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WHO is it that lurks within our homes, hiding in its corners 
and shadows, yet ever present in plain sight? And more importantly—do 
we recognize them when we see them? This is not, despite appearances, 
the beginning of a fantasy novel. It is the story of how I met Adélaïde 
Verneuil de Marval.

Images are all around us. They populate our lives, arriving as 
uninvited intrusions or as carefully chosen guests: the works of artists, 
who embed themselves silently in our spaces. Artists constantly invite 
themselves into our homes—most of the time, without being asked. Our 
living spaces are overrun by a flood of images. This is especially intense 
for art historians, who can find it difficult to separate themselves from 
history and have a pronounced tendency to collect everything. Book­
shelves overflow with exhibition catalogues, their covers adorned with 
artworks of every kind. Piles of scholarly articles, colorful invitation 
cards to exhibition openings, auction catalogues, and artist biographies 
encircle the desks and spill onto the floor. Layer upon layer of artworks 
finds its way into our homes or offices and into every corner: postcards 
on the refrigerator, cleaning cloths printed with artworks, reproduc­
tions—framed or loose, nailed to the wall or fixed with tape. And the 
luckiest among us may even have original artworks hanging on the 
walls.

But who is it that we in fact allow into our homes? Do we still take 
the time to look around—to see who has entered, whom we welcome, and 
to whom we might finally want to show the door? Recently, I asked 
myself these very questions. As I entered my home, I suddenly became 
aware of how one artist greeted me. I had seen her artwork many times 
before, hanging on the wall, never pausing to ask about her identity:

 »Allow me to introduce myself: Adélaïde Verneuil de Marval,
enchantée.«

 »Enchantée, but who are you?«
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In the foreground of the painting, a great apple tree welcomes me—Le 
grand pommier  (undated)—set against a coastal landscape (Figure 1). 
Behind it hides a village with its church tower, nestled between the lake 
on the right and vineyards climbing upward on the left. A strong diago­
nal separates water and land. In the far background, barely visible 
through the branches and green leaves of the tree, the shoreline and the 
outline of mountains appear. This striking contrast of water and earth is 
painted primarily in blue and green tones for the shadows, the foliage, 
and the mountains. A lighter palette of beige and grey-white under­
scores the sunlit village and the way the sunlight caresses the trunk, 
branches, and leaves of the tree, reflecting also in the clear blue of the 

(1)  Adélaïde Verneuil de Marval, »Le grand pommier,« tempera on paper,  
39 × 33 cm, private collection. (Photo: Victoria Humphrey)
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lake. Small reddish brushstrokes complete the idyllic scene, marking the 
tiled roofs and architectural details of the village. 

In this painting by the Swiss artist Adélaïde Verneuil de Marval, 
we recognize the village of Saint-Saphorin, in the middle of the Lavaux 
region of canton Vaud, on the shores of Lake Geneva. Today, we know 
very little about the artist. She was born in 1898 in Neuchâtel and died in 
her 99th year in Blonay, in the canton of Vaud. No publication on her 
work has ever appeared. There have been only sparse entries on her per­
son in lexica. In the  Biografisches Lexikon der Schweizer Kunst  I found 
only a few lines under her name: »Peintre et critique d’art. Paysages, por­
traits et natures mortes. Illustrations.«1 The Künstler Lexikon der Schweiz 
XX. Jahrhundert was somewhat more detailed, but still left many ques­
tions unanswered. It revealed that she studied in Neuchâtel under 
A.  Bailé and Th. Delachaux, and in Geneva under Estoppey and the 
painter Maurice P. Verneuil, whom she later married. She traveled in 
Europe and the Orient, worked as an art critic from 1950 onwards, pub­
lished Joseph Beilin, Portraitiste in 1959, and from 1952 illustrated Maurice 
Percheron’s La vie légendaire du Buddha. She lived in Rivaz. She exhibited 
at the Salon d’Automne in Paris in 1920 and 1923, as well as in Western 
Switzerland around Vevey.2 But while searching for further clues, I came 
across a name—Gaspard de Marval—and was even able to track him in 
the telephone directory.

	 How did you come to know Adélaïde Verneuil de Marval?
As a teenager, I was very interested in Asia and in Buddhism—something 
quite uncommon in Lausanne at the time. When I was 19, I read an arti­
cle in the newspaper about a painter, a Buddhist, who had returned from 
Java with a collection of Asian objects. I wrote to her, and she replied 
with a letter: »I’ll be expecting you on Sunday.«

I went to her house, where she welcomed me for lunch, showed 
me her collections, and we immediately got along wonderfully. Since she 
was widowed and had no children, she invited me to return the follow­
ing Sunday. Gradually, I began spending every weekend with her. Later, 
as she had no children of her own, she even wished to adopt me, though 
legally this was not possible. Instead, I was able to change my name to 
continue her family, which was deeply important to her.

	 What led her toward art?
It was a family tradition. Her mother and aunt painted in watercolor, and 
she and her cousin took private lessons with the painter Théodore 
Delachaux in a rented studio in the old town of Neuchâtel. In polite society 
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at the time, most young women were taught drawing and painting as part 
of their education. Later, in Geneva, she studied with Verneuil, who had 
recently divorced and whom she subsequently married.3 The couple also 
kept an apartment in Paris, where Verneuil’s publisher was located, and 
they spent several months there each year. She never studied at the 
École des Beaux-Arts, but nonetheless received a rigorous artistic training.

	 And she was a painter?
Yes, Adélaïde painted extensively and exhibited her work, often along­
side her husband, who was himself a remarkably gifted artist. Yet, during 
these joint exhibitions, it was regularly she who sold her paintings, while 
he did not. She exhibited regularly in Vevey at the Galerie Arts et Lettres, 
where she was part of a group of artists who showed their work there, in 
Lausanne at a now-closed gallery on Avenue du Théâtre, and even at 
the Salon d’Automne in Paris in 1920 and 1923.

In her later years, she also produced many smaller works—tem­
pera paintings of bouquets, which were enormously successful. She was 
extraordinarily productive. I cannot estimate the exact number of works, 
but I would say several hundred: portraits, still lifes, landscapes. 

Her portraits were especially valued for their ability to capture 
the personality of the sitter. I myself was painted several times, as were 
my school friends when they came to visit her with me.

	 Which techniques did she use?
She mainly worked in tempera, a technique she discovered through her 
husband Verneuil, who himself had taken an interest in this Renais­
sance medium. However, she did not limit herself to painting. She also 
created embroideries, tapestries, and even dolls, which brought her con­
siderable success at one time.

	 She was not only a painter, but also an illustrator.
Yes, she illustrated La Vie du Bouddha, having realized that there was 
virtually no publication devoted to the legendary life of the Buddha.4 She 
also illustrated a poem translated from Javanese, as well as Kaléidoscope, a 
project undertaken with her husband.5 In fact, she produced almost all the 
preliminary designs for Kaléidoscope. I still have the originals; Verneuil 
later finalized them for publication. This project circulated worldwide, 
and its motifs were even reused for the 2025 edition of the Agenda de la 
Bibliothèque nationale de France. Other projects, such as her Ramayana illus­
trations, were never published during her lifetime. She herself did not 
engage in printing or engraving, only supplying her illustrations to the 
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publisher. Verneuil, by contrast, did a great deal of engraving in their 
studio in Rivaz, which he printed himself (Figure 2).

	 What can you tell me about her journey to Asia and its influence on 
her art?

In 1922, she undertook a long voyage to Asia with her husband, in par­
ticular to Java, departing from Marseille.6 It was an immense source of 
inspiration: the landscapes, the people, the Javanese dancers, so beautiful 
and refined … One can clearly see this influence in La Vie du Bouddha and 
in her Ramayana illustrations. It marked her for life, and she often spoke 
of her nostalgia for Java.

Verneuil also owned a substantial collection of several hundred 
Japanese prints—including works by Hokusai—as well as Japanese 
objects.7 She would therefore also have been familiar with the Edo series.

	 How did she experience her career as an artist, particularly as a 
woman?

She endured difficult financial periods, especially after becoming a 
widow.8 She lived modestly, was a vegetarian—a rarity at the time—and 

(2)  Anonymous, Maurice Verneuil and his spouse, Adélaïde Verneuil de Marval, 
working in front of an etching press in their house in Rivaz, silver print,  
11.2 × 14.2 cm, Collection de Marval, Switzerland. (Credits: Collection de Marval, 
Switzerland)
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spent what little she could save on beautiful objects, often related to 
Buddhist art.

She bartered, taught drawing in a private school, offered art 
classes in Chexbres, wrote exhibition reviews for a newspaper in Vevey, 
and undertook various secretarial tasks, notably for Professor Mercan­
ton, the glaciologist. She also, as she put it, »played the mahout,« the per­
son who leads the elephants,  meaning she conducted guided tours to 
introduce the public to art exhibitions.

	 And what about her ties to her own region?
She was deeply attached to Lavaux and to Rivaz, where she lived. Very 
close to the villagers and winemakers, she participated in local festivals, 
often donating her paintings as tombola prizes or wedding gifts. As a 
result, nearly every family in the region today owns a work by Adélaïde. 
She used to say to me: »Practically everyone in the region has one of my 
paintings.«

Her work seems to have spread throughout the region, and throughout 
Switzerland, as even the art collectors Hedy and Arthur Hahnloser in 
Winterthur had a landscape by her hanging over their tub.9 And yet she 
remained mostly anonymous.

Let’s circle back to her tempera painting Le grand pommier. While 
it’s a seemingly simple landscape painting, it depicts so much of the art­
ist’s life. It’s signed »Ad. V. de Marval«: still containing the »V.« of her hus­
band’s name, and therefore likely created before she sought to adopt 
Gaspard de Marval in the 1970s and resumed her maiden name.10 It 
depicts a typical view of the Montellier garden, with Saint-Saphorin in 
the background and the Dent de Jaman in the upper left corner.11 She 
must have painted it from the garden of her home, where she and Ver­
neuil settled after their marriage in 1921. The composition, with the tree 
in the foreground—its crown cut off and its trunk placed diagonally—
recalls Japanese prints by Hiroshige of Edo, such as Original Fuji, Meguro, 
No. 25, a series which she would have been familiar with thanks to her 
husband’s collection of Japanese prints (Figure 3). It points towards her 
fascination for Asia and its culture. While she was nostalgic for her 
travel there, the painting depicts her region, with which she had close 
ties. In short, it shows her standing in life. 

I look at it, and silently thank her for inviting herself into my home.



(3)  Utagawa Hiroshige, Original Fuji, Meguro (Meguro Moto-Fuji), from the series »One 
Hundred Famous Views of Edo (Meisho Edo hyakkei),« 1857, color woodblock print, The 
Art Institute of Chicago. (Credits: The Art Institute of Chicago. Bruce Goff Archive, gift 
of Shin’enkan, Inc.)
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NOTES

  1	 »Painter and art critique. Landscapes, portraits and still lifes. Illustrations« 
(trans. V. H.). Schweizerisches Institut für Kunstwissenschaft Zürich und 
Lausanne (ed.), »Marval, Adélaïde de,« in Biografisches Lexikon der Schweizer 
Kunst. Unter Einschluss des Fürstentums Liechtenstein, L–Z (Zürich: Verlag 
Neue Zürcher Zeitung, 1998), p. 684.

  2	 Hans Christoph von Tavel, »Marval,« in Künstler Lexikon der Schweiz  
XX. Jahrhundert, vol. II (Frauenfeld: Verlag Huber & Co. Aktiengesellschaft,  
1963–1967), p. 613.

  3	 She studied in Geneva under Maurice Pillard-Verneuil from 1919 on. The 
couple got married a few years later, on May 13, 1921, in Neuchâtel and then 
moved to their new house in Montellier-sur-Rivaz after renovating it, next 
door to the artist Ernest Biéler. The former winery building included an 
atelier and overlooked Lake Geneva. See Gaspard de Marval, »Biographie,« in 
Helen Bieri Thomson (ed.), Maurice Pillard-Verneuil. Artiste décorateur de l’art 
nouveau 1869–1942, exh. cat. Fondation Neumann (Paris: Somogy Éditions 
d’Art, 2000), p. 17–18.

  4	 This is a reference to Maurice Percheron, La vie légendaire de Bouddha. Avec 
trente images composées par Adélaïde Verneuil de Marval (Neuchâtel: Ides et 
Calendes, 1961).

  5	 This is a reference to Adélaïde Verneuil de Marval and Maurice Pillard- 
Verneuil, Kaleidoscope. Ornements Abstraits. Quatre-ving-sept motifs en vingt  
planches composés par Ad. et M. P.-Verneuil (Paris: Éditions Albert Lévy, 
c. 1925).

  6	 In 1922 they traveled from Marseilles to Southeast Asia, through India,  
Indochina, the Netherlands Antilles, Java, Singapore, and Cambodia. After 
returning to Switzerland, they organized an exhibition with their artworks 
created there, as well as with objects from those regions. Later they also 
traveled to Sicily. See Gaspard de Marval, »Biographie,« in Helen Bieri  
Thomson (ed.), Maurice Pillard-Verneuil. Artiste décorateur de l’art nouveau 
1869–1942, exh. cat. Fondation Neumann (Paris: Somogy Éditions d’Art, 
2000), 18–20.

  7	 Gaspard de Marval further elaborates on Maurice Verneuil’s Japanese collec­
tion; see Gaspard de Marval, »Maurice Pillard-Verneuil et le Japon,« in Helen 
Bieri Thomson (ed.), Maurice Pillard-Verneuil. Artiste décorateur de l’art  
nouveau 1869–1942, exh. cat. Fondation Neumann (Paris: Somogy Éditions 
d’Art, 2000), p. 85–89.

  8	 Maurice Verneuil died in Rivaz in 1942. See Gaspard de Marval, »Biographie,« 
in Helen Bieri Thomson (ed.), Maurice Pillard-Verneuil. Artiste décorateur de 
l’art nouveau 1869–1942, exh. cat. Fondation Neumann (Paris: Somogy  
Éditions d’Art, 2000), p. 23.

  9	 Maria Becker, »Sammlung Hahnloser: Sie hatten ein Gespür für die richtige 
Kunst,« in NZZ (January 17, 2018).

10	 Gaspard de Marval further explained during the interview that her signature 
considerably changed over time. When she sought to adopt him in the 1970s, 
she officially resumed her maiden name, »de Marval,« abandoning  
»Verneuil,« her husband’s name. This painting, signed »Ad. V. de Marval,« must 
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therefore have been created earlier. On the back of the frame is also a label 
reading »Galeries Artistiques E. Wenger Rue de la Grotte 2 Lausanne«.  
Gaspard de Marval identified them as Adélaïde Verneuil de Marval’s frame 
makers.

11	 Gaspard de Marval recognized the view to be seen from her Montellier gar­
den, with Saint-Saphorin and the Dent de Jaman in the background.
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