), 126-145. 
7 Annmarie Adams, 68. 
8 Judith Butler and Elizabeth Weed eds., 7KH�4XHVWLRQ�RI�*HQGHU��-RDQ�:��6FRWW¶V�&ULWLFDO�)HPLQLVP (Bloomington and 
Indianapolis: Indiana University Press, 2011), 3. 
9 Pat Kirkham ed. 
10 Judith Butler and Elizabeth Weed, 4. 
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Rochefort delve into these linguistic differences in their book, 4X¶HVW-ce que le genre? Here, they 

explain how a person speaking and thinking in a tongue that uses gendered determinants will yield 

masculine or feminine meanings to words, even unconsciously.11 In this context, gender appears 

to have been borrowed from a dualistic view of human bodies and identities rather than as a 

representation RI� WKH�³FXOWXUDOO\�GHILQHG�DQG�DFTXLUHG�VH[´12 that women wear as a proverbial, 

often ill-fitting, garment on their skin. Within a language system that assigns gender to all proper 

nouns, the Table basse manifeste pour Jean-Richard Bloch, finds its place: in French, une table 

basse [a low table] is always and already gendered. 3HUULDQG¶V�WDEOH includes a pronoun [une], noun 

[table], and adjective [basse] that are all feminine. This acknowledgment RI�D�³OLQJXLVWLF�JHQGHU´ 

is the first small but essential realization.  

Luce Irigaray explains that the linguistic gender values men over women by pointing to 

³OLYLQJ�EHLQJV�RU�REMHFWV�RI�WKH�PDVFXOLQH�JHQGHU�DUH�XVXDOO\�IDYRXUHG��ZKLOH�WKRVH�RI�WKH�IHPLQLQH�

gender are devalued and brought back to the state of non-OLYLQJ�´13 To illustrate her assertion, 

Irigaray uses such examples as moissoneur [crop reaper], which becomes moissoneuse [cropping 

machine] in French. The mechanized object replaces the person once uttered in the feminine 

gender. It is pertinent to add a second possible gendered translation of the female harvest farmer, 

the gleaner, a back-breaking job abundantly depicted by the likes of Jean-François Millet, Les 

Glaneuses (1857) (Figure 8), Camille Pissarro, Les Glaneuses (1889) (Figure 9), and Léon 

Augustin Lhermitte, The Gleaners (1898) (Figure 10). These women, admittedly breathing and 

living beings rather than machines, were looked down upon during the nineteenth century due to 

 
11 Laurie Laufer and Laurence Rochefort, 13.  
12 *D\OH�5XELQ��³7KH�7UDIILF�LQ�:RPHQ��1RWHV�RQ�WKH�3ROLWLFDO�(FRQRP\�RI�6H[�´�LQ�5��5HLWHU��Toward an Anthropology of 
Women (New York: Monthly Review Press, 1975), 165. 
13 ³/HV�YLYDQWV�RX�FKRVHV�GX�JHQUH�PDVFXOLQ�VRQW�JpQpUDOHPHQW�YDORULVpV��FHX[�GX�JHQUH�IpPLQLQ�GpYDORULVpV�HW�UDPHQpV�j�O¶pWDW�
de non-YLYDQWV�´�0\�WUDQVODWLRQ��,Q�/XFH�,ULJDUD\��Sexes et genres à travers les langues (Paris : Éditions Grasset & Fasquelle, 
1990), 12. 
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the labour that defined their working days, leading these artists to portray them as subservient and 

impoverished.14 Laufer and Rochefort explain that the way words assign a grammatical gender 

DOORZV�IRU�D�EHWWHU�XQGHUVWDQGLQJ�RI�³DQ� LPSRUWDQW�IDFWRU�DERXW�WKH�SHUSHWXDWLRQ�RI�KLHUDUFKLFDO�

JHQGHU�´�HVSHFLDOO\�ZKHQ�LW�FRPHV�WR�)UHQFK�15 The authors go on to share an example so simple, 

and yet so striking, to understand this dialectic. Laufer and Rochefort use the straightforward 

VHQWHQFH��³MH�VXLV�SUrWH�´�ZKLFK�LPPHGLDWHO\�DQQRXQFHV�WR�WKH�)UHQFK-speaking interlocutor that 

not only am I ready but that I am a woman.16  

Using this same process then, la Table basse manifeste pour Jean-Richard Bloch not only 

tells the reader that the table belongs to a particular patron, Jean-Richard Bloch, but that it is 

gendered as grammatically feminine. Even if it is not explicitly exuding feminine qualities, the 

table is always-already operating in the discursive realm as feminine.17 Thus, following the 

arguments of the gender theorists discussed in this thesis, the table is positioned as lesser-than 

those things and individuals that arH�JHQGHUHG�PDOH�RU�PDVFXOLQH��2Q�WKH�VXUIDFH��%ORFK¶V�RIILFH�

UHDGV�DV�³JHQGHU-FRGHG´ VSDFH�ZKHUH�KH�DFFRPSOLVKHG�KLV�QHZVSDSHU�GLUHFWRU¶V�GXWLHV�18 At second 

glance though, the space defies and subverts this socially constructed code to reveal instead a 

hybrid space where normative masculine work functions are met within a feminized environment 

equipped with window covering, an oversized mirror and a decorative, more than functional, Table 

basse manifeste. Case in point, small tables ²side or low² were not a de facto addition to an 

RIILFH¶V�IXUQLVKLQJV��DV�PLJKW�EH�D�VZLYHO�FKDLU��D�GHVN with side drawers, or file cabinet. This type 

 
14 On the topic of the gleaners, this film is a gem. Agnès Varda director, Les glaneurs et la glaneuse, Film Tonic, 2000, 82 min, 
https://mediafilm.ca/2000/les-glaneurs-et-la-glaneuse. 
15 Laurie Laufer and Laurence Rochefort, 21. 
16 Laurie Laufer and Laurence Rochefort, 22. 
17 Angelica Stathopoulos, 70. 
18 $QQPDULH�$GDPV��³7KH�3RZHU�RI�3LQN��&KLOGUHQ
V�%HGURRPV�DQG�*HQGHU�,GHQWLW\�´�Fkw 50.2010, S. 58-69 (2010): 60. Spaces 
GHVFULEHG�DV�³PDVFXOLQH´�RU�³IHPLQLQH´�DUH�DOVR�GLVFXVVHG�HORTXHQWO\�LQ�Penny Sparke, $V�/RQJ�DV�,W¶V�3LQN��7KH�6H[XDO�3ROLWLFV�
of Taste (London: Harper Collins Publisher, 1995); and Juliet .LQFKLQ��³,QWHULRUV��1LQHWHHQWK-&HQWXU\�(VVD\V�RQ�WKH�³0DVFXOLQH´�
DQG�WKH�³)HPLQLQH´�5RRP�´�LQ�The Gendered Object, Pat Kirkham ed. (Manchester University Press, 1996).  

https://mediafilm.ca/2000/les-glaneurs-et-la-glaneuse
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of furniture was then and remains more readily associated with drawing or living rooms.19 I believe 

that the inclusion of the Table basse manifeste can be seen as an example of what Adams calls the 

³JHQWOH� VXEYHUVLRQ´� RI the gendered predispositions embedded within designed objects.20 

According to Gladys C. Fabre, 3HUULDQG�³GLG�QRW�RSSRVH�WKH�PDVFXOLQH�DQG�IHPLQLQH�LQ�KHU�ZRUNV��

because she took the Human into account in its entirety, though like them [Le Corbusier and Léger] 

she played with the contrast of nature and culture, ZRRG�DQG�PHWDO��PDWWHU�DQG�IRUP�´21  

Rather than consciously worry about gender issues, Perriand explored, and integrated, 

nature into her designs. With Léger, she photographed and collected art brut ²natural elements 

she found during her outings in nature such as driftwood, stones, bones, scrap metal² and used 

humble furnishings in exhibition contexts, such as the straw chair in La Maison du jeune homme 

(1935). <HW�� LW� UHPDLQV� WKDW� 3HUULDQG¶V� femininity was invariably connected with her creative 

H[SORUDWLRQV�ZKLFK�-XOLHW�.LQFKLQ�DVVRFLDWHV�³ZLWK�WKH�SDVWRUDO��GHFRUDWLYH�DQG�VZHHW-scented side 

RI�1DWXUH�´22 Perriand, I suggest, turned to nature in a subversive gesture against the sharp-edged 

praxis of modernism. In WKHVH�³PDWHULDOV�IURP�QDWXUH´ Perriand embedded her burgeoning identity 

as a woman-creator-activist (Figure 17).23 Then, would any infringement on this rigid set of 

modernist rules put the transgressor in a subversive position and therefore place their designs, and 

themselves, in the role of renegade? Many artists and movements have employed manifestos to 

take a political stand ²or ascribe their work to an avant-garde² ³>Z@KLFK�VRXJKW�D�QHZ�ODQJXDJH�

ZLWK�ZKLFK� WR� H[SUHVV� WKH� FKDQJHV� RFFXUULQJ� DURXQG� LW�´24 Nevertheless, a feminine manifesto 

possesses additional implicit qualities about gender, cultural associations, social roles and 

 
19 Penny Sparke, 24. 
20 Annmarie Adams, 66. 
21 Gladys C. Fabre, 92. 
22 Juliet Kinchin, 22. 
23 Charlotte Perriand, 75. 
24 Penny Sparke, 74. 
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expectations, architectural and design conventions. My research has led me to propose that, within 

this context, Perriand defied the patriarchal definition of the man-made modernist interior in her 

design for this table and its emplacement in BloFK¶V�well-travelled office.  

/H�PDVFXOLQ�O¶HPSRUWH�VXU�OH�IpPLQLQ 

Simone de Beauvoir writes: ³We are not born woman, we become one.´25 I have grown up with 

WKH� H[SUHVVLRQ� WKH� ³PDVFXOLQH� ZLQV� RYHU� WKH� IHPLQLQH,´26 which French-speaking teachers 

drummed into our school-aged heads. (GXFDWRUV� SUHVHQWHG� FKLOGUHQ�ZLWK� WKLV� ³P\WK� DV� VSRNHQ�

word´27 while trying to explain why adjectives remain masculine even when feminine nouns or 

subjects are part of the sentence, and lead the action.28 Irigaray notes how pronouns intended to 

express supposedly gender-neutral circumstances are nonetheless masculine.29 ³,O� QHLJH´� >LW�

VQRZV@�DQG�³LO�IDXW´�>LW�PXVW@� WHVWLI\� WR�WKH�³FRQIXVLRQ�DQG�DVVLPLODWLRQ´�RI�WKH�QHXWUDO�LQWR�WKH�

masculine in French.30 This grammatical erasure of neutrality also erases the feminine, of course, 

and thus emphasizes the traditional hierarchy of the sexes and negates the importance of women 

within hegemonic, phallocratic patriarchy.  

This is when I realized that I made the mistake of reading 3HUULDQG¶V�DXWRELRJUDSK\� LQ�

(QJOLVK�� ,Q�3HUULDQG¶V� WUDQVODWHG�ELRJUDSK\�ZH� FDQ� UHDG�³>G@HVLJQHUV�DUHQ¶W� DORQH� LQ�H[HUFLVLQJ�

their art. Those chosen to execute the designs also play a fundamental role. I always work in 

conjunction with artisans right from WKH�EHJLQQLQJ�RI�WKH�SURMHFW�´31 The original French howerver, 

UHDGV��³[l]e FUpDWHXU�Q¶HVW�SDV�seul GDQV�O¶H[HUFLFH�GH�VRQ�DUW��\�SDUWLFLSHQW�WRXV�OHV�KRPPHV�GH�

 
25 ³On ne naît pas une femme, on le devient.´�0\�WUDQVODWLRQ��,Q�6LPRQH�GH�Beauvoir, Le Deuxiqme Sexe (Paris: Gallimard, 
1949). 
26 ³/H�PDVFXOLQ�O¶HPSRUWH�VXU�OH�IpPLQLQ�´ My translation. 
27 ³/H�P\WKH�HVW�XQH�SDUROH´which Roland Barthes defines as an instrument best suited to reversing erroneous ideological beliefs. 
In Roland Barthes, Mythologies (Paris : Éditions du Seuil, 1957), 211, 252.  
28 Ibid, 252. 
29 Luce Irigaray, 12.  
30 Ibid. 
31 Charlotte Perriand, A Life of Creation (New York: The Monacelli Press, 2003), 27. 
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métier TX¶LO aura choisis. Je QH�FRQFOXV�MDPDLV�VDQV�OHXU�FROODERUDWLRQ��GqV�O¶RULJLQH�GHV�SURMHWV�´32 

&RQILUPLQJ� 6SDUNH� DQG� ,ULJDUD\¶V� DUJXPHQWV�� 3HUULDQG� ZULWHV� RI� KHUVHOI� LQ� WKH� PDVFXOLQH� >OH�

créateur, il, je], completely erasing, grammatically, herself as a woman. She later includes herself 

LQ� KHU� FUHDWLRQV��ZKLOH� VWLOO� QHJDWLQJ� KHU�ZRPDQKRRG��ZKHQ� VKH�ZULWHV� WKDW� ³>U@LHQ� QH� SRXYDLW�

troubler nos certitudes, notre sérénité de créateurs�� QL� QRWUH� MRLH� G¶RHXYUHU� SRXU� FRQVWUXLUH� HW�

H[SULPHU�QRWUH�pSRTXH�´33 Irigaray explains this phenomenon by describing women as being much 

OHVV�LQFOLQHG�WR�GHVLJQDWH�WKHPVHOYHV�DV�VXEMHFW�WKDQ�WKHLU�PDOH�FRXQWHUSDUWV��³>$@�ZRPDQ�LV�SXW�LQ�

D�SRVLWLRQ�RI�REMHFW�WR�WKH�DFWLRQ�RI�WKH�PDQ��LQFOXGLQJ�ZKHQ�VKH�LV�WKH�VXEMHFW�RI�WKH�VHQWHQFH�´34 

This abnegation of the woman is not something that is particular to Perriand, but it is, I posit, what 

makes her tangible creations object-based manifestos, material embodiments of a feminine nature 

otherwise invisible. 

To question these deeply-engrained grammatical rules, Irigaray argues, is to disprove the 

³K\SRWKHVLV� RI� D� XQLYHUVDOO\� LPSHULDOLVW� YDOLGLW\� IRU� DOO� >WRXV�� WRXWHV�� WRXW@�� WR� FRQWULEXWH� WR� WKH�

evolution of anomalies, injustices, and socio-cultural delays, as well as to liberate us from a 

biologism or substantialism linked to a lack of cultural awareness of the gendered dimension of 

RXU�VXEMHFWLYLW\�´35 Put another way, Adams contends that social convention and practice associate 

PDWHULDO�DUWLIDFWV�ZLWK�RXU�ELRORJLFDO�VH[�DV�VRRQ�DV�ZH�DUH�ERUQ�´36 In Interwar France ²as in 

most of the world at that time² objects of everyday life were socially acceptable or appropriate 

for either men or women. Perriand challenged, resisted, and subverted these gendered norms with 

the Table basse manifeste pour Jean-Richard Bloch.  

 
32 Emphasis added. Ibid, 29.  
33 ³1RWKLQJ�FRXOG�WURXEOH�RXU�FHUWDLQWLHV��RXU�VHUHQLW\�DV�FUHDWRUV��QRU�RXU�MR\�RI�EXLOGLQJ�DQG�H[SUHVVLQJ�RXU�HSRFK�´�My 
translation. Charlotte Perriand, Ibid, 38.  
34 ³/D�IHPPH�\�HVW�PLVH�HQ�SRVLWLRQ�G¶REMHW�GH�O¶DFWLRQ�GH�O¶KRPPH��\�FRPSULV�TXDQG�HOOH�HVW�VXMHW�GH�O¶pQRQFp.´�0\�WUDQVODWLRQ��
Luce Irigaray, Sexes et genres à travers les langues, 19. 
35 Ibid. 
36 Annmarie Adams, 68. 
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Gendered Interiors & Furnishings 
 
Kinchin writes that nineteenth-FHQWXU\�LQWHULRU�VSDFHV�ZHUH�JHQGHUHG�EXW�DOVR� WKDW�³HDFK�URRP-

W\SH�ZDV�PLQXWHO\� FRGLILHG� LQ� WHUPV�RI� LWV� IXQFWLRQ�� FRQWHQWV� DQG�GHFRU�´37 6KH� DGGV� WKDW� ³WKH�

keynote of the masculine rooms was serious, substantial, dignified ²but not ostentatious² and 

dark-toned. By contrast, the more feminine spaces were characterized as lighter or colourful, 

UHILQHG�� GHOLFDWH�� DQG� GHFRUDWLYH�´38 Can it then be argued that, to legitimize her work 

�������������������������ǡ Perriand included on the Table basse manifeste etchings by Picasso 

and Léger? It might be so as most women in this period did not wish to bear the appellation of 

IHPLQLVW��,QVWHDG��$OLFH�)ULHGPDQ�FRQWHQGV�WKDW�WKH\�³FDUULHG�ZLWKLQ�WKHPVHOYHV�WKH�FDWHJRULHV�DQG�

contradictions their culture had constructed, and they looked to modern architecture and to 

DUFKLWHFWV� WR�SURYLGH� WKHP�ZLWK� WKH�VSDFHV� LQ�ZKLFK� WR� OLYH�RXW�QHZ�UROHV�DQG�UHODWLRQVKLSV�´39 

Pernette Perriand, during our first encounter, before I was even accepted as a graduate student and 

therefore had no academic framework in mind to guide my question, smiled when I asked her if 

KHU�PRWKHU�KDG�EHHQ�D�IHPLQLVW��6KH�UHSOLHG��³)HPLQLVW�LQ�ZKDW�VHQVH"�$V�ZH�YLHZ�LW�WRGD\��QR��

%XW�VKH�DOZD\V�ZRUNHG�IRU�ZRPHQ�´40 Within this scope, modern architecture and the decorative 

arts can act as tools used to make a radical statement, alter conventions, and allow women choices 

that would otherwise be for men.  

Sparke uses familiar objects ²furniture, fashion, cars, domestic appliances, and 

interiors² to look at how taste is a culturally gendered issue. Ever since the industrial revolution, 

 
37 Juliet Kinchin, 13. 
38 Ibid. 
39 Alice T. Friedman, 17. 
40 9DQHVVD�6LFRWWH��³9RWUH�PqUH�pWDLW-HOOH�IpPLQLVWH"´�3HUQHWWH�3HUULDQG��³)pPLQLVWH�GDQV�TXHO�VHQV"�&RPPH�RQ�O¶HQWHQG�
DXMRXUG¶KXL�QRQ��0DLV�HOOH�D�WRXMRXUV�WUDYDLOOp�SRXU�OD�IHPPH��/HV�SUHPLqUHV�FXLVLQHV�TX¶HOOH�D�FUppH��HOOHV�pWDLHQW�RXYHUWHV sur le 
séjour.  (Q�GLVDQW�OD�IHPPH�YD�WRXMRXUV�DX�ERXW�GX�FRXORLU�GDQV�XQH�FXLVLQH�HQIHUPpH��SDV�DYHF�VHV�FRQYLYHV��HW�SRXU�HOOH�F¶pWDLW�
TXHOTXH�FKRVH�GH�SDV�DFFHSWDEOH��7DQW�G¶\�FH�TXH�YRXV�DYH]�OD�FXLVLQH�EDU�RXYHUWH�VXU�OH�VpMRXU��YRXV�rWHV�WRXMRXUV�HQ�
communication.´�My translation. Conversation with Pernette Perriand, Media event at the Charlotte Perriand: Inventing a New 
World exhibition, Fondation Louis Vuitton, Paris, 19 January 2021.  
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the bric-à-brac interior has been associated with femininity.41 In contrast, the minimal forms of 

modernist architecture have acted as markers of a masculine aesthetic.42 6SDUNH�DUJXHV�WKDW�³WDVWH´�

KDV�EHHQ�D�TXDOLW\�DVVLJQHG�WR�ZRPHQ�ZKLOH�³GHVLJQ´�LV�D�PDQ-made terrain that has taken aesthetic 

authority away from women.43 If Sparke addresses taste, Kinchin writes of masculine furniture as 

SUHVHQWLQJ� LWVHOI� DV�PRUH� ³DXWKHQWLF� DQG� VLQFHUH´�EHFDXVH�� VKH�ZULWHV�� ³LW�ZDV� HDVLHU� WR� SUHVHQW�

µPDVFXOLQH¶� IXUQLVKLQJV� DV� EHLQJ� ZKDW� WKH\� VHHPHG� WR� EH�� 7KH� HPSKDVLV� ZDV� RQ� FUHDWLQJ� DQ�

LPSUHVVLRQ�RI�XWLOLWDULDQ�GXUDELOLW\�´44 These signifiers relate easiO\�WR�3HUULDQG¶V�YLVLRQ�IRU�%ORFK¶V�

office.  

:RPDQ¶V�,QYLVLELOLW\ 
 
In addition, there is the issue of invisibility; Perriand designed the room so that the Table basse 

manifeste could not be observed from outside the building, given that WKH�RIILFH¶V�ZLQGRZV�were 

veiled. It could not, however, even be seen from the corridor leading to the office. 7KH�RIILFH¶V�

door appears to have had no window (see Figure 42). Strikingly, the table cannot be seen in any 

RI�WKH�DYDLODEOH�KLVWRULFDO�SKRWRJUDSKV�RI�%ORFK¶V�RIILFH��7KH�RQO\�SKRWRV�WKDW�VKRZ�WKH�WDEOH�LQ-

situ are two close-up shots, showing the object from above and in profile (see Figure 1, Figure 

2).45 Unfortunately, D�ZRPDQ¶V�LQYLVLELOLW\ is nothing new. Worse still, ³>D@V�ZLWK�ZRPHQ�DUWLVWV��

the work of many women architects has been credited to their male colleagues ²husbands, fathers, 

brothers, partners, employers² VR�WKHUH�DUH�VHULRXV�SUREOHPV�RI�DWWULEXWLRQ�WR�EH�UHVROYHG�´46 To 

stand outside is to be unseen, to sWDQG�RXWVLGH�LV�WR�EH�³RWKHUHG�´47 to stand outside is to be invisible. 

 
41 Penny Sparke, 4. 
42 6SDUNH�DUJXHV�WKDW�E\�WKH�����V��9LFWRULDQ�³NQLFN-knacks �«��ZHUH�SHUFHLYHG�E\�PDLQVWUHDP�PDVFXOLQH�FXOWXUH�DV�WULYLDO��
WDVWHOHVV�DQG�HYHQ�GDQJHURXV�´�,ELG, 3. 
43 Ibid. 
44 Juliet Kinchin, 15. 
45 These images only hint at their physical location as the mirror and curtains are recognizable in the background.  
46 'RORUHV�+D\GHQ�DQG�*ZHQGRO\Q�:ULJKW��³$UFKLWHFWXUH�DQG�8UEDQ�3ODQQLQJ�´�Signs 1, no. 4 (1976):  925.  
47 Edward W. Said, Orientalism, Penguin Classics (London: Penguin, 2003). 
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This invisibility, for Irigaray, is WKH�LQDELOLW\�RI�D�ZRPDQ�WR�³SUHWHQG�WR�WKH�VDPH�ULJKWV�DV�D�PDQ�

H[FHSW�E\�FODLPLQJ�WKH�QHXWUDOL]DWLRQ�RI�KHUVHOI�TXLFNO\�SXW�LQ�FKHFN�E\�KHU�OLIH¶V H[SHULHQFH�´48 

By conceiving the Table basse manifeste as part of the larger ensemble for Bloch, Perriand became 

present through the manifestation of the decorative accents, therefore beating invisibility into 

retreat.  

Because an argument never comes without its opposite, Gérard Monnier ²who wrote 

about Perriand and other modernist women² disagrees with the invisibility of women, including 

Perriand, when he writes that women were never ignored in art history. On the contrary, he argues, 

³WKHLU�SODFH�KDV�DOZD\V�VKRQH�ZLWK�D�FHUWDLQ�VKLQH��HYHQ�LI�WKH\�ZHUH�OHVV�NQRZQ�RQO\�D�IHZ�\HDUV�

DJR� �«��´49 I cannot help but raise my arms in the air in despair at such a blatantly ignorant 

statement; especially one coming from a person writing about women modernists in early 

twentieth-century France.50 While working for Le Corbusier, Perriand had no alternative but to 

adhere to his vision, values, and rigid modernist ethos. During her ten years with him, Perriand 

received very little recognition for her work which including the Fauteuil grand confort (1928), 

Fauteuil dossier basculant (1928), 7DEOH�WXEH�G¶DYLRQ ��������DQG�DQ�³LFRQ�RI�WZHQWLHWK-century 

design, the Chaise longue basculante (1928).´51 Even on her own furniture patents, Le Corbusier 

insisted that Perriand re-RUGHU�WKH�OLVW�RI�QDPHV�WR�³UHIOHFW�WKH�DOSKDEHWLFDO�RUGHU�´�DQG�WKXV�SXW�KLV�

 
48 ³8QH�IHPPH�QH�SHXW�SUpWHQGUH�DX[�PrPHV�GURLWV�TX¶XQ�KRPPH�VLQRQ�HQ�UHYHQGLTXDQW�OD�QHXWUDOLVDWLRQ�G¶HOOH-même vite mise 
HQ�pFKHF�SDU�O¶H[SpULHQFH�GH�VD�YLH�´ My translation. In Luce Irigaray, 13.  
49 ³(W�G¶DERUG�SDUFH�TXH�FHV�IHPPHV�Q¶RQW�MDPDLV�pWp�LJQRUpHV�GH�O¶KLVWRLUH�GH�O¶DUW��7RXW�DX�FRQWUDLUH��OHXU�SODFH�D�WRXMRXUV�EUillé 
G¶XQ�FHUWDLQ�pFODW��PrPH�VL�HOOHV�pWDLHQW�HQFRUH�SHX�FRQQXHV�LO�\�D�TXHOTXHV�DQQpHV��PDLV��j�YUDL�GLUH��QL�SOXV�QL�PRLQV�SHX�
FRQQXHV�TXH�OHV�KRPPHV��GDQV�GHV�VHFWHXUV��TXL��IDXWH�G¶rWUH�DX�SUHPLHU�SODQ�GH�FH�TXL�LQWpUHVVH��VRQW�pWXGLpV�GHSXLV�SHX.´�My 
translation. In Gérard Monnier, 141. 
50 &KDUORWWH�3HUULDQG��OLNH�PDQ\�RWKHU�ZRPHQ�PRGHUQLVWV��RQO\�DFTXLUHG�VDLG�³VKLQH��DIWHU�VKH OHIW�WKH�³FUHDWLYH´�RSSUHVVLRQ�RI�/H�
&RUEXVLHU¶V�$WHOLHU�DV�,�EHOLHYH�WKH�RSSUHVVLYH�VWDQFH�/H�&RUEXVLHU�H[KLELWHG�WRZDUGV�3HUULDQG�ZHQW�EH\RQG�KLV�YLHZ�RI�KHU�
creative abilities. Feminist critics of Le Corbusier include %HDWUL]�&RORPLQD��³,QWLPDF\�DQG�6Sectacle: The Interiors of Adolf 
/RRV�´ Aa Files ����QR�������������=H\QHS�dHOLN�³/H�&RUEXVLHU��2ULHQWDOLVP��&RORQLDOLVP�´ Assemblage 17, no. 17 (1992); Luis 
(��&DUUDQ]D��³/H�&RUEXVLHU�DQG�WKH�3UREOHPV�RI�5HSUHVHQWDWLRQ�´ Journal of Architectural Education Vol. 48, no. 2 (1994); and 
0DU\�0F/HRG��³3HUULDQG��5HIOHFWLRQV�RQ�)HPLQLVP�DQG�0RGHUQ�$UFKLWHFWXUH�´�Harvard Design Magazine, No. 20 (2004) 
51 Sébastien Cherruet and Jacques Barsac, 72. 
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own name ahead of hers on legal documents concerning her own designs.´52 Perriand¶V 

UHVLJQDWLRQ��IROORZHG�E\�%ORFK¶V�FRPPLVVLRQ��PDUNV�a moment when Perriand re-created herself 

and became visible once more. It is through her work, rather than her words, that she made sure to 

exude all her liberty, activated through her beliefs, her femininity, and her love of nature. Simone 

de Beauvoir wroWH�WKDW�³>L@W�LV�HYLGHQW�WKDW�ZRPHQ¶V�µFKDUDFWHU¶�²her convictions, her values, her 

wisdom, her tastes, her behaviour² DUH�WR�EH�H[SODLQHG�E\�KHU�VLWXDWLRQ�´53  

The Myth of the Manifesto 

It is the moment where all the pieces, presented and apparently disparate, now come together. The 

table gives material form to an idea that has no form, an assemblage that is otherwise abstract. 

Whether through linguistics, materiality, or the manifesto table itself, Perriand pushes back against 

WKH� ³W\SRORJLFDO� DQG� VRFLDOOy constructed assignment of space.´54 This decorative art object is 

more than wood and zinc. It is a refusal, a rejection of the tenets of Modernism, socially assigned 

gendered roles and expectations, and political failings. It is a subversion of the ordre établi to 

establish a new aesthetic order. It is within this fissure, that new possibilities emerge and within 

ZKLFK�3HUULDQG¶V�SUHVHQFH becomes manifest. It is clear IURP�3HUULDQG¶V�RZQ�ZULWLQJ�WKDW��IURP�

the commission for Bloch forwards, and for the rest of her creative life, Perriand did not question 

ZKHWKHU�DQ\�RI�WKH�ODEHOV�ILW�KHU��RU�ZKHWKHU�VKH�ZDV�DOORZHG�D�SODFH�DW�WKH��PHQ¶V�� WDEOH� She 

simply claimed her spot at the table and embodied this gesture of defiance, as she did in the creation 

of the Table basse manifeste. It is through the agential complexity of an object-based manifesto 

that this creator resisted invisibility.  

 
52 Information shared and confirmed by monsieur Jacques Barsac. Conversation on 8 October 2021, Archives Charlotte Perriand, 
Paris.  
53 Simone de Beauvoir, The Second Sex (London: Penguin Books, 1972), 635. 
54 Luis E. Carranza, 70. 
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Roland Barthes suggests that, because a myth is a type of speech, every object can move 

from a silent existence to an oral state open to appropriation by society.55 Barthes also contends 

that a myth is neither a lie nor a confession, rather it is an inflection.56 As a manifesto, the Table 

basse manifeste is a text, a discourse, a myth, and a parole.57 Though she at times denied her own 

JHQGHU��3HUULDQG¶V�IHPLQLQLW\�LV�QRQHWKHOHVV�HPERGLHG�DQG�SUHVHQW�WKURXJK�ZKDW�Hélène Cixous 

calls a transformative process where femininity transforms itself constantly, not with reference to 

oppositional constructs of masculinity and femininity, but by taking its form from the overlap or 

³in-between´ of masculine and feminine LGHQWLWLHV�´58 Perriand engendered the Table table 

manifeste by providing the object with strong visual appeal and political stance, most often 

associated with the masculine, as well as a tactile component, usually reserved for the feminine.59

 
55 Ibid, 212.  
56 Ibid, 236.  
57 Roland Barthes, 211.  
58 Hélène Cisoux, The Laugh of the Medusa, trans. K. & P. Cohen, in Elizabeth Abel and Emily K. Abel eds., Signs: A Reader 
(Chicago: University of Chicago Press, 1983), 291.  
59 The ³YLVXDO�VHQVHV�UHODWH�WR�WKH�PDVFXOLQH�ZKLOH�WKH�IHPLQLQH�WHQGV�WR�UHODWH�WR�RWKHU�VHQVHV��VXFK�DV�WRXFK�´�,Q�Luce Irigaray, 
³Woman Exile,´ Ideology and Consciousness, volume 1 (May 1977): 74. 
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CONCLUSION 

 
It is unfortunate ²and ill-fated² that the reproduction of the Table basse manifeste, stored at 

3HUULDQG¶V�$WHOLHU��LV�FXUUHQWO\�ZLWKRXW�LWV�OLQH-plate reproductions by Picasso and Léger. Indeed, 

after the Louis Vuitton exhibition closed, the reproduction was carefully wrapped and sent to the 

Atelier where it remained wrapped for months. It is only when my husband and I visited the archive 

in 2021 that Pernette Perriand, Barsac and I opened the package, only to find that the reproductions 

of the four engravings were missing. It appears that, once more, the table has sustained harm to its 

integrity. Either through theft, mismanagement, or an error in transportation, both versions of the 

Table basse manifeste seem doomed to invisibility.  

In her lifetime, Perriand imagined and realized many incredible and timeless pieces, some 

still in production to this day.1 The modernist school of /H�&RUEXVLHU¶V Atelier was hard in many 

respects, not least because of WKH�DUFKLWHFW¶V misogyny, condescension, and even violence towards 

women architects.2 Opportunities for women designers were few. So, it is all the more impressive 

WKDW��LQ�������DIWHU�WHQ�GLIILFXOW�\HDUV�DW�/H�&RUEXVLHU¶V�$WHOLHU��3HUULDQG�UHVLJQHG�DQG�SURFHHGHG�

to re-create herself. As I hope this thesis has shown, it was with Jean-5LFKDUG�%ORFK¶V�FRPPLVVLRQ�

that Perriand began to come into her own as a woman, as a creator, and as a political subject. The 

Table basse manifeste acted both as a critique of the Spanish Civil War, and of the modernist 

design hegemony, under which she grew as a creator yes, but which also suppressed her authorial 

presence and aesthetic sensibilities. In the confines of a single room, Jean-5LFKDUG�%ORFK¶V�GLUHFWRU�

 
1 Several 3HUULDQG¶V�PRVW�iconic pieces, including the Nuage and Nuage à plots bookcases, the Tokyo dormouse ²a sleek teak 
chaise longue², and the Table en forme ²D�FRS\�RI�%ORFK¶V�GHVN² are available in reedition through the Italian furniture 
manufacturer Cassina. 
2 I wish this thesis allowed for more space to delve into the complicated patriarchal relationships that Le Corbusier had with 
women architects, designers, and artists. For a detailed account of some of his violence perpetrated on women, see Jasmine 
Rault, Eileen Gray and the Design of Sapphic Modernity: Staying In (Farnham, Surrey: Ashgate, 2011).  
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office at Ce Soir, we witness gender as a carefully constructed performance. The Table basse 

manifeste, along with the Bureau en forme ²imagined and designed to host many collaborators 

but photographed repetitively with a single chair² the mirror, and curtains, all serve as resistance 

DJDLQVW�3HUULDQG¶V�IRUPHU�LQYLVLELOLW\�LQ�WKH�$WHOLHU� Particularly, the Table basse manifeste can be 

understood as the material witness to the unshackling of a woman in her quest for creative liberty 

and gendered autonomy. (PEHGGHG� LQ� WKH� WDEOH¶V� PDWHULDOLW\� DQG� GHVLJQ� FKRLFHV�� 3HUULDQG
V�

message is multilayered, defying gendered, political, social norms, and expectations. Decorative 

objects and furnishings have a story to tell, and they influence the humans that use them. Working 

with multidisciplinary theories which re-contextualize the Table basse manifeste as a site of spatial 

resistance rather than one of engendered subjectivity, Perriand retooled old decorative strategies 

to new uses. 

 )RU�PRVW�RI�WKH�WZHQWLHWK�FHQWXU\��ZRPHQ¶V�DUW�DFWLYLVP�ZDV�H[FOXGHG�IURP�DUW�KLVWRU\�DV�

³WRR�DUWLVWLF�IRU�WKH�interest of political history and too political (and too ephemeral) for the history 

of art.´3 Charlotte Perriand rose above her socially-ascribed roles to create a manifesto that, while 

destroyed, looted, and now only partly available, still speaks volumes about her identity as a 

professional woman-creator-architect in 1930s Paris. This deep dive into a small but precise gap 

LQ�DFDGHPLF�NQRZOHGJH�KDV�PDGH�PH�UHDOL]H�WKDW�3HUULDQG¶V�WDEOH�LV�QRW�D�XQLTXH�RFFXUUHQFH of 

reclamation, where an object, produced as a manifesto, stands in for written words. Heather Love 

calls these complex and layered artifacts ³LPSRVVLEOH�REMHFWV´4 to describe how certain objects are 

sandwiched between the ³VH[XDO�SROLWLFV´5 of their epoch and the desire to manifest the agency of 

their creator. I delved here into a single object designed for a particular office but made manifestos 

 
3 Lisa Tickner, The Spectacle of Women: Imagery of the Suffrage Campaign, 1907-14 (Chicago: University of Chicago Press, 
1988), ix. 
4 Heather Love, Feeling Backward: Loss and the Politics of Queer History (Cambridge, MA: Harvard University Press, 2007). 
5 Kate Millet, Sexual Politics (Garden City, New York Doubleday, 1971). 
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can be found in every aspect of material culture: fashion, architecture, design, textiles, craft, street 

art, and so on. For example, (LOHHQ�*UD\¶V�E.1027 (1929), built as a sapphic manifesto where Gray 

³shared with many of her female contemporaries a commitment to designing spaces of sexually 

GLVVLGHQW�PRGHUQLW\�´6 In Eileen Gray and the Design of Sapphic Modernity: Staying In, Jasmine 

5DXOW�H[DPLQHV�KRZ�³ERWK�IHPDOH�VH[XDO�GLVVLGHQFH�DQG�PRGHUQLVW�DUFKLWHFWXUH�ZHUH�UHGXFHG�WR�

ULJLG�LGHQWLWLHV�WKURXJK�PDVV�PHGLD´�ZKLOH�ZRPHQ�VXFK�DV�*UD\��>5RPDLQH@�%URRNV��>5DGFO\IIH@�

Hall and [Djuna] Barnes resisted the clarity of such identities with opaque, non-communicative 

DHVWKHWLFV�´7 Another noteworthy manifesto resides in &RFR�&KDQHO¶V�YHUVLRQ�RI�WKH�ZRPDQ�VXLW��

her modern uniform, FUHDWHG�LQ�UHVSRQVH�WR�WKH�LQFXPEHQW�UHWXUQ�RI�WKH�³ZDVS-waisted sLOKRXHWWH´�

proposed by Christian Dior.8 Many more examples exist that deserve to be uncovered and read 

through an art historical lens. More needs to be written on these formidable artifacts and my hope 

is to be the person to do so. In the meantime, I hope that I have honoured the trailblazing spirit of 

this woman whom I feel connected to in a profound way. Charlotte, ceci est pour vous.  

 

 

 

 
6 Rault, Jasmine, xii. 
7 Ibid. 
8 Claude Arnaud, Miren Arzalluz, Belloir Vpronique, Laurent Cotta, Julie Deydier, Caroline Evans, Sophie Grossiord eds., 
Gabrielle Chanel: Fashion Manifesto (New York: Thames & Hudson, 2020), 8 
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CHRONOLOGY 

 

1903:  [24 October] Charlotte Perriand is born, Paris.  
 
1920:  [25-30 December] Tours Congress during which the majority voted to join the Third 

International and create the French Section of the Communist International, which 
became the French Communist Party in 1921.  

 
1921-1925: Perriand studies at O¶8QLRQ�FHQWUDOH�GHV�DUWV�GpFRUDWLIV (UCAD), Paris. 
 
1925:  At the International Exhibition of Modern Decorative and Industrial Arts (Paris), Perriand 

exhibits pieces in the Art Décoratifs style and visits /H�&RUEXVLHU�DQG�-HDQQHUHW¶V�
3DYLOORQ�GH�O¶(VSULW�1RXYHDX. 

 
1926:  [December] Perriand marries Percy Sholefield, a British fabric merchant.1 
 
1927:  [October] Perriand applies to work for Le Corbusier. She is turned away. 
 

[5 November - 18 December] Perriand exhibits Bar sous le toit at the Salon G¶DXWRPQH�
des artistes décorateurs. Le Corbusier and Pierre Jeanneret visit her vignette and offer 
Perriand a job.2 

 
1927-1937: Perriand works at with Le Corbusier and Pierre Jeanneret, on the interior equipment 

and furnishings at the Le Corbusier and Pierre JeanneUHW¶V�$WHOLHU, 35 rue de Sèvres 
(Paris).   
 

1928:  [June] Establishing of &RQJUqV�LQWHUQDWLRQDX[�G¶DUFKLWHFWXUH�PRGHUQH (CIAM) at the 
Chateau de la Sarraz, Switzerland.  

 
1929:  [April] 3HUULDQG�SXEOLVKHV�³:RRG�RU�0HWDO"�´�D�SROHPLFDO�PDQLIHVWR�LQ�WKH�%ULWLVK�

magazine The Studio, 278-279.3 
 

[15 May] Perriand is an active participant in the establishing of O¶8QLRQ�GHV�DUWLVWHV�
modernes (UAM), Paris.4  

 
Perriand presents, with Le Corbusier and Jeanneret, /¶pTXLSHPHQW�G¶XQH maison at the 
6DORQ�G¶DXWRPQH, Paris.  

 
1 Jacques Barsac and Sébastien Cherruet (eds.), Charlotte Perriand: Inventing a New World, (Paris: Gallimard, 2019), 30.  
2 0DU\�0F/HRG��³Domestic Reform and European Modern Architecture: Charlotte Perriand, Grete Lihotzky and Elizabeth 
'HQE\�´�LQ�Modern Women: Women Artists at the Museum of Modern Art, Cornelia Butler and Alexandra Schwartz eds. (New 
York: The Museum of Modern Art, 2010). 
3 Jacques Barsac��³:RRG�RU�0HWDO"�´�LQ�Charlotte Perriand: Inventing a New World, (Paris: Gallimard, 2019), 78. 
4 Initially made up of around 20 dissidents of the Société des Artistes-Décorateurs (SAD) and led by Robert Mallet-Stevens, the 
UAM offered a strong and militant alternative to the SAD. Quoted in Bony, Anne, Furniture and interiors of the 1940s (Paris: 
Flammarion, 2003), 112 and 146.  
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1930:  Perriand and Fernand Léger meet.  
 
1931:  Perriand goes to the USSR for the first time. 
 
1932: [17 March] Establishing of the Association des écrivains et artistes révolutionnaires 

(A.E.A.R.) under the impulsion of Paul Vaillant-Couturier, editor in chief of O¶+XPDQLWp.5 
Both Perriand and Bloch are members. This could be their first meeting.  

 
 Perriand moves and equips her atelier-studio at Montparnasse. 
 
1933:  Summer: Fernand Léger and Jean-Richard Bloch meet.6  
 

[19 July - 14 August] Perriand joins the &RQJUqV�LQWHUQDWLRQDX[�G¶DUFKLWHFWXUH�PRGHUQH�
(CIAM) and participates in the 4th meeting in Athens.  
 
Hitler appointed chancellor of Germany. 

 
1934:  Perriand travels to the USSR.  
 
1935:  [26 April ± 6 November] Presentation of La Maison du jeune homme at the Brussels 

International Exposition with Le Corbusier and Pierre Jeanneret, Brussels, Belgium.  
 
1936 :  Photomontage La Grande Misère de Paris at the Salon des arts ménagers.  

 
[July] Jean-Richard Bloch travels to Valencia, Barcelona, and Madrid. Upon his return, 
he writes Espagne Espagne!7 

 
1937:  [8-9 January] Picasso begins drawings of Songe et Mensonge de Franco. Finished 7 June 

1937. 
 
 [January] $UDJRQ�YLVLWV�%ORFK�WR�RIIHU�KLP�WKH�GLUHFWRU¶V�SRVLWLRQ�DW�Ce Soir.  
 

Perriand collaborates with Fernand Léger to create photomontages for the Ministère de 
O¶$JULFXOWXUH�pavilion at the Paris International Exhibition.  

  
Perriand leaves Le Corbusier¶V�DQG�-HDQQHUHW¶V�Atelier.  

 
5 Gwenn Riou, « De la thporie j la pratique : Le manifeste des écrivains et artistes rpvolutionnaires (1932) », Itinéraires, Vol. 1 
(2018), 1. 
6 « Dis-moi quand tu juges utile que je PH�UHWURXYH�j�3DULV�SRXU�FRQYHUVDWLRQ�DYHF�/pJHU��6WUDXVV�HW�O¶DGPLQLVWUDWLRQ�GX�9HO�
G¶+LY » Bloch to Pierre Abraham on Pentecost Monday 1933. Fonds Jean-Richard Bloch, Bibliothèque Nationale, Paris. Also, 
« ,O�HVW�SRXUWDQW�LQFRQWHVWDEOH�TXH�F¶HVW�O¶DWPRVSKqUH�GH�O¶DQWLIDVFLVPH�HW�GX�)URQW�3RSXODLUH�TXL�SHUPHWWUD�OH�UDSSURFKHPHQW�
entre Bloch et Léger. Ce dernier, et cela représente un pas important dans son engagement politique, avait signé le manifeste 
« Misère de la poésie » lors de « O¶$IIDLUH�$UDJRQ » en mars 1932. Au cours de la même année (probablement en décembre), il 
DYDLW�DGKpUp�j�O¶$VVRFLDWLRQ�GHV�eFULYDLQV�HW�$UWLVWHV�5pYROXWLRQQDLUHV��GDQV�ODTXHOOH�%ORFK�V¶HQJDJHD�DXVVL�DFWLYHPHQW��» 
Quoted in :ROIJDQJ�$VKROW��³)HUQDQG�/pJHU�HW�-HDQ-5LFKDUG�%ORFK��7KpkWUH�G¶DYDQW-JDUGH�RX�µLGpDOLVPH�QDwI¶"�´�Europe, (1 
June 1997), 159.   
7 Jean-Richard Bloch, Espagne Espagne! (Paris : Éditions sociales internationales, 1936).  
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Jean-Richard Bloch commissions Perriand to conceive and produce the furnishings for 
his office at the Journal Ce Soir.8  

  
[2 March] First edition of the Journal Ce Soir (Figure 19) 
 
[26 April] Aerial bombing of the Basque town of Guernica, Spain. 
 
[25 May ± 25 November] Exposition Internationale des Arts et Techniques dans la Vie 
Moderne, Paris. 

  
[7 July] /HWWHU�IURP�/pJHU�WR�6LPRQH�+HUPDQ�ZKHUH�KH�ZULWHV�RI�WKH�³WKLQJ´�IRU�%ORFK�WR�
begin soon. (Figure 18) 
 
[18 October] 1DLVVDQFH�G¶XQH�cité, a play by Jean-Richard Bloch with décors and 
costumes by Fernand Léger is presented at the 9pORGU{PH�G¶KLYHU, Paris. 

 
1937-1939: Between the end of 1937 and the Spring of 1939, Jean-Richard Bloch joins the Parti 

communiste français (PCF).  
 
1940:  [4 January] Jean-Richard Bloch sends a four pages letter (Figure 25) to Charlotte Perriand 

declaring his affections.  
 

Perriand leaves for Japan, invited by the 0LQLVWqUH�GX�&RPPHUFH�HW�GH�O¶,QGXVWULH to 
guide the production of industrial art. 

  
 [20 October] Perriand makes blueprints of the plan et élévation de la table tripode avec 

plateau cliché-trait et plateaux bambou, Tokyo. 
 
1947:  [15 March] Bloch passes away. 
 
1999:  [27 October] Perriand passes away.  
 
  

 
8 There are discrepancies regarding the year where the furniture was created. Some sources stipulate that both the Bureau en 
forme and Table basse manifeste were made in 1938, such as in Le Journal Louis Vuitton, No. 10 (2019), 16. Archival material 
research confirm the 1937 date of conception.  
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FIGURES 

 
 

 
Figure 1. Charlotte Perriand, Photograph of Table basse manifeste pour Jean-Richard Bloch, 1937, E_38_263_O, 

Archives Charlotte Perriand, Paris, France. 
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Figure 2. Charlotte Perriand, Plateau Table basse manifeste pour Jean-Richard Bloch, 1937, sur le plateau, deux 
gravures de Picasso extraites de la série Songe et Mensonge de Franco, 1937, et deux dessins de Fernand Léger, 

Tire-Bouchon et Fragment de vitrage, 1933, E_38_266_O, Archives Charlotte Perriand, Paris, France. 
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Figure 3. François Kollar, Jean-Richard Bloch assis au bureau Boomerang de Charlotte Perriand, 1938, 

E_37_260_O, Archives Charlotte Perriand, Paris, France. 
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Figure 4. Charlotte Perriand, Bureau Boomerang pour Jean-Richard Bloch, 1938, et Fauteuil pivotant, 1927. Casier 

mural de rangement et corbeille de jonc, 1938, E_37_256_O, photograph by François Kollar, Archives Charlotte 
Perriand, Paris, France. 
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Figure 5. Fernand Léger, Fragment de vitrage, 1933, drawing, Archives Charlotte Perriand, Paris, France. 
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Figure 6. Charlotte Perriand, Table basse manifeste pour Jean-Richard Bloch, 1937, sketched plan with 

measurements removed for protection of the original design, 38_092, Archives Charlotte Perriand, Paris, France. 

 

 
Figure 7. Charlotte Perriand, Table basse manifeste pour Jean-Richard Bloch, 1937, sketched plan with 

measurements removed for protection of the original design, 38_093, Archives Charlotte Perriand, Paris, France. 
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Figure 8. Picasso, Songe et Mensonge de Franco, drawing, 9 January 1937 ± 7 June 1937, E_38_268_O, Archives 

Charlotte Perriand, Paris, France. 

 
Figure 8. Picasso, Songe et Mensonge de Franco, drawing, 8 January 1937, E_38_267_O, Archives Charlotte 

Perriand, Paris, France. 
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Figure 9. Jean-François Millet, Les Glaneuses, 1957, 2LO�RQ�FDQYDV�������FP�[�����FP��0XVpH�G¶2UVD\��3DULV��

Source : https://www.musee-orsay.fr/fr/oeuvres/des-glaneuses-342 

 

Figure 10. Camille Pissarro, Les Glaneuses, 1889, gouache with charcoal, crayon and watercolour, 46,4 cm x 58,4 
cm, Cummer Museum, Jacksonville (Florida), USA. Source: https://www.cummermuseum.org/visit/art/permanent-

collection/les-glaneuses-gleaners 

https://www.musee-orsay.fr/fr/oeuvres/des-glaneuses-342
https://www.cummermuseum.org/visit/art/permanent-collection/les-glaneuses-gleaners
https://www.cummermuseum.org/visit/art/permanent-collection/les-glaneuses-gleaners
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Figure 11. Léon-Augustin Lhermitte, Les Glaneuses, 1887, oil on canvas, 75 cm x 96 cm, Philadelphia Museum of 
Art, USA. Source: https://www.philamuseum.org/collection/object/102974 

 

https://www.philamuseum.org/collection/object/102974
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Figure 12. Charlotte Perriand, Handwritten note by Perriand on the Bloch commission for his office at Journal Ce 

Soir, 1937. Archives Charlotte Perriand, Paris, France. 
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Figure 13. Charlotte Perriand, Table basse manifestes pour Jean-Richard Bloch, reproduction by Sice Previt, 2019, 
at the Fondation Louis Vuitton, January 2020, photograph taken by Vanessa Sicotte (please pardon the slight blur of 

the image, my hands were shaking from all the excitement). 
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Figure 14. Pernette Perriand-Barsac, Meeting room in the Charlotte Perriand workshop, rue Las Cases (Paris). 
Archives Charlotte Perriand. Adagp Paris, 2019. 
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Figure 15. Pernette Perriand-Barsac, Kitchen at the Charlotte Perriand workshop, rue Las Cases (Paris). Archives 

Charlotte Perriand. Adagp Paris, 2019. 
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Figure 16. Vera Isler-Leiner, Charlotte Perriand in her workshop, rue Las Cases (Paris), 1987. In Marie Godfrain, 

³'DQV�O¶DWHOLHU�GH�&KDUORWWH�3HUULDQG�´�Le Monde, 9 October 2019. 
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Figure 17. Vanessa Sicotte, photograph of La Maison du jeune homme (1935), including the Bahut-manifeste (on the 
right of the image), presented in the context of the Perriand exhibition at the Louis Vuitton Foundation, 19 January 

2020. 
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Figure 18. Fernand Léger, Letter to Simone Herman dated 7 July 1937, Archives Centre Pompidou, Bibliothèque 

Kandinsky (Paris), accessed 12 October 2021. 
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Figure 19. Front page of the Journal Ce Soir, Year 1, No. 1, 2 March 1937. Director Jean-Richard Bloch. Gallica, 

Bibliothèque Nationale de France, Paris. 
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Figure 20. Charlotte Perriand and Kunio Maekawa in the Le Corbusier-Jeanneret Atelier, 35 rue de Sèvres (Paris), 

1929. Photograph by Norman Rice. Archives Charlotte Perriand. 
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Figure 21. &KDUORWWH�3HUULDQG�DQG�/H�&RUEXVLHU�DW�WKH�ZLQGRZ�RI�WKH�³%DU�VRXV�OH�7RLW,´ Place St-Sulpice (Paris), 

1928. Archives Charlotte Perriand. 
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Figure 22. Filippo Tommaso Marinetti, Manifeste du Futurisme, Le Figaro, 20 February 1909, archival newspaper 

sourced from Gallica, Bibliothèque Nationale de France, accessed 16 November 2021, 
https://gallica.bnf.fr/ark:/12148/bpt6k2883730 

https://gallica.bnf.fr/ark:/12148/bpt6k2883730
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Figure 23. Fernand Léger, Program from Jean-5LFKDUG�%ORFK¶V�SOD\�/D�1DLVVDQFH�G¶XQH�FLWp�ZLWK�two hand-drawn 

men by Léger, 1937. Archives Charlotte Perriand, Paris, France. 
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Figure 24. 1DLVVDQFH�G¶XQH�FLWp program cover with painting by Fernand Léger, 1937. Archives Charlotte Perriand, 

Paris, France. 
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Figure 25. Jean-Richard Bloch, Excerpt from a four pages letter to Charlotte Perriand, dated 4 January 1940, 27 

rue de Richelieu. Archives Charlotte Perriand, Paris France. 
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Figure 26. Charlotte Perriand, "Wood or Metal?," The Studio, April 1929, 278-279. Archives Charlotte Perriand, 

Paris. 
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Figure 27. Charlotte Perriand, Coin de salon, bookshelf-cum-writing desk, occasional table, and armchair. On the 
wall is a painting by Marianne Clouzot; presented at the Salon des Artistes Décorateurs, 1926. Archives Charlotte 

Perriand, Paris. 
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Figure 28. Charlotte Perriand, Le Bar sous le toit, presented at the 6DORQ�G¶$XWRPQH� 1927. Banquette, card table, 
phonograph cabinet, bar, console, cascade lamps. Bar stools in nickel-plated copper. Stool with cross-shaped base, 

chrome-plated copper, and leather. Published in Intérieurs, plate 40, 1929. Archives Charlotte Perriand, Paris. 
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Figure 29. Charlotte Perriand, Second-year work at the École de l'Union Centrale des Arts Décoratifs, 1921-1922, 

graphite on Canson paper. Archives Charlotte Perriand, Paris. 

 

 
Figure 30. Carte Sénat signed by Louis Aragon and Jean-Richard Bloch, 1938, Archives de la Villa Bloch, Poitiers. 
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Figure 31. Charlotte Perriand face à la vallée, around 1930, Archives Charlotte Perriand, Paris. 
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Figure 32. Vanessa Sicotte, Charlotte Perriand: Bibliothèque, Fondation Louis Vuitton retrospective echibition, 

January 2020. 
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Figure 33. Charlotte Perriand, Bibliothèque Nuage, réédition de Cassina, 2012, 

https://www.cassina.com/it/en/products/nuage.html 

https://www.cassina.com/it/en/products/nuage.html
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Figure 34. Adrien Dirant, Bahut-manifeste, Maison du jeune homme (1935), Charlotte Perriand retrospective 

exhibition at the Fondation Louis Vuitton, 19 December 2019, https://www.admagazine.fr/decoration/inspiration-
deco/diaporama/la-modernite-selon-charlotte-perriand/59101 

https://www.admagazine.fr/decoration/inspiration-deco/diaporama/la-modernite-selon-charlotte-perriand/59101
https://www.admagazine.fr/decoration/inspiration-deco/diaporama/la-modernite-selon-charlotte-perriand/59101
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Figure 35. Jean-Richard Bloch, Offrande à la politique. Troisièmes essais pour mieux comprendre mon temps. Paris: 
Les Éditions Rieder, 1933. Gallica, BNF, https://gallica.bnf.fr/ark:/12148/bpt6k14217739?rk=128756;0 

 

https://gallica.bnf.fr/ark:/12148/bpt6k14217739?rk=128756;0
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Figure 36. -RXUQDO�/¶+XPDQLWp « Déclaration du Parti Communiste Français », cover page, 25 August 1939, 

Gallica, BNF, https://gallica.bnf.fr/ark:/12148/bpt6k407914c# 

 

https://gallica.bnf.fr/ark:/12148/bpt6k407914c
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Figure 37. &KDUORWWH�3HUULDQG¶V�%DVNHW�7DEOH, a gift from Josep Lluís Sert, LQ�3HUULDQG¶V�0RQWSDUQDVVH�$SDUWPHQW��

1938, Archives Charlotte Perriand, Paris. 
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Figure 38. Pavillon GH�O¶(VSDJQH�5pSXEOLFDLQH��([SRVLWLRQ�,QWHUQDWLRQDO�GH�3DULV������. On the right, hung on the 

wall, is the basket usually for the presentation of fish in Catalan markets. Josep Lluís Sert gave it to Charlotte 
Perriand after the exhibition. Archives Charlotte Perriand, Paris, France. 
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Figure 39. Charlotte Perriand, wearing the ball bearings necklace, photographed with Alfred Roth, Place St-Sulpice, 

1928, Archives Charlotte Perriand, Paris, France. 
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Figure 40. Fernand Léger, Nature morte, le mouvement à billes (Still Life with Ball Bearings), 1926, Kunstmuseum 

Basel. 
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Figure 41. Charlotte Perriand, Bureau en forme pour Jean-Richard Bloch,1938, E_37_253_O, Archive Charlotte 

Perriand, Paris France. 
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Figure 42. Charlotte Perriand, Bureau Boomerang pour Jean-Richard Bloch, 1938, E_37_254_O, photograph by 
François Kollar, Archives Charlotte Perriand, Paris, France. 

 
Figure 43. Charlotte Perriand, Le Corbusier, Pierre Jeanneret, Chaise longue basculante (also known as LC4), 1927, 

Archives Charlotte Perriand, Paris.  
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Figure 44. Jean-Richard Bloch, %ORFK¶V�+RPH�2IILFH�DW�/D�Villa Bloch, now a museum. photograph by Patrick 
Amand, Ville de Poitiers, France.  
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