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Abstract
Ethel Wallace gained notoriety for batik textiles in the
early twentieth century. Based on newly available primary
sources from a private collector this article presents a
more holistic summary of the accomplishments of this
woman artist, with a particular focus on her textiles of the
1920s. Wallace’s batiks were exhibited widely, also used
for fashion, and can be positioned with early twentieth
century Modernism and the American Arts and Crafts
movement. She was influenced by modernists, such as
painter Joseph Stella and opera singer Eva Gauthier, the
latter of whom embraced Orientalism in both design and
performance. Wallace’s batik fabrics were positively
reviewed in a wide variety of news media of the period,
and progressive New Woman influencers such as
Gertrude Whitney were among her clients. After she died
in 1968, her accomplishments as a woman designer and
maker were lost to the passage of time.
Keywords: Ethel Wallace, batik, New Woman, Eva
Gauthier, Orientalism, Joseph Stella, Paul Poiret
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Introduction
Ethel Wallace (1885–1968) was an artist,
designer, and maker who worked in various
mediums from the early to mid-twentieth
century (Figure 1).1 While classically trained
in painting and drawing, in the 1920s, she
gained notoriety for her textiles created using
the batik method, exhibiting her work across
the United States and abroad. Batik, a oneof-a-kind, handmade method of wax-resist
dyeing for cloth, gained popularity in the early
twentieth century as the process aligned with
the popular American Arts and Crafts movement, which emphasized “the virtues of
handmade objects.”2 Generally, “the underlying principle of wax-resist dyeing is that those
parts of the cloth to remain undyed are covered with molten wax … [and] in Javanese
batik, wax is applied by hand with a small
instrument called the canting.”3 While differing methods of wax-resist dyeing of textiles
existed throughout history and around the
world, the technique is often associated with
the Indonesian island of Java in the South
Pacific.4 Despite strong batik traditions and
practices in for example Africa and Japan, it
was the Javanese interpretation that
prompted a batik revival in the western
world in the late nineteenth and early twentieth centuries. This was a direct result of colonialism as, “the Dutch searched for
inspiration in the cultural traditions of their
colonies especially Indonesia … [as such]
they discovered the Javanese technique of
batik which was useful for creating … decorative objects of unique character.”5 It was during this batik revival that
Wallace gained notoriety for her “paintings”
of portraits on cloth using the batik method.
According to Wallace, “I believe textile painting may be the medium of artistic expression
of the modern age.”6 In addition to portraits,
The Journal of Modern Craft

she also made wall hangings that featured
mythical, nature, or biblical scenes and thousands of yards of fabric used for fashion design.
The primary purpose of this research is
to document Wallace’s accomplishments in
textile and fashion design. Following her
death in 1968, what remained of her work
and all of her papers and possessions were
acquired by a private collector.7 The bulk of
primary source material that has informed
this article comes from two scrapbooks
Wallace kept that were part of this private
collection. More broadly, this paper offers a
contribution to the history of women artists
and designers. Starting in the late nineteenth
century, the American Arts and Crafts movement “provided many middle-class women
with a socially respectable and humanitarian
outlet for their artistic productions.”8
However, as feminist analysis has shown, not
only have women been excluded from the
canon of art history but they have been
denied credit for particular craft practices.9 I
am inspired by scholars such as Elissa Auther,
Julia Bryan-Wilson, and T’ai Smith all of
whom shed light, from a feminist perspective,
upon the value of textiles and the women
who made them.10 Their scholarship contributes to a better understanding of the complex intersections of art, craft, power, gender,
and politics at work in the creation or decoration of cloth. Through an examination of
Wallace’s textiles, I hope to contribute in
some way to this expanding vein of inquiry
intended to redress the marginalization of
women and fiber.
Ethel Wallace was born in 1885 in what
was then Recklesstown (now Chesterfield),
New Jersey.11 In her youth, her family relocated
to Lambertville, New Jersey, where her father,
Winfield Wallace, owned and operated a grist
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Fig 1 Ethel Wallace in front of a batik wall hanging of her design, ca. 1920. Photograph by Arnold Genthe,
author’s collection.

mill in which Wallace had her first studio.12
Located directly across the Delaware River from
Lambertville is the Pennsylvania town of New
Hope. In 1903, William Lathrop, often cited as
the father of Pennsylvania Impressionism, established a residence there, the beginning of an
artists’ colony that flourished and continues to
this day.13 As a young girl, Wallace apprenticed
for William Lathrop, developing her skills as a
painter. In 1905 she enrolled at the Pennsylvania
Academy of Fine Arts (PAFA) in Philadelphia,
where she studied drawing with Henry
McCarter.14 In the early-to-mid-1910s, Wallace’s
painting was strongly influenced by Pennsylvania
Impressionism. By the late 1910s, however,
Wallace left impressionism behind when she
moved to New York City and established a
friendship with Joseph Stella.

Modernism and Batik
In New York Wallace became part of a social
circle that included modernists such as
painter Joseph Stella and opera singer Eva
Gauthier. Both would impact her approach
to composition and technique. Stella’s work
encouraged Wallace to approach shape and
form from a modernist perspective which
encompassed a great variety of styles and
techniques but generally “challenged traditional conventions of visual representation
and often created new images.”15 Wallace
was enamored with Stella’s geometric
abstractions of New York City architecture,
especially his interpretation of the Brooklyn
Bridge. She painted a portrait of Stella, representing her earliest known transition to modernist composition (Figure 2). With the
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Brooklyn Bridge in the background, the homage to Stella represented a bold new
approach to art-making for Wallace, who
said that Stella influenced her
“philosophically.”16 In his journey from poor
immigrant to a successful artist, Stella
struggled until he found a new visual vocabulary in his modernist compositions that
reflected American vitality and technology.17
Perhaps, Stella’s courage to experiment
beyond his training inspired Wallace to do
the same.
Around 1920, Wallace made and painted
herself a large wooden folding screen (Figure
3), reflecting the ethos of the American Arts
and Crafts movement and the diminishing
distinction between designer and maker.18
The screen titled The Ballad of Life was part
of a “modern painted screens” exhibition at
the Belmaison Gallery located inside
Wanamaker’s department store in New York
City. Belmaison, sometimes referred to as the
Wanamaker Gallery of Modern Decorative
Arts, presented objects used for “luxurious
home decoration.”19 W.G. Bowdoin wrote
several books in the early twentieth century,
including a history of painter James McNeill
Whistler and his work.20 In the 1920s he
wrote for the Evening World newspaper
where he reviewed Wallace’s work several
times; her clippings of four Bowdoin reviews
were sources for this article but the extent of
their relationship is unknown. Bowdoin
described the screen included in the
Belmaison exhibition as an “armored knight
and his lady, the Falconer, with his hooded
falcon perched upon his hand, protected by
the gauntlet, and heraldic figures that flit
before the observer and maintain well-conceived places upon her screen … all done in
rich colorings.”21 Wallace was the only
woman included in the exhibition, which
The Journal of Modern Craft

featured the work of seven other men,
including Robert Winthrop Chanler, Reginald
Marsh, and John Wenger, the latter of whom
gained great fame as a set designer for
George Gershwin’s productions of Funny
Face, and Rhapsody in Blue.22 The well-documented careers of Wallace’s male contemporaries exist in stark contrast to hers.
While Stella influenced Wallace’s
approach to composition and context, her
friendship with opera singer Eva Gauthier
inspired her to pursue a new technique for
her work. Gauthier gained notoriety in the
early twentieth century for her repertoire
that included interpretations of traditional
folk songs from the Indonesian island of Java.
She lived in Java for several years and was
enamored with the culture. According to
anthropologist Matthew Isaac Cohen,
Gauthier went from “second rate-opera
singer to international artist through the crucible of Javanese culture.”23 When she
moved to New York City in 1914, she
advanced her career as a soloist through a
repertoire that included westernized interpretations of Javanese songs. Gauthier’s actual
knowledge of Javanese music is questionable
despite her claim to being the only white
woman to have intimately studied it. She had
a rudimentary understanding of the culture
that was supplemented by her own library
research, and presented this appropriated
Javanese culture in her new repertoire as
authentic.24 Audiences responded favorably,
and Gauthier soon included “short talks on
Javanese music, batik, and related topics” in
her performances.25 She often wore “native”
costumes made from batiked fabrics when
she performed, which she claimed were given
to her by a queen.26 There was a wide
appropriation of Javanese culture in performing arts in America.27 As Cohen explains,
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Fig 2 Ethel Wallace, Portrait of Joseph Stella, c. 1920. Oil on canvas, image provided courtesy of the estate
of Kristina Barbara Johnson.
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Fig 3 Ethel Wallace, Ballad of Life," (four-panel screen) c. 1920. Oil and gold leaf on wood, 96 x 66 inches,
image courtesy of Jim's of Lambertville.

“American performances of Java from the
1910s and 1920s fleshed out and expanded
upon travelogue themes and tropes,” effectively positioning Java as a form of otherness
that could be performed or, as is the case
with batik practice, made.28

Burgeoning Batik in America
Batik achieved prominence as the American
Arts and Crafts Movement gained momentum29, particularly in New York City’s
Greenwich Village. In the mid-to-late 1910s,
Wallace established a studio in Greenwich
Village at 62 Washington Square Park South,
where she started a new body of work using
batik. Initially, artisanal batik making in New
The Journal of Modern Craft

York was centralized in the bohemia of
Greenwich Village.30 Wallace was among
other women artists such as Marguerite
Zorach, Martha Ryther, and Amy Mali Hicks,
who made batiks. These women overcame
the pejorative connotations of textile crafts
as domestic and less than. The language of
batik, as made in the context of modernism,
afforded these makers an opportunity to
express new points of view that appealed to
patrons of the Village.
Zorach had a studio in Greenwich Village
where she produced batiks for a variety of
applications.31 She may best be remembered
for her work with embroidery, but her skill in
batik is evidenced by two wall hangings held
by the Metropolitan Museum of Art.32 In
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1917 she won third prize in the second
annual Women’s Wear Textile Design
Contest for a piece which, according to Abby
Lillethun, “must be a batik or painted
design.”33 Martha Ryther studied sculpture
with Zorach’s husband William at the
Modern Art School in Greenwich Village,
where she also taught batik in the late
1910s.34 Hicks started working with batik as
early as 1908 and by 1918 had a studio in
the Village where visitors could buy fabrics,
garments, and decorative items.35 Batik textiles made by women such as Zorach, Ryther,
Hicks, and Wallace were particularly suited
for loose-fitting caftan-like silhouettes or
smocks, which became fashionable in the
early twentieth century. This appeal of loosefitting, handmade, ethnographically-inspired
dress and textiles was championed by
Women’s Wear editor M.D.C. Crawford as
part of his strategy to establish a “distinctly
American textile and apparel industry.”36 As
the artisanal practice of batik gained prominence, it was not long before the American
textile and fashion industry recognized that
imitation batik could be manufactured to capitalize on public interest. Based in
Manchester, Connecticut, Cheney Brothers
successfully developed textiles that M.D.C.
Crawford described on the front page of
Women’s Wear as an “interesting mechanical
imitation … of batik.”37 While Crawford’s
intentions were commercial, access to loosefitting, less-restrictive garments made of
batiked fabric were a sartorial assertion of
New Woman feminist ideals.38 This turn-ofthe century term New Woman described
early feminists as they “pursued independence through work, education, and other life
options outside of marriage.”39 It was within
this context, from approximately 1919 to
1925 in Greenwich Village, when

commercialism, appropriation, and feminism
intersected, that Wallace made a significant
quantity of batiks as wall hangings, batik portraits or “paintings,” yardage used for garments of her design, and thousands of yards
of batiks that were likely used by other fashion designers of the period.

Forays into Fashion
Wallace’s foray into fashion in the 1920s
owed a partial debt to the “King of Fashion,”
French couturier Paul Poiret, or at least his
employment of “the language of Orientalism
to develop the romantic and theatrical possibilities of clothing.”40 Yet Poiret was not the
first to explore these possibilities; in the midnineteenth century, feminists such as Amelia
Bloomer experimented “with the appropriation of some aspects of Oriental (Turkish)
styling … as a dress reform alternative to corsets and hoopskirts.”41 Poiret, though, is generally credited as one of the first designers of
the modern era to free women from corsets
when he embraced draped silhouettes,42 but
his Orientalist aesthetic, which he asserted
was authentic, was more accurately “a
Russian idea of an Orient as seen by the
French,” no doubt inspired by the popularity
of the Ballets Russes.43 Poiret perpetuated a
visual fantasy that othered cultures of vast
geographic regions into fashions for privileged
clients in search of the exotic.
The western fantasy of Oriental silhouette resulted in the proliferation of voluminous, draped garments ideally suited for batik
textile designs of the American Arts and
Crafts movement and appealed to the bohemian set of Greenwich Village and to some
New Woman feminists of the period.44
Wallace was an admirer of Poiret’s work and
his influence is evident in Wallace’s fashions
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of the 1920s. When he visited New York
City in 1922, she painted his portrait in oil on
canvas (Figure 4). This may have been a
study for a batik she intended to create;
however, it has been lost to time if it was
ever completed.
Bowdoin visited Wallace’s studio in 1919
where he saw many garments made of custom batik fabric, including what he described
as a Tibet coat, a Greek negligee, and a
Chinese boudoir costume, as well as draped
garments and other two-piece fancy lounge
or “boudoir” ensembles comprised of pants
and a jacket.45 While Wallace was more specific in naming the ethnographic inspiration of
her fashions, they were just as contrived in
fantasy as those of Poiret. Her fashions
appealed to privileged yet progressive New
Women of the period, such as philanthropist
and sculptress Gertrude Whitney. Whitney
opened the eponymous Whitney Studio
Club in 1918, and this space quickly became
a haven for artists of the Village to meet and
exhibit their work—it was a precursor to the
Whitney Museum of American Art.46
Wallace exhibited two batik wall hangings at
the Studio Club in April of 1922, which featured “animal forms … and … rich colors.”47
Wallace made at least two fashion ensembles
for Whitney, one of which featured a bold
pattern on rich velvet and was paired with a
medieval-inspired headdress (Figure 5) and a
tea gown with a “Chinese jacket of silvery
satin with a wide batik border
of primrose.”48
An exhibition in 1919 at the Bush
Terminal Sales Building in New York City
focused solely on batik, featuring work from
leading practitioners, including Wallace and
Mary Tannehill who led a batik group at
Columbia University.49 Bowdoin described
the show as “the most elaborate exhibition
The Journal of Modern Craft

of batik artwork ever held in the city, if not in
this country”50 with a particular focus on
fashion; “batik work in gowns, blouses, negligees, bags, [and] haberdashery.”51 Gauthier
performed Javanese folk songs at the opening
and wore a “costume of royal Javanese
batik.”52 Figure 6 shows a voluminous and
elegant draped gown of “rich
ornamentation and soft lustre [sic]” by
Wallace.53 The exhibition reflected the
western fascination for all things batik, facilitated by appropriative performance and
design practice that perpetuated the colonial othering of the culture and people
of Java.
Wallace’s fashion designs in batik were
most often made-to-order for socialite clients
such as Whitney and were sold at luxury
retailers such as Hickson, Bonwit Teller, and
B. Altman.54 However, Wallace produced a
significant amount of yardage for fashion: by
1920 she had made “two thousand yards of
crepe de chine and georgette crepe and 500
yards of velvet done in batik for garments.”55
According to a report in Women’s Wear,
Wallace’s batik velvets “could be used for
picturesque stage costuming, as well as for
negligees, evening wraps and evening
gowns.”56 When visiting Wallace’s studio in
1920, a reporter for the Daily Garment News
saw a variety of fashion items, including a
“gracefully draped dinner gown, one sleeve
of which is lined in rose chiffon … [and] an
evening cape trimmed with a Patagonia fox
collar.”57 An ensemble described in detail
was “made of dark green velvet in three
pieces, waist, skirt, and over-tunic … [it] represents oriental armor, and there is a helmetlike hat to be worn with it … a batik design
of jade and bronze decorates the dress, monkey fur is used on the sleeves and bodice … the hat is a toque effect combined with
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Fig 4 Ethel Wallace, Portrait of Paul Poiret, c. 1922. Oil on canvas, author’s collection, photograph by
Adam Sparkes.

black velvet and topped with small black
ostrich feathers” (Figure 7).58 One reporter
for The New York Times praised Wallace’s

batiks for fashion as “ … fine and original
work in getting the artist’s rather than the
craftsman’s effect in her designs.”59 Wallace
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Orientalism created by Poiret in Europe and
perpetuated in America by Jessie Franklin
Turner; for example, in 1920, Turner presented a collection of negligees and dresses
inspired by “old Persian harem curtains.”60
Only two known extant batik fashions by
Wallace survive to this day. One is held in
storage at the Michener Museum in
Doylestown, Pennsylvania, and the other is
held in a private collection.61 The scarcity of
extant examples of Wallace’s work contributed to the obscurity of her history and
made this research particularly difficult.
However, this is not unique, and there are
many more similar histories yet to
be uncovered.

Fig 5 Gertrude Payne Whitney in a batik gown
and headdress by Ethel Wallace, c. 1922.
Newspaper clipping from Wallace's scrapbook
provided courtesy of the estate of Kristina
Barbara Johnson.

told stories with her work, but those stories
personified tropes of exoticism and
The Journal of Modern Craft

Batik Portraits and Wall Hangings
In addition to yardage used for fashion,
Wallace also developed a collection of wall
hangings and portraits exhibited widely in the
1920s.62 Her wall hangings most often featured scenes of nature and her interpretations of mythical or biblical stories. Some
examples included “a group of women about
a fountain” as well as a composition referred
to as Chaucer’s Garden, (Figure 8) comprised
of maple leaves, spider webs, and white and
red lilies.63 Chaucer's Garden was copied and
then screen-printed on linen “as an eightcolor presentation” by the New York-based
purveyor of specialty textiles, Robert
McBratney & Co. Inc.64 In her depiction of
the familiar Old Testament story of Salome
and John the Baptist, Wallace recontextualized the story from a feminist perspective
when she depicted Salome in the stance of
the Hindu God Shiva, the creator of all things
(Figure 9). Reporting for International Studio, a
leading fine and decorative arts magazine of
the late nineteenth and early twentieth
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centuries, Donald Gorley interpreted this vital
point of view:
Salome is in the pose of Shiva, a poised
movement in pale green and terra cotta
and flat Chinese yellow, with flesh the
color of dried citron. The head of John the
Baptist is only a minor detail, in a corner,
unimportant as compared with the sinuous
and voluptuous dancer. Here is a Salome
who, having gained her whim, is no longer
interested in the head, but gives herself to
dancing. She might be Shiva celebrating
the full impulse of the moment … one
feels that for once a woman has interpreted a woman … [who] has often been
painted by men, and doubtless misjudged … a woman has dared to be herself, regardless of her time and
environment … the result is a twentiethcentury expression of an ageless truth.65

Fig 6 “The Rich Ornamentation and Soft Lustre
of Batik Lend Distinction to One’s Gown,” batik
gown made and modeled by Ethel Wallace, 1919.
Image from “The Fashionable Vogue for Batiks,”
The Bush Magazine of Factory, Shipping and Sales
Economy (July 1919): 7.

Wallace completed portraits, or “batik
paintings” as they were referred to in the
press, of Gauthier as well as socialite Mary
Hoyt Wyborg. The Gauthier portrait is
approximately five feet tall and executed on
silk (Figure 10). It was described in a clipping
as “ … a cream-colored background with a
tan design … [the] gown is salmon color with
a design in colors; her earrings jade … then
there is the coloring for the hair, eyes, face,
lips, fingernails, her ring, and bracelet, as well
as the design around the border.”66 While
reporting for Vogue, Ruth de Rochemont
described the technique used for the
Gauthier batik portrait as executed “with a
precision almost unbelievable in that difficult
medium.”67 To create these portraits in batik,
Wallace “sketched with the molten wax on
the cloth [and] dipped [it] into a light dye;
then applied [more wax] and there is
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Fig 7 Batik ensemble in velvet with monkey fur trim at the neck and sleeves; hat decorated with ostrich
feathers, made and modeled by Ethel Wallace, in front of batik yardage also of her own making, both c.
1921. From Gertrude Clayton Lewis, First Lessons in Batik (Chicago: The Prang Company, 1921), 12. Out
of copyright.
The Journal of Modern Craft
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Fig 8 Image of Ethel Wallace, Chaucer’s Garden, c. 1919. Batik on silk from Wallace scrapbook, provided
courtesy of the estate of Kristina Barbara Johnson.

another dipping, this time in a darker
dye … several dye baths do not reach the
portion of the cloth-covered by the

wax … the result is a clever effect, a charming
softness of color and outline and a portrait
which may cover a vast area of wall space
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but which may be folded up and tucked
away in an overcoat pocket.”68 This detailed
description in a mainstream news publication
reflects the public’s widespread interest in
batik and further illustrates the importance of
Wallace’s work during this period.
Wyborg was a wealthy New York City
socialite and great-niece of Civil War Union
General William Tecumseh Sherman.
According to Mary Margaret McBride of The
Evening Mail, “Miss Wyborg appealed to Miss
Wallace as possessing renaissance characteristics and [was] interpreted in rich tones”
(Figure 11).69 The Wyborg portrait combines
traditional motifs and abstractions of form to
create a compelling composition – it is perhaps the best-known example of a modernist
batik portrait completed by Wallace. A
reporter for The Chicago Evening Post
referred to Wallace's batiks, particularly the
Wyborg portrait, as being “at the center of
modernism.”70 Between 1919 and 1931, the
portraits of Gauthier and Wyborg and other
textiles were exhibited on approximately
twelve different occasions in New York City,
London, Chicago, Dallas, and Boston. One
reporter in Town & Country magazine
summed up Wallace’s batik work with
impressive description: “Miss Wallace has
brought new life into the world of fabrics and
has developed the Java method of dyeing to
such an exalted mental position that her velvets and silks seem to glow with passion,
shimmer with moonbeams or sing with the
songs of fairy forests in a manner which has
not been possible to oil paint on canvas.”71 It
appears that Wallace completed at least two
other batik portraits: one entitled “Sonnet to
Beatrice (Mrs. Churchward)” and the other,
“French Chasseur: Blue Devil,” a solider she
often said she had an affair with around the
end of World War I.72 A painting in oil on
The Journal of Modern Craft

Fig 9 Image of Ethel Wallace, Salome, c. 1920.
Batik wall hanging on silk, from original Art Guild
Galleries of New York City exhibition catalog,
1921. Wallace scrapbook. Provided courtesy of
the estate of Kristina Barbara Johnson.

canvas of French Chasseur survives in a private collection as it was her process to paint
her subjects first and use that piece to then
work on the batik in her studio (Figure 12).
In June of 1922, Wallace left New York
for an extended stay in Paris where she
desired “to interest members of the French
couture in her materials.”73 Perhaps her introductions in Paris were facilitated by Poiret, but
a lack of evidence means her time there
remains a mystery. She told colorful, undoubtedly embellished, stories later in life about her
time abroad and her many affairs, especially
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Roberts, whom she wed sometime in the early
twentieth century. It seems probable that
while the batik portraits brought her a certain
degree of notoriety and respect as an artist,
the sale of fabric produced steady income.
Wallace left New York sometime following
the death of her husband in the early 1930s
and once again set up a studio in her father's
grist mill in Lambertville, New Jersey.

Fig 10 Image of Eva Gauthier “batik painting,” c.
1920, on silk from Wallace scrapbook. Provided
courtesy of the estate of Kristina Barbara Johnson.

one with an Italian count.74 She spoke less frequently about her relationship with Nathan

Conclusion
There are few records of Wallace’s activity
post-1930; however, it seems she at first continued to produce batiks out of a studio in
Lambertville. Her last known major fabric
commission “was a batik painting on velvet
for the Governor’s chair in the Pennsylvania
Legislature, executed in the 1940s.”75 In the
early 1930s, Wallace bought a house in
Bucks County, Pennsylvania, not far from
New Hope. She then went about expressing
her creativity in a variety of ways. She wrote
poetry, painted at least one mural in a private
residence, wrote plays for which she
designed the sets and costumes, painted
(mostly still life), and may have occasionally
made a batik or two.76 In 1958 a retrospective exhibit of her work was staged at The
Charles – Fourth Gallery in New Hope,
Pennsylvania.77 Included in the exhibit were
Wallace’s oil portrait of Joseph Stella, the
batiks of Gauthier, and French Chasseur, along
with early and more recent works in oil
on canvas.78
Wallace created batik textiles for a variety
of applications at a time when many women
explored textile/needlecrafts in the environment of the American Arts and Crafts
Movement. While she sought originality in
her work, it is apparent that her outcomes
were influenced by modes of appropriation
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Fig 11 Image of Mary Hoyt Wyborg “batik painting,” c. 1920, on silk from Wallace scrapbook. Provided
courtesy of the estate of Kristina Barbara Johnson.
The Journal of Modern Craft
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Fig 12 Image of French Chasseur, c. 1920. It is unverifiable whether this image is the study in oil on canvas or
the “batik painting” on silk. From Wallace scrapbook, provided courtesy of the estate of Kristina Barbara Johnson.

perpetuated by her mentors Gauthier and
Poiret. However, I posit that her intentions
were not deliberate but rather reflective of
overarching trends in the decorative arts that
embraced Orientalism. Wallace's compositions, mainly her batik portraits, are an exciting glimpse into the intersections of
technique, modernism, and craft that were
widely reported upon, well-received, and

supported by noteworthy individuals of the
period. One obituary described Wallace as
“a true Renaissance woman … a brilliant
cook, a fine couturiere, a writer of plays, an
artist, an animal lover, a historian, a traveler in
her younger days, a raconteur, a woman of
endless curiosity, vain about her looks and
age, joyous in the face of endless economic
adversity, she was indeed something
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special.”79 As a designer and maker of batiks
Wallace achieved notoriety and success, but
much like her mentor Eva Gauthier, whether
intentionally or not, did so using an appropriated culture. This research helps to illuminate
the hidden histories of women craft makers
and artisans, but also serves as further evidence of the impact of Orientalism on decorative arts of the period.
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