
On the Cover

Louis-Ernest Barrias (1841–1905) was born in Paris into a
humble but artistic family. His father was a porcelain and
fabric painter. His brother, Felix, who was 19 years older,
was a painter and an illustrator of religious and historical
themes. Barrias suffered an unhappy childhood. His parents
were incompatible and eventually separated, and as a result,
the young Barrias had to leave school to care for his ailing
mother. Generous financial assistance from a family friend
enabled Barrias to study art under his brother’s art teacher,
but Barrias soon exhibited more interest in working with
clay. So at age 13, he was apprenticed to sculptor Pierre-
Jules Cavelier, and four years later Barrias entered the Ecole
des Beaux-Arts (Fusco & Busco, 1980).

The bulk of Barrias’s career was spent creating monu-
mental sculptures in bronze and marble. He was involved in
the sculptural decoration of the Paris Opera and the staircase
of the Hotel de la Paiva on the Champs Elysees. He won the
prestigious Prix de Rome in 1865 with his version of the
Founding of Marseille. The prize exempted him from fight-
ing in the Franco-Prussian War. He was chosen to execute
two war memorials, which might have been considered
alternative military duty. The memorial sculptures commem-
orated the war dead of two French towns, and in each case
the central figure was an allegorical woman who represented
the town supporting a wounded soldier. He spent some time
studying in Rome, creating a sculpture titled the Spinning
Girl of Megara, which earned him a medal in 1870. A few
months after receiving this prize, Barrias volunteered to fight
in the war and contracted bronchitis, which bothered him for
the rest of his life.

Barrias worked in an era of the public monument.
According to Hargrove (1980, p. 21), “the public monument
grappled during the century with a philosophical dilemma,
spawned by the ideal of the Enlightenment, that could never
be entirely resolved and that gives the monument its richness
and vitality.” Monuments were commissioned to commem-
orate, honor, and glorify individuals, groups, communities,
and ideas as well as battles. There was an artistic tension
between realists and idealists. Barrias strove for a middle
ground. In his war memorials, Barrias “imbued allegory with
the air of the familiar” (Ward-Jackson, 1996, p. 278). Evi-
dence of his connection with the familiar is seen in perhaps
the best known of Barrias’s sculptures: the young Mozart,

whom the sculptor portrayed in a childishly knock-kneed
posture, tuning his violin. In such works, Barrias conceals
his academic training in favor of accessibility. A child—
even when the child is the genius Mozart—is very accessible
to most people. Barrias was also known for his idealized yet
naturalistic anatomies—for example, his combination of an
idealized female figure with a realistic and wounded soldier.
Barrias was very interested in new sculptural trends and
“admired Rodin intensely” (Hargrove, 1980, p. 33).

In the sculpture Fame seen on the cover of this issue,
one of Barrias’s allegorical women balances on a sphere.
Although this statue was done as an independent sculpture, a
replica (called Literary Fame) was incorporated into Bar-
rias’s final work, Monument to Victor Hugo:

Since antiquity, Fame has been personified as a winged female,
although her best-known attribute, a long trumpet, did not appear in
art until the Renaissance. Barrias’ Fame is a graceful figure, deli-
cately balanced on a globe, symbolic of her ubiquity; she carries a
laurel crown, one of Apollo’s attributes which generally denotes
victory or artistic accomplishment. (Fusco & Busco, 1980, p.120)

In this pose, Fame is reminiscent of Mercury, who spreads
messages from the gods. It is appropriate that this statue was
chosen for the cover of this issue dedicated to award-win-
ning psychologists, because it is fame that spreads the re-
nown of such deserving winners.
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