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Foreword 

Robert. Goldwater had all but hished this book when he so tragi- 
cally died. The Introduction was drafted and it is printed here as he 
left it. The rest af the text, apart from the epilogue, was in its final 
form, though with a number of afterthoughts and minor revisions 
carefully inserted. For the epilogue or RnaX chapter. alas, he Left only 
notes and his book therefore appears without it. We have not; 
attempted to provide the annatations which Robest Goldwater 
might have wished to add. But his former student, Kristin Mu-rphiy, 
has compiled a catalogue for the illustrations, To her, to Professor 
Albert; Elsen for timely help and to aur friend Lorzise Bourgeois, for 
her patience and understanding, we are deeply grakful. 

John Fleming, Wugh Honour 
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Introduction 

Symbolism, as a movement beginning in the eighties, can be 
described as a reaction against naturalism which took on its classic 
form in about 18;7a but had ib roots ixz the sixties and, when seen 
in a larger perspective, was itself the final stage of realism already 
carried far by the preceding generation, in broader terms, sym- 
bolism can be thought of as part of a phitosoplxicaf idealism in 
revolt against a positivist, scientific attitude that affected (or in- 
fected) not only painting but literature as well. Gustave Kahn in 
2886 (the date of the last impressionist "roup exhibition" used as 
a foil the definition Zola had formuiated in his defence af Manet: 
Qur art" essential aim is to objeetify the subjective [the exterioriza- 
tion of the idea), instead of scrbjectifying the objective (natwe seen 
through a temperament),' The symbdists themselves often thought 
in these tmms, as wimess Redon's well-hown criticism of the 'low- 
vaulted ceilingbf impressionism, and Cauguin's comptaint that it 
"negleckd the mysterious centres of thought'. And some of the 
impressionis.l;s felt the same way, notably 'Ezissarro, who feared that 
the truth' of impressionism would be replaced by a sentimental, 
escapist 'aestheticism'. 

But the generat change h at;t;itude that did occur in the mid- 
eighties should not be seen as a simple swing sf the pendulum or a 
connid of generations: Redon was a contemporary of the impres- 
sionists, and Gaugrxin not much younger. Van Gogh and Seurat (as 
well as Cezanne, whose evolution raises other issues) develop out; 
of impressionism, remain. indeed. partly impressionist, rather than 
merely reacting against it, And among the impressionists them- 
selves there were changes sf direction and a breaking up of old ties. 
The "crisis' of the eighties was thus more than just a question of 
those who had once been the avant-garde continuing unaltered a 
now established style, while the younger artists, seeking their glace 
in the slm, worked out a new one. 

Monetk development exemplifies the emergence of a new 



2 attitude, not fully bsm until the beginnings of his series-pictures 
(i.e. not until the fifteen Hagstack of 1891 and the succeeding 
sequences). but already embryonic in the atretat and Belle-Isle 
paintings of 1886. One of the principal motivations of the se~es-  
pictures was a desire for a fufiher elaboration. of the impressionist 
programme in the direction of 'scientific objectivity9 - a parallel to 
the neo-impressionist goal. Fragmenting the object (conceived as a. 
duration) into a succession of observed mornenb increased the 
accuracy of the record, but because this accuracy, in fact, depends 
upon an acute sensibility in the art!& which he wants the spectator 
to share, su_Eziectivity is also increased. 

Already in the Btretat paintings Mmet had gone beyand natural- 
isLic accuracy. He hrzd accepted the logic of the painting itself and 
its grow& as colour harmony, in order to create each work in 
accordance with wf*r;;tl the symbolist; vocabujiary of the pried called 
the musical (i.e. abstract) imgeralrjves of his art, minimizing optical 
contrasts and allowing a single hue txl became the dominant note of 
his painting. Concentri-ltion and reduction remove the scene from 
transcription in the direction of symbo-l and towards the fuller de- 
velopment of the nineties and later. Of course, the impressionism of 
the seventies, whatever its conscious intentions, was never m 
'obbietive' transeri@ion of nal;ure ; nevertheless, in the course af the 
decade a change takes place h both style and intention: simplifica- 
tion of design, purification of rhythm, elimination of contrasting 
detail, lessening of perspective, dominance af a single hw,  have 
altered the object -- or the subject. Na longer a segment of nature 
referred back to the extensive setting from which it has been cut, the 
picture has been turned into something complete in itself, some- 
thing which, paradoxically, through becoming in intention more 
momentarily accurate has become less temporal, suggesting a 
duration beyand the moment that gave it bi&h. The exacerbation 
of the imptessioni& method has led to a work that stands for rather 
than represents th6 abject and has arrived at the Mallarmkan prin- 
ciple of suggestion through infinite nuance. 

The symbolist critics were aware of these aEnities. In the eighties 
they wrote of the impressionists' 'subjeetIvity sf perceptionhnd 
their desire for kexpressive synthesis" while somewhat later Monet's 
Poplars were describe8 as containing 'a sense of my&&ryhn$ m 
participating 'in that symbolic universe of which the poets have 
dreamed'. [I] They were also conscious that Whistler" subtle and 
attenuated painting was similarly congenial. [z] He was for a time 
very much part of the group. Mallarm6 translated the Ten Q'Clock" 
lecture in I 888. and told him that he 'sympathi~d with his artistic 
visionhnd ~acques-gmlle Blanchet recalled that in the late eightief 
%he Whistler cult became entangled in men'k minds with symbol- 



I, Poplars on the Epte, 1890.. Monet 

ism, the Mallam& and . . . the Wagner cults.' Qf course, neither 
Monet, who seems to have been entirely tlrrtheoret:ical+ nor Whistler 
were symboltsts, although Whistler" insistence upon the indepen- 
den= of art from nature, and the consequent freedom of the artist 
to control his design (whence his musical analogies) were steps 
along the same road. Both painlers (whistler earlier than Monetj 
move gradually away from naturalism towards a painting that 'has 
the character of continuity with states of interior feeling.7his 
change comes about much less through any alteration in the 
repedory of objeeb depicted than through a cha~ging interpreta- 
tion of essentially the same kind of objects, which in. eEeet results h 



2. Nocturne in Black and Gold, c. 18 76. Whistler 

a new klnd of subject; matter, since those objects take on new 
sjgnificance, 

One of the principal characteristics that sets off the eighties from 
the previow decade is its concern wi* theory, re'tated tio a common 
concern for meaning, The theoria were many, but the& import 
was much the same, Some had it more oeective bias, seeking, in 
Serusier's later words, those relationships bn which tfrze exterior 
world is cons&uc&d> others were more concern4 with the a&ist7s 
emotions, But whether psy-chologicai ar idealist, serni-scientific or 



3 (ltelow), Hope, c.1876. WaEs 

4 fright), V i h  Samnium Breve, 1888. 
&klin 

semi-philosophicd, the purpose is to establish the impo&ance of the 
representation the a&ist has mdedaken, and to establish it pre- 
cisely by making it, in some way, go beyond reatism. 
h these cireumstmces, how wsrs the subject matkr to be dealt 

with? The temptation was allegov in its traditional foms, in its use 
of coxlventional signs and symbols. C3.j It was a temptation to which 
many so-called symbofists, in bath painting and poetry, did indeed 
succumb, [4] But others intuitively understod the dangers and, in 
their theorizing as weU as their painting, found personal solutions 
that yet had much in common, By various avenues they approached 
the development of a new kind of subject matter that lay smewhere 
between. al1egol-y and expressionism, Pictures like Gauguinh The 
h l b w  Christ [S] HodXer" Spring [ITS] or hi3lunr;t.l" Spring [6] 
have deliberately intended reflective (i.e. philosophic) ove&ones that 
go beyond the subjecb represented. They are not alfegodes in the 
traditional sense: the pictwe begins h personal exgerience and 
emotion, But the a&ist wan& t;a do more &an. simply express these: 
emot;ions with infectiom intensity, to be re-lived by the beholder. 
He wishes to induce a regective mood, to indicate a wider frame of 
reference. So allegosy with i& conventional atbibutm will no Ianger 
do, because, having h the course of the eenhry lost the common 



5. The Yelbw Christ,, I 889, Gauguin. 

tradition by which its power was sustained, it no longer captures 
feeIing, Therefore relations withiul the painting -- and in can- 
sequence its ideas - must be expressed throu* a series of irmkrior 
states, generalized in figures and settings of a cmgment mood Ihat 
at ance embody the old sense, and convey, in the new, that are 
(aftegoricaEfy) and suggest (emotianally) the states of feeling they 
portray . 

This desire ta make emation meaningful, by connecang it with 
humanity at large and by seeing nature as its reflection, is the cam- 
man element in a diversity of styles h the eighties. & is the pre- 
occupation. of the symbolis@ themselves (as we shalt see), whether 



6. Spring, r 889. Munch 

or not they support it with a philosophic rationale. But the tendency 
is also at work in the immediate forerunners of the movement. 
Manet and Whistlw move towards it from m earl'rer naturalism; 
Burne-Jorres from a literary romanticism: Grxstave Moreau and 
Puvis de Chavanaes from contras~ng kinds of alegary, Bxpressive 
unity was achieved vaning degree and often tbe elements of 
representation, desip and subjective emotion remahed parallel, 
fa_tEing short of symbotismk desired fusion, But always there was a 
subordination of specific subject; to a wider purpose ss that the 
theme or object s h o w  is invested with m emotional idea and 
strands for something other than itself. 

What eounb in, the development, as fw as subject matkr is con- 
cerned, ks not so much new matifs as new attitudes which, thrsu* 
new formal methods, instil new meanings. The projection. of 
thought and feeling upon the work of art that this ideal goal entailed 
c m  perhaps be ilfustrated by art example which has by now become 
so banal that we are largely unaware of it, Vm Gogh w a  not at a11 
times a symbolist, and he was among the Iteast theoretical of the 
artists whom it aEeckd. Yet he infused the nature that be painted 
with such intensi.t;y of emotion. and execution, made of each object 
such a microcosm of m anlrrzi~d universe vkbrat;ing with his own 



8 feeihgs, that it is, in this new sense, a symbol - of himelf md of a 
panthektic spirit. f?] T.%e kymbalist' result; he achieved fparl;$ in 
spik of himself) cm perhaps be point& up by a contrast; with a 
giebre by RoXand Hoist an the subject af Vm Gogh hmxif. [g] 
Hoist" seIf-conscious app1iicat;ion of t h e a ~  to put together a sym- 
bEic composition resu)it;s in allegowe while Van Gogh's sho&- 
ckcuiting creaks a truly symbobst fusion of mt and idea* 

It has &eady been suggeskd that symbolism was not alone h Its 
reac~ons against naturalism and its desire to ga kmnd rea2igm. 
mese ambitions were generd during the fast two decades of the 

7. Sunflowers, 1889, Van. Go& 



century and played their part in. fomirzg other idealizing kndencies q 
to which symbolism is at once parallel and opposed. This broader 
movement is perhaps best charackrized by its Geman name of 
'thought palathg"IGedankenmuXerei), m appellation which suggesb 
what its adherents had in mind : the nemssiQ for m art of ideas and 
of feeling. Symbolis& and thought-painbss alike want;ed to give 
pictorial fom to the 'hdsible world of the psyche'. They had a com- 
mon admiration far the ideal&& af the preceding generation, among 
them especially Gustave Mareau and Puvis de Chavannes, Barrre- 
Jones and the Pre-RaphaeXites, and many of the& subjecb were the 
same. Where they diger is in their attihde towards the fom in 
which they cast the& anti-positivist impulses. Mthaugt.1 it is not 
possible to draw my hard and fast line between them, the distbction 
is roughly that irzknded by Atbe& Aurier when he separated the 
giisme of the symbaiistcs from the ldddlsnze of the academy; where 
the former sought for m expressive unit of form and mearxhg, the 
latter were cantent to have them remah parallel : the one was true 
symbolism, the other merely personification or aUegor~". Thought- 
painting might appem to move towards a subjedivi@ that bore a 

8. Van Gogh &bibition Catalogue, I 892, Raland Holst 



g, S-in, 1895. van Stuck 



certain resemblance to that of symbolism, it might attempt to make 
emotion meaningfd by connecting it with humantq at large and by 
seeing rxature as its refieetive extension, but its separated elements - 
representation and desim - Iack symbolism's desired fusion. Of 
course, many symbolist a&is@ fall short sf the ideal, and much of 
their work has in consequence a semi-allegorical character. For the 
thought-painter, on the other hand, this separation was an essen- 
tial character of his art. Fram van Stuck" Sin engages a subjed - 
the fernme fatale ---- that engaged both Gauguin and Much .  [g] The 
picture, which might also be calEd Eve and the Serpent, shows m 
academic nude accompanied by m immense snake, and only the 
presence of the added attribuk justifies the title. The darkness from 
which her Resh emerges is i~ltended to give mystery - and so mean- 
ing - but: her sensuousness is hardly more symbolist; than a Cabanal 
'Venus, There is, hawever, m insistent seriousness or portentous- 
ness which is characteristic of thought-painting's materialist render- 
ing of allegoricat, themes. lie is present in Ktingerk Brlrhms Phcrntasy 
Fro], where the theme of music instead of leading t;a m intmgible 
suggesticln of reverie and inspiration, as it does vvith such varied 
symbolist;s as KhnopE E341 or Klimt, is given a remarkably tan- 
gible solidity. 

ro. Elrahms Phanbsy, 1894. KZinger 



x 2  h the same way, Bgcklirr's The Plague [XI] bcornes a scene af 
dramatic, i-nded of heroic: even thou* tragic, action, in marked 
contrast to the inward anxiousness and pervasive doubt that firis 
Ensor" setcbing af Death pursulw fk P e ~ p k  or Gauguin's Sl;lrit r?f 
the Dead liVa&hx'ng 1123 or Redon" several. treatmen& of the same 
sul>ject. (There is a shilar contrast; between hsor" M# Brtvait 
Skekebnized [ r 31 md Bdcklink assertive SeF-hrtrai t with Death 
Playing the Fiddle [r4j.) 



I z.  Spirit of &he B a d  Watching, I 892. Gauguin 

14 (below). Sey-Portrait with Death PIwylng 
the Fiddle, r 8 72, f36rklin 



I 5. Princess and the UPlicorn, 1896. Point 



Such high-flow literalness is not canhed to the Germm aeisb 15 
of the rtime : it can be found as well in Frmce and Belgim, especially 
among those a&ist-s associated with the revived idealism centred on 
tbe associatim of the Salon de I"a Rose + Croix, 

Primess and thr! Unicorn [IS] splEs out her symbolic puriQ in its 
every detail: the white flowem scattered on the gromd, the weEl- 
moulded amour of her breastplate, and of cowse her dginaf. 
mastergr of the unicorn, This is a far cry from the retimnt suggestive- 
ness and stylizd simpgfications of, for example, Mawice Denis's 
The Blessed Damesel, where evocative mood has displacd ilcrstra- 
tive allegory [zli]. This is the distance, too, between the detailed 



portrayal of the beautifd nudes of fern &IvilEek s v e  c$ Saub [I 7.1, 
which makes us only too conscious: of their physical attractiveness. 
md the nearly disembodied silboueam of Munch's Encounter in 
@ace, whose ahost  empq seaing needs no sun, stam or swirling 
emanations to suggest their mystic mwriage m& the m i v e r ~  [r 85, 

I 7. b v e  of Souls, I goo. hlville 



Seen in the* terns, the historical position of the symbolist I 7 
kndency would seem to be clem enou&. Et was a reaction against 
the 'sole concern with the world of phenomena' which had 
dominated the art of the middle years of the czentury and which wa;~ 
expressed not only in the purer realism and impressionism of whilt 

18. Encounter in Space, 1899. Munch. 

was then the avmt-gaude, but also in the naturalistic vision of the 
most traditional a&is& (%acdemicf or not) who produced an 
5dealistbart that illustrated a theme, This desire ta give pictorial 
shage to "he invisible world of the psychehReckd not only the 
symbolist generation (if there is such a group) but also the natural- 
ists and academics of the older generation whose work, while never 
fully symbolist, vva agected by a generally camprehensive tendency 
of which %symbolism' in the narrower sense was the most thorough 
expression. 

Such a description, however, ignores one greatly complicating 
factor. Side by sMe with symbolism, which is highly personal in 
style and mirrars both aspiration and unease, romantic. faith and 
isolating doubt, arisw a style unconcerned with either philosophic 
ideaXism or individual, emstlond conflict. This style is pubXic in the 
doable sense: it is decorative, of a utikltadan chaixcter best suited 
to architecture and the appfied arts; and it communicates a feeling 



18 of well-being and reassuring harmony with a common external 
environment. It is, of course, art nouveau. Like symbolism, which is 
in these respects i& apposite, art: nouveau develops duhng the last 
flfteen years of the century, althou& tt flowers somewhat lakr than 
symbolism and lasts somewhat longer, and it has many of the same 
ancestors, notably the Pre-Raphaelites, but also mrtain of the exotic 
and 'primitive' am. And there is the further compIication that art 
nsuveau, in the working out of its aaractive compositional arrange- 
ments, makes. w e  of many stylistic foms and relationships similar 
to some of those the symbolis& employ to give their art an 
ideational-, non-naturalistic signiffcance. 

One of the chief characteristics of symbolist painting (and its 
waghie derivatives) is the stress it pue upon the pictorial sudace 
and its organization. In the words of Maurice DenisYamous defini- 
tion of r 890 : 'Remember that a picture - before being a war horse, 
a nude woman. or some anecdote - is essentially a pla~lie surface 
covered with eaioum assembled in a ce&ain arder.%oked ad in 
this way the work of art was freed from its impossible task of 
attemp~ng to imitak nature and assumd its propr role of an 
equivalent but independent representation, The emphasis then was 
upon the autonomous existence of the work of art, nat for its own 
sake but because, thus freed of dependenm on exterxlals, it could 
alter and rearrange them h accordance with the artist;" desire to 
evoke emotion. and suggest ideas and so could become a symbol of 
the affective life of the mind, Accompanying this comsciousrlless of 
surface was the expressive role given to the use of continuous line, 
which along with m attenuation of modelling in favour of Rat 
cofour, helped .to hold composition wllt;fiin a single unifying plane. 
But these features - importance given to sudace apd Rowing* un- 
interrupted line - are also characteristic of art nouveau, and do not 
themseIws define the style of symbolism any more than the wide- 
spread tendency towards one: or another kind of GedankenmaIerei 
("thought-painl;ing") defines its content. There are ne?ve&heless 
significant diEerences, as a few typical examples can make clear. 

Art nouveau was indeed dedicated to the surface and elaborated 
it fos its own sake with cham and verve 6 r 91 ; it deli&&d in caling 
attention to ibelf and its inherent sensuous quakties [zo]. Sym- 
bolism, with quik digerent ends in view, edablished disjunction 
between surfam and depth which called attention to the work's 
function in painting beyond itself, As Robe& Schmutzler has said: 
'Even thou& the different areas . . . represent planes and appear 
decorative, they are nothing but projections in the plane of per- 
spectives and of vaXum~3~ observed in the round which contradict 
the real sil-houettm of Art N;ltuveau which, from the very start, exist. 
and are wmiposed only in two dirnexasions,This distinction (and 



I g. Tassel House staircase, Brussels, I 892-3, Horta 



20. Candelabrum, I gao, Rornbaux and Hamemans 

others besides) become evident in. the juxtaposiaon of two com- 
positions by Henw v m  de Velde who, during his few years as a 
painter, came mder the innuen~e of Gauguizx and his 'scfiooi' and 
later was one of the mast creative leaders of art nouveau. His title- 
page for M m  Elskampk Dominicat (18921, a woodcut without; 
either madetling or foreshort:ening, neve&heleiss suggests a. deep 
space, and more than that, a void, thus eshblishixrg a memirngful 
mood [a X l. h contrast, in his Tr~pon poster design of r 898, depth. 
plays no part and the elegant curves and the intervak between. all 
lie on the same surface [zz]. This disjunction between depth and 



2 2. Trapon, r 898. Van de Velde 



23. The Kiss, 1892. Munch 



24. The Kiss, 1896-7. Behrexls 

sudaee is elearEy present in a&ist;r; as different as Redon, Seurat and 
Munch, each related to symbolism in his own way, m e n  it is miss- 
irtg, even in the work of an avowed symbolist such as Paul Ranson, 
it inclines his wsrk h the diredion of art nouveau, as it does again ixr 
many of the desiws of Ceorges de Fewe. Even so ideally symbolist a 
sut3ject as The Kiss [231 is assimilated to art nouveau when Peter 
Behrens interprets it in a pufely decorative way t q . 1 .  

This distinction between the real flatness of art nouveau (with Its 
consequent acceptance of sensuous materiality) and the symbolist 
tension between work and image (with the resulting ambivalence 
of image and idea) is bound up with a dB'erenee in the kind of Iine 



aq they use. Many symbolist painters unify their compositions with m 
unbroken. Eine not unlike the swirling tine (it is not always the "hip 
lash7ine) characteristic of art nouveau. But this line, as it is found 
at its most exprmsive in Gauguira. [zs] or in Munch [26], has a taut- 
ness and intensity of a speciaj kind: it too suggeslts m inevitable 
tension between the idea and i ts rrecesssurily approximate mmate~al 
embodiment. 'Line is a force . . . It derives its strength from he who 
draws it,This is Henry van de VeIdek dehition. of the line that 
would, as decorae;ion, express the functional chmaeter of the new 
art; but it is more applicable t;a symbolism than to art nouveau, 

25 .  l"he Da& of eke God, 1894. Gaugutn 

Symbolist line reveaXs the impulse of its meator: its cwves retain a 
weight and awkwardness which are evidence of a struggle to give 
shapr: to an impellbg idea, of a conflie between control and expres- 
sion, between awareness of fom and an awareness of emotion. h 
its most characeriseic manifestations the lines of spbolism still 
bear &aces of the creator's shad and are never altogether free of 
his presence. In this respect they have some of the quality of those 
"primitiveharts the symbolists admired. 



26. The &ream, r 896. Munch 

h contrast, the charsrcteristic line of art nouveuu is light and 
graceful; seemingly self-generated, it is smooth and h i d ,  respon- 
sive only to its o m  character. At its best, its force appears to Ue 
within itself and we take pleasure in its independent presence, free 
of any evidence of creation. It is isbus a fine of care and reassurance, 
expressiw of nothing but itseff, and so finally the very opposite of 
the personally expressive tine of symbolism. These are, of course, 
ideal characterizations meant to indicate the contrasting goals to 



26 which symbolism and art nouveau put the stylistic features that 
belong to the time and which, while sharing, they alter for their 
puqose. There are many artists whose work contains something 
of both tendencies and blends thek qualities. Ricketts's illustrations 
for Wildek The S'phinx f I 894) have more of the symbolist spirit than 
those for The House of' Dmegranates (1891); Maufice Denis' vernal 
scenes approach the peaceful hamonies of art nouveau: Tan 
Tooropb bbok illustrations belong to art nowumu, his paintings are 
defiantly symbolist. 

The practitioners of art nou\leau became conscious of the degree: 
rto which the abstract, rather than associa~onal or representational, 
elemenlts should constitute the character of a work of art - in van 
de Ireldek swords, Y n  a life and soul which are proper to it, not In the 
life and soul of its model" As August Endell, designer of the Etvira 
House in Munich, one of the paradigms of the style, wrote in 1896 : 
T o m  and colour free in us, without any mediation, like anything 
else that comes to consciousness, a pa~iculw state of feeling . . . 
the impressions, altogether without associations . . . will find an in- 
exhaustible source of extraordinary and unexpected pleasure,' Such 
emphasis paralleh the importance symbolist theory gave to the 
kusical"ua1ities of line and motion, But in the application of this 
theoretical awareness the ideal of art nauveau and the ideal of 
symbolism are at the opposite ends of an ernolional scale, 

S Y M B O L S  AND A L L E G O R I E S  

Redon" painting of Silence is often cited as an epitome of syrrrboi-ist 
style and inknt [ z ~ ] .  This figure with closed eyes and fingers to the 
lips, removed from the framing oval into an indeleminate space, 
only part;ially emerging from the surrounding darkness, contains 
that suggestion of the mystel.ious reality beyond appearance that is 
proper to symbolism. Both in its subject, which stresses a concentra- 
tion upon the usually unseen and unheard, and in its handling, 
which suggesb more than it dqicts, it is characteristic of the move- 
ment. This h perhaps becausc: (like so much of Redon" suvre), 
quite aga& from its theme which is paradoxically central to sym- 
bolist literature - and perhaps even music - as well as painting, in 
its fusion of symbol and representatian, of personification. and sug- 
gestion, of the litwary and the synthetist, it stands midway in the 
symbolist; reperto3 of stylistic directiwons. Redon himself: ia other 
pictures, notably Closed Eges [z8], has embodied the same theme of 
reserve, isolation and deeper reality, without the use of any specific 
iconography, thereby coming closer ta that identification of subject 
and form which. was central to theoretical iddisme. 





29, Silence, r 89 g. L4vy-Bhurmer 



The contrast with a more specik treatment is instructive : Levy- 29 

Dhurmer" silence [zq] spells out its meaning. The figure, isolated 
now only by a costume with religious associations, tells us to be 
silent, while the starlit sky and the unearthly light; of the deep re- 
ceding waters leave no doubt that we are. in the presence of a 
spiritual message or, as a syrnpathetie critic phrased it, 'a work of 
profound symbolic thought'. 

Por the ar9;ists of the movement sifenm was of course not mereiy 
the simple absence of sound, nor was it an end in itself: one cclltt 
vated silence as a means of shutthg out appearances in order to 
concentrak upon essence, and so isolation became the condition 
through which the arlist could ignore the material and thus be able 
fis penetrate the spiritual. The Belgians especiaUy, bath artists and 
writers, gave great impo&ance ta such withdrawal into silenw. 
Maeterlinck, whose whole early work is orierzkd towards the elo- 
quence of the inarticulate, believed that %he life that is genuine, and 
the only one that leaves some trace, is made of silence alone" and he 
ecjnceived of an active silence 'as a force that makes it passible do 
ca~nwnunicate with the unknown" So Georges Rodenbach wrote 
DLI Silence (I 888) and La E g n e  du Sibnce, coupling it with a pessi- 
mism (learnt from Schopenhauer) that taught the necessity of 
'wlitnlde raised to the level of a moral principle'. 

The significance of such silent communion with the universe 
could be expressed without recourse to traditional personification 
or aEtegory, Xavier Meltery, son of a gardener at the Royal Park 
at Laeken, had been penetrated m like Maeterr-linc in Gkzent and 
Gall4 in Nancy - with a kind of osmotic pmieipaticm in the siXexlt 
'fife of plants and flowers, It was thus quite natural for him to put his 
feeling for the universal "sense of things' - for their 'interior psychic 
life'- into a series of dark drawings he cailled The S ~ u l  of Things, 
inspked by Rodenbach, in which everyday objecb are transformed 
into muk symbols: stone stands for strength, a rising staircase 
suggests an ideal to be attained, the slow growth of plants implies 
endurance and tenacity, and the fiitering light, however dim, an 
all-pervasive ideal life that never completeEy dies away. Thus 
Melleryls feeling that only through silence could man hear what he 
called the bccuft voicw of heaven9s expressed, not in conventional 
attributes, but more directly through: the rendering af the empty 
crepuscular spaces of his o-mm familim interiors [~cI] .  

In this sort of symbolist (as oppased to symbolic) suggestive 
representation of meaningful silence Melkry w a  not alone. Not 
only did 'Vutlilard execute a programme for Maurice Beaubourg's 
The Wordless Lge, presented at Lugnk-Pock 'figatre de l'0fleuvre in 
1893 [3r]* but the s ens  of mexpressed communication, more im- 
portant than any words, pervades many of his early domestic 



30. The Soul oj Things, e,x8go. MeLlery 



3 I. La vie muette (The Wordless Lge), r 894. Vuillard 3 1  

interiors, where both persons and objects seem infomed and united 
by the same hidden dme des chases. And if Canri&re's maternities 
belong in any way to symbolism, as at least some of his contem- 
poraries believed they did, it is because by enveloping them in m 
atenuated darkness he suggesb that they are shrouded in. a 
mysterious continurn, in which a not too solid matter shades im- 
perceptibly into a space not truly void, both infarmed by the same 
silent spirit, a spirit which em only be overheard in silence 1321, In. 
the words of Charles Gbass6 : What is this fuiiginous liquid in which 



3a they are a11 bathed if it is not the Qverwd of which Emersan spzrks, 
a mystical liquor which penetrates all ixldividual souls.' And as with 
Maeterlirack" "static theatre" it is only ;in stillness that such voices 
become clear. 

Besides, this sort; of silence, ilt;tentive to those farces hidden be- 
neath the surface of the commonplace, can akeady be found in the 

early. works of Ensor. In his interiors of this time - La Dame sombre 
f33], La Dame en dktresse - the rooms seem filled witfi some per- 
vading, subduing presence which c~mpels the action, m rather the 
inaction, of the persons present - a waiting for something un- 
defined, There is here already implicit, beyond the realist su&ce, 
that feeling for the 'static tfieatrekof everyday life which Maeterlinck 
made explicit in the following decade and which Ensor himself 
abandoned for the more averi; symbolic play between appearance 
md  reality conveyed by his many paint;lngs of figwes in masks and 
of masks whose wearem and their useless; deceits have been dis- 
carded. 



33. Lu Dame sombre, r 88 I. Ensor 



34 Paradoxically, such indicatians of resonant silence c m  include 
references to music, thearetically the most %symbolistkof ail the artxi 
because it is supposedly the least material, Fernand kfhnopfs 
Listening to Schurnann 134.1, for which Ensor" La Musique russe 13 51 
was the immediak inspiration, suggests that it is not so much the 
musical sounds which are being heard by the self-absortoed listener 

-as the universal music that they symbofize, This is why KhnopE 
inekudes enly the right hand of an otherwise fnvisible pianist. 
Othm a&rci;st;s on the borders sf symbolism were less subtle - and, so 
to speak, more noisy - in their pofirayat of the comespondexlce 
between the arts and the spiritad mganing of music. Klingerts 
Evocation 1361 from his Brhms Fantasy wdes, ts clearly a Gedanken- 
mlzlereli but its personificatiorzs are afl too tangible and Iiterary - 

34. Listening to Schumann, I 883. Khnopff 



36, Evocation: Brahms Fhantas~, 1894. f";Elnger 



36 more puzzle than mystery. Fantin-Latom, wha was an early de- 
votee of Witgner ;;and not uninfluenced by Vktafim idetealmm, veils 
the figures of his 'musical composit'roxrs3in an amowheric style 
that influenceet Redon but thereby only mutes the &pact of a tradi- 
tional allegorical illustration [37].  As with maxz;y lesser a&ists of 
the period, the ethereal intention is evident and unequivocal, and 
is far from that belief in. an underlying comespondexlee amorzg the 
arts and between the arts and ideas which was impticit in the 
symbolist: stress on the direct expressive power of the 'music' of 
painting. 

3 7. Prelude to Ldengrin, s 8 82, Fantin-Lalour 



There is, of course, m intimate connection between silence and 
solitude. It is suggested not alane by such pictures as these, or by 
the figures of Qsbert's landscapes who inhabit what he called 'the 
silence which contains all harmonies'. It is inherent as well ia 
Gauguin's Gethsemane [813, in Mxmch's Melancholg f381, even in, 
HodIer" introverted figures 1471 and the kneeEng youths of Minne's 
Kneeling Srlouth [39f. so d r a m  in upon themselves and resigned to 
their isolated selfLpreoccupation. This sort of inwardness was very 
much a part of the symbolist" sti-material concerns, of his desire 
to express mood rather than inkraction with the worldt and it ex- 

3 8. Melancholg, r 8 9 3. Munch 

plains the restrained and static character of much symbolist art. 
But such (pessimislic) self-reliance was generally not spelled out in 
any explicit iconography; indeed to do so wauXd have been in some 
measure to reject those prornptings of the unconscious so important; 
to symbolist expression. 

For Pernand Khnopff, however, whose personal motto was 'one 
laas only arzeselE", the unhappy necessity was bansfarmed into a 
positive and almgether conscious rule to guide his art. The icono- 
graphy of his paintings often seems to illustrate these Xines of his 
good friend Rodenbach: 'Thus my soul alane, and which nothing 
in8uences: it is as if enclosed in glass and in silence, given over 



39. Kneeling Youth, c,s8q8. Minm 

entire ta its own irxterior spectacle.' This ideal is perhaps mast clearly 
realized in, the picture whase title comes from a poem by Chistina 
Rossetti, I lack my door upon rn~sev  [4aJ and whose Pre-Raphaelite 
innuen~e is evident not only in the ecstatic gam and the feawes 
and spread hair of the llady who leans her slrong-willed eh& u p a  
elegandfy tapering fingers, but also in the elongated rectangles of 



4.0. 7 lock rng door upon mgseg a89 I. KhaapflF 

the composition, But it is hardly less clearly evident in the Portrait 
of the Artist's Sister and in other paintings of the same model such 
as Une aile bkeue 1413 and L"isolement, in which, as Prancine-Claire 
Legrand observes, she is shown as indiferent and remote, her ex- 
pressionless g a z  to the side avoiding all 'contact between painter 
and model and between made1 and public, with the closed door 
behind her shutting off an unknown world, a secret shrine of which 
this woman is the priestess" h aaXX these pictures isolation is seen as 
the necessary condition. of purity. KhnopEf, like Meflew, considered 
art a median between the vis"l1e and the invisible. Yet in Aurier's 
terms, aithaugh he is an idealist, he is altogether not an iddist, Per- 
haps because he seem to have worked out the intellectual basis of 
his aesthetic before he developed his styfe, KExnopE's yearning for a 
world of higher things is contained aXmost entirely in his icono- 
graphy and very little in the expressive form of his compositions. 
His use of a deliberately unobtrusive transparent mdtier - in accord- 
ance witb the rules laid down by the S&r Pkladan - denies that the 
sensuous elements of painting c m  in any way suggest emotions or 
ideas, thus denying any theory of correspondences,. 

KhnopE takes s e a t  care that we shalit not mistake the meaning of 
the untouchable woman thus portrayed. Though, her rendering is 
realistic, she belongs to that galaxy of meatures who are really not of 





42. The Blesrsed Damosei, r 8 75-9. Rossettk 

this world, but of another realm, and are symbols sf an ideal of 
abstract beauty for which m m  longs though he cannot perceive it, 
There are as many such in the visual repertory of symbolism -- as 
there are many of her sister, and opposite, the embodiment of evil - 
whose virginal character is more or liess clearly speUed out. Arum 
Lily and L2r'soIement employ one of the most common devices. 
Kfinop.Ff"s immediate source for this sign of purity is in the practice 
of the? Bre-Raphaelites whose art he much admired, where it had a 
long history, CharaeteristicaJly, it is to be found in Rasset;ti's The 
Blessed hmosef f4zf, typical of the generalized spirituality this figlxr-e 





came to stand far. But the lady herself, and her aceompanyhg 43 
Bower, had of course a mare specifically Christian history as 
rendered in Rossetti's early pictures of The Girlhood c?f the Vtlrgin 
Mar!j (1849) and Ecce AnciIla Damink (1850) and continued in 
Moreau's Ffeur mystique. This tradition can still be found among 
the more conventionally religious of the symbolist painters such as 
Carl~ls Schwabe in. whose Vlirgin of the Lilies its multiplication has 
been arranged in the plunging. perspective of an Oriental land- 
scape F.4.31. Similarly Toorop employs it as a sign of the ascetic soul, 
who, dressed in a nun's habit, is one element in the allegorical 
counterpoint of The Radeurs and The Three Brides [ ~ a f .  The virginal 
whiteness of the Iily is also attr~butabfe to the swan, which Toorop 
employs to suggest the ideal quality of the angelic maiden drawn 
by swans (shades of Lohengrin) who preserves mankhd from the 
sea of illusion and the oppression of the stak in his mystical Faiths 
irx Decline f r 841. 

The use of such attributes is in partial contradiction to the 
avowed purposes of symbolism. Beeaug their meanings are known 
and established they are at once recognized and are read as part of 
a vocabulary rather than being felt through the more i 
and less literary medium of an expressive form, For this reason 
symbolism's use of the details of nature to convey its meanings is 
usually mueh less specific ind tries to depend more upon common. 
human experience and association than upon a learned icono- 
graphy. At the opposite pole from these uses of the lily and the swan 
is Gauguin" inclusion of the flowered wallpaper in the self-part;rait 
he sent from Pont-Aven to Van Gogh at Arles ---- "the delicak 
maidenly background with i ts child-like flowem is there to signify 
our art;istic virginiw" Here, like the symbolist poets, his desire for 
newly meaningful equivalents with which to replace warn-out 
images leads him ts  hidden, personal metaphors. 

But more usually the symbolist search for expressive correspon- 
dences in nature results in less esoteric, more generalized images. 
Maurice Denis distinguished between 'those tendencies which are 
mystical and aIfewricaI, that is the search for expression. by means 
of the subject, and symbolist tendencies, that is, the search for ex- 
presston through the work of art" But the disti~ction was rarely so 
clear-cut, Both Gauguin himself, as well as Redon and Munch, 
though they sought for %abstra&hr "musical' correspondence$ 
which were the formal expression of their themes, also found 
analogies far their subjects in the natural objects they depicted. 
This was quite generaily the case among the Nabis where, as in 
Skrusierk sollti~ude L$$], the barren hills of Brittany express not only 
a union with the simple things of nature but carry out the sombre 
theme. {One of the reasons for the popularity of Puvis de Chavanne's 



Poor Fisherman E4 51 was that the symbolists found that it employed 
this kind of expressive equivalent,) Maurice Denis himseIf, whose 
tone is persistently joyful, employs the happy setting af perpetual 
springtime to tell us, through the assaciationis of green grass and 
flowers and luxuriant trees as much as through the restful har- 
manies of a flowing composition, of the spiritual peace he himself 
has found [46]. For Hodler, too, flowers and fields have this double 
attraction, that through continuity af line and repetition they can. 
serve to establish the visual unity of the desiw, whitIe, without the 
details of a religious iconography, they can suggest the spiritual 
meaning of the subject (e.g. the Bowers that are the setting far the 



45. The Poor Pisherman, X 881. PUV~S de Chavannes 



47. The Gonsecraled One, 1893-4. Ho&er 

yomg boy in The Consecrated One E.3.71). And for both Hodler and 
Seganleini the mountains of the Alps were hseprcrable from a sug- 
gestion of the sablime. Segantini, who found his inspiration among 
the high farms of the Eagaidine where the light and inhity of 
horizon seemed close t;o God, W* a kind of pantheist who 'lived in 
the exalted regions of a poetic naturalism30 that the seaings af his 
Triytgch of the Aips or Love at the Soure of I;$e were also symbolic of 
their subjecb. 

It might be said that throughout these works there runs a Icixld 
of maralizirag af natu;t-e that is perhaps basic to symbolism, that for 
all the artis& of this tendency natural objeeb become both the 
iconographic explication of the subjecb they &eat and the fomafly 
expressive equivalents af those same ideas; and. that however the 
propart;ions may vaq  - from the ilustrative idealism of Moreau or 
finapfl to the abstract synt;lhetist iddisme of ;B Gaumin or Seurat ---.. 
some element, however smalt, of each of these factors is always 
found. 

Such dual employment of natmaI abjec& is nowhere clearer 
than in the work of the Glasgow Four (Charles Rennie Pvfackintasb, 



48. The f."autrtar"rr, c. m 894, Margaree (or Frances ?) 

MacDonald 



48 Herbert; McNair and their wives Margaret and Frances Macdanald), 
a close-knit group who, in the mid-nineties, created their own idio- 
syncratic style of "ethereal melancholyhout of a mixture of sources 
including the Gktic revival in Scotland, heralded by YeabYThe 
W~nderings oj Qisin (1889)~ Beardsley and Toorap - the latter's The 
Three Brihs was illustrated in the March. I 893 number of the newly 
founded Studio. Mwgaret or Frances Macdonaldt" Fountain [q8] and 
Frances Macdonald" h Pond both combine in a characteristically 
elongated symme&ical format, reed-like, bulbous-topped plants with 
stretched-out emaciated nudes whose hair Haws into natural. forms. 
In Mackintosh's Diploma Award Desip stylized vines bearing 
flowers or fruit fom a grill work that frames the three Ggures. In an 
r 896 hook-plate by Herbe& McNak the tree of knowledge enfolds 
two sad female figures representing the spirits of art and poem, 
holding rosebuds and lilies, the emblems of painting and scufpture, 
and is Itself nourished by the dew of inspiration, The significance of 
this kind of symbolic formalism is sometimes obscure, for example 
in Mackintosh" The Tree of Influence ( r 8 9 5 )  - and often more vague 
than mysterious, for instane Margaret Macdonald's .S November 
(c, r 894) --- but whatever the detaih and whether the mood is mare 
or less melancholy, the Four evidexxl;ry intended these works to be 
informed tay a generak sense of growth and renewal Bowing through 
the interconnected plants and figures. As Thornins Howarth has 
said, there was 'a dose Scottish 1it;erary parallel in the short-lived 
review af Batrick Geddes and Wiltliam Shaw-Pisna Macleod, The 
Evergreen (1 895). with its emphasis on nature and the seasons, an 
birth, flowering, harvest and death . . .' The symbolic implications 
of" its title are similar to those of its continental parallels, Pan, jugend, 
Vtsr Sacrurn - but unlike them and also unlike the later work of the 
Glasgow group, its existence was too brief r;o allow it to move into 
the easier, more decorative forms of art noecwuu. 

Despite the melancholy of the Four --- a state af mind in which, in 
contrast to other symbolists, they seem to have taken, some satis- 
faction -- their spiritual symbiosis with natwe was of a harmonious 
kind. But there were also other, less pleasant and fruitful object;s in 
nature and these could be used to render struggle, or at feast the 
passive resistance t;o the all-encompassing rhythms of existence, 
This is eminently the case for George Mime" ddrwings for the early 
poems of Maeterlinck. Done in Ghent just after Maeterlinck (and 
Gregoire Le Ray) had returned from Paris, where he had been in- 
spired by Viiliers de lllsle A d m  and at a time when the poet was 
engaged in the transllatian of Jm van Ruusbroec" The Adornment 
of the Spiritual Marriage, the same mystical a.t;titudes were at work in 
Minxre, The spirit is evident in the frontispiece of Serres chaudes [49] 
in which women Irr nun-like garrrrenb so closely wrapped that they 



49. Frontispiece to Maetertinck" S~erres elhaudes, r 889. Minne 

resemble shrouds, rise and droop irz agony for ecstasy), their Xinear 
rhythms almost indistinguishable from the foliage of the equaly 
enveloping landscape; one kneels, another leans over the river 
bank with reaching hands; two h the foreground, only their eyes 
barely showing in their hooded cclstcxmes, yearn downward towards 
the earth. In the midst of this clinging, elaustrophoblc deliquescence, 
a lily grows upright out of a pool sf water. The representational 
symbolism is clear enough and also indeterminate enough to permit 
that suggestive equivocation upon which Redon ixrsiskted* Xd is 
matched by a design whose darkness and downward-moving 



curves render a mod of mournfd inknsfty, This same sense of 
souk enmeshed ixx nature, a k h d  of centripetal, despairing pan- 
theism, is found in k s  AdsXesec?nt;s dans Xes Ppines [f;aJt where the& 
hair and the branches of the thicket through which they struggle 
become a single bextricable maze. The meaning of the thorns is 
evident: as in Bume-Joaes" sseies of the Briar-Rose [ ~ r ] ,  which 
may have been their source, they represent the hostility af matter to 
spirit, but now far Minne the& jagged, staccato h e :  in itself suggesb 
that oppositian - by the very farm alone. 

50. Les Adolescents dam les &pines, 189.2. Minne 

g r.  The Briar Wood, I 884-90, Burne-jones 



The mtchman Jm Toorop expressa the menace of evil in a very S I 
similar fashion, but wiLfi more explicit allegorical detail. Aftbough 
he had been in Belgim during the eighties it was not until after 
r 890, when he wits back in Holland, that under the influence of 
Maeterlinck's plays (and perhaps his translations of Ruusbraec's 
mystical writings) his paintings becorn animhed environmenb dis- 
playing the confiict of ood and evil, h Spaanstra-Polak notes; 'be E: draws gloomy scenm of bostly gardens with dark pan&, over- 
shadowed by weeping willows like living beings whose arms writXle 
like tentacles. From branches women's hak streams dawn. In the 
Gardlen of Woes (I 89 X )  death's hands grow on thorns, symbol of the 
destruction caused by lust.' Here, as well as in The Riildeurs and O 
graw where is thy victor# [182], where the good angels disentangle 
the soul from the gnarled and twisted branches in which the demons 
of evil have enmeshed it, line is paramount : it holds the surface as a 
decorative design which pernib only the suggestion of space; it is 
also the theme" visually expressive equivalent;, Tosrop denotes the 
dangers of evil, or temptation, by a nervous, broken, angular line 
which often takes the representational fom of thorns but which 
can also be abstractly staccato, irregular and pointed, in opposition 
to Xixres which, Rowing smoothly through hair or drapery, connote 
the harmonious recognition of the good. 

Toorap" best-known picture The Three Bn'des [52 ]  is composed 
around these same symbolically expressive conwasts. Its theme --- 
which might be called "on the nature of woman' - is the mystical 
equivalent of Munch" sore  sensuous anid personally expressive 
treatments of the same subject (and was perhap infiuenced by 
them), As Tosrop explained, the earthly bride stands in the middle, 
h perfumed, hardly blossomed flower which bides under its veil 
both things: the pure aroma af tenderness and the burning gift of 
sensual pleasure" Flanking her are the nun ("dour filled with 
gruesome asceticism" and the whore ('a huungq unsatisffiable 
sphinx') and behind them the matching Iines of the background, 
those on the good side relaxed and correct, those on the side of evil 
taut and sharp - Toorop called them ' y d  and bang lines' -- which 
also contrast with the billowing lines that carry Christ's message as 
it flows from the bells in the upper corners. Toorop makes the same 
progression from represenkd symbol to its formal ar kmusicalkequir- 
valexlt even more expticit in The Song of the Ernes f6 ~f where both 
the evil, tangled agitation af the left side and the rhythmic order of 
salvation of the right retain their character as they overflow into 
the abstract decoration of the frame, 

Even at its most visua1Iy intense, Toorop's incanographic pra- 
gramme is so precise that his art is never truly synthetist in its im- 
port. His intention is mane the less related to that of the Nabis and 



52. The Three Brides, 1893. Toorop 

the relation of subject to design is not unlike that in the equally 
religious (but entirely calm and unconvulsed) pictures of Mawice 
Denis, This is a ptnraHel. An histarical connedioln can be found in 
the very similar work af Tooropb countryman Jahan Thorn- 
Prikkes, who fottowed the lead of his good fi-iend Henry van de 
'Velde, whose ideas were strongly influenced by the synthetist prac- 
tice of the Nabis and the more thearetical symbolism af Seusat and 
his circle, Like van. de Velde, who believed that line is not some- 
thing that describm an object but 'a force that works on human 
beings" Thorn-Prikker, by varying the kpeedhof his line - its thick- 
ness, tangibility and eoEour - sought, as he said, t;a express "abstract 
concepts such as life, purity and mysticism, but akso the emotions 
of love, hate and depression" Thus The Bride [I 851, herself only an 
insubstantiall transparent veil, is drawn vvit;fi an, appropriate thin 
white line; but she is bound to sufie~ng (Christ) by heavy black 
lines and 'by the myrtle branch that gradually turns into Christ's 
crown of thorns and by tbe treacherous sensuality in the shape of 
the phallic tulips and the skull-like snap-dragons'. 



Segaatini too employed the twisted forms that coufd be found in 5 3 
nature as the formal symbols of sin a d  consequent suffering. In 
both The Evil" Mothers [ S  35 and The Lascivious Ones (r897), wham be 
'senlteneed to a Nirvana of snow and ice and who, Lhrown out into 
the ether without wings, float, hopeless and grief-stricken against 

53. T'tze Bti.iI Mothers, ~ 8 9 7 .  Segantint 

the setting sun', it is not only the winter season that suggests their 
punishment, For this he has made, as he said, 'a symphony in white 
and silver, gold and blue', wwvfhich, contrary to its meaning, is 
"leasant to the eye" In both pfctures it is rather the animated, 
tortured branches of the gnarled and barren, trees that convey their 
suffe~xzg. Just as the fiowers and grass of spring express Xave and 
hope, so the spirit of evil t m  can be discover& in. the corresponding 
forms of nature. 

In contrast to such natural manifestations - visual correspon- 
dences which suggest the idea of evil -- was its specific symbol : the 
sphinx, Its use among the a&sts of the movement has, af course, its 
origins in the paintings of Moreau, espedally his early Oedipus and 
the Sphinx ['$I. For Moreau she has lost some of her original 
meaning: she stands less for life's mystery, mare simply for the 
matefiail, sinful existence that is the enemy of the spirit. The sphinx 
was the obvious symbol of all the fleshly, tempting baseness that 
Moreau. put into the rhythmic ornamental poses of his Salomi and 
Delitah. In so far as she is a unequivocal personification, Moreau's 



54. Qedipus and the Sphinx, c.1864. Moreau 



$5. T"he Sphinx, 1884. KhnopE 

sphinx, although she is 'part of an idealist vocabulary, hardly lire- 
longs t-o symbolism at all, any more than do some of her opposites as 
gainkd by Mareau3 disciples - Arrnand Point's Princess ulith Uni- 
corn, for examde. Even A1exatndk.r: Skon in his Chimera! (1890)~ 
strange though her pastel shades now seem to us, attempted to 
match the mood of his modish sphinx with 'melrtnrrholy blues and 
vioiof ets' . 

KhnopE" sphinxes also skrn from Mareau, and frarn the SBr 
Pkladaxl [SS]. But already the first, painted as a frontispiece for Le 
vice supr4me x 884). has about her an aura of equivocation and con- 
flict. CH this sphinx, the enigmatic kmptress with the seductive, 
ironic smile (Khnapff"~ vision of La BeXb Dame Sans Merei), Emile 
Verhaeren. wrode in L%rt moderne: 'A delicate sphinx, exquisite, 
reEned, subtle ; a sphiw far those who doubt everythi-ng, and who 
make everything doubtfizl, for those who are weary of everything ; a 
sphim for the sphinx herself.This image of man" baser side, seen 



56 as ;a woman both apwaling and domineering, whose animal nature 
associates her with snakes and leopards, fixlopEremats in. a variety 
of guises: flle Xkanirndit6, Pour X'aart, The Blood of the Medusa. Charac- 
teristically she remains inaccessible and well-bred, the very opposite 
of F6licien Rags" rendering of t;he same symbol - for example, his 
title-page for Barbey d9AureviXly's k g  DiaboXiques or his frontispiece 
for Verlaine" ppoema In this she influences Toorop whose Sphinx, 
as she presides over those souls who have attained, or more asceti- 
cally strive for, a spirituaX life retaim a cefiain reserw and a disdain, 
In the background are the woddk religions --- a: cathedral, an 
Egyptim statue and a seated Buddha (recalling Edouard S~hurk's 
Les Crands Xnl'tids, 1889, which had also influenced ce&ain of the 
Nabis) and in the foregraund swans and lilies and angelic musi- 
cians. Yet, as in. aB Toorap's work, there is an. intended congruence 
between. design and theme : the densiq and flow of the linear move- 
ment express the subject" mystical interrsgy, 

For all their readable icanographic detail, bath Kfinapff and 
Toorap have symbolismk characteristic inward vision. 'Literaryhs 
they are, their sphinxes convey the s m e  mood and mesage that, 
without attributes, Munch embodied in so many of his women. (and 
Gauguin in some of his Eves), the fascinated repulsion, whose ambi- 
valence has its pratotyp in Mareauk SaXanzd (who is both aesh and 
idea) and which, refined and abstraekd, is also present tn Beards- 
leyls '"decadentYXfustrations for Osca Wilde's play. The same can 
hardly be said for the solidly pornographic nudes of Fklicien Raps, 
such as Pornocraks [56], They are iadeect intended to portray the 
dangers of the flesh, but given the care with which the& nakedness 
is set off against ha& or boo& or gloves, they accomplish this - if 
they accomplish it at all -- through the& accompanying cautfanary 
detail (skull or pig or insetzl) rather than in themselves. Raps fllus- 
traded the work of the symbokst, poets and he was a favowte of the 
S&r PCladan, but in style he is an allegorical realist, equally at home 
ixli ~ u v r e s  blllrines and moralizing subjects. His sexual obsession is of 
the period, as ts his diabolism (e.g. The Sacrgce from the series 
Sataniques of I 883) but his artistiie relaMon to syrnboIism is at best 
tmgentiai. 

%is also applies to the temptresses of Franz van Stuck and of 
Klinger (e.g. Sglornd, 1893). Here the pleasures of realism are again 
paramount, and there is an academic discrepancy between title and 
style. The German artisb do indeed proclaim that they are deaXmg 
with ideas, but there ts nothing in the manner of their art which 
suggests that the visible world is a sign for any further reality. The 
same holds true for the supreme Gemm Cedankenmaler, Biicklin, 
whom bath Stuck and Klinger revered. Indeed B5cklin, admired as a, 

thinker, proposed an. art whose assump-t;ions are the very opposik of 



56. Parnoerales, r 883, Raps 

those of symbolism. He sets out t;o make us beEieve in the physical 
existence of his very soliid pagan creatures - to make them five, not 
in the h i d  wsrld of the imagination, like Redon's avatalt-s of equi- 
vocal Intentioxls, but very much now and here an earth. For Hein- 
rich VV&lfilin, writing h 1897, Biicklin's pictures grew from 'an 
inner image with the figures always seen together with landscape 
. . . The fabulous beings are not simply nude figures with mfiho- 
logical attributes put inta a given landscape, but rather they have 
been born out of a contemplation of the elements, impregnated 
with the particular eharaekr of the momentary atmospheric mood, 



57.  The Island of the &ad, 1886. 1Elkklixl 

and so are aEtogel;fier inimitable and untranslatabEe.' This has been 
ealXed a dassical ambition. But Mclrlin?" pleasure in physical energy 
and namralistic detaiI (despite the fact that he created 'out of his 
headt and, at the insistena of his wife, did not use models for his 
nudes!) is such as not b pemit those typifying generalizatfbns of 



situation and of rendering which remhd us that W are, after all, in gg 
the realm of the ideal. Besides, and this is perham essential, in. the 
charhcteristic symbolist landscap with figures, it is not the figures 
who give substance to the landscap (as in Biickiin they so materi- 
aUg do) but rather the landscap which prdects the inner world by 
which the figures are possess&. Because hls Island of the Uead 15 71, 

exceptional in. his auvre and despite its mmy conventional features, 
daes seem an emanation from the muted figures, it is often cited h 
show Bgcklin as a symbolist. 

This sense of the diEasion of m o d  is cornman to Much" Moon- 
Iiight and Anxietg, to Gauguinb Tahitian pictures, even to Ho&erfs 



60 Dag and Spring despite his only half-hearted relinquishing of real- 
ism, It is why the times of day, the round of the seasons, which 
mirror in. nature the moods of man. and his life's pprgression and 
link him with the spiribal universe, are recurrent symbolist themes, 
in a gamut that c m  run from Bemarcl" Madeleieine au bois d'amour 
[585 to Munch" scream [ 5 91, from Segantinlk Tript~ef?  of the Alps to 
Gaugu-ink WMlzenee do we come? and which at its extremity takes the 
form of the nearly arzimimd pantheism of flan Gogh's fields and 
&ees and heavens, And it is this subjective projection upon the uni- 
verse which distinguishes the symbaliisb from the early romantics 
they admired, Far Runge and Friedrich, for all their mysticism, 
create within a less individual emotional- contea, which stil sees 
natwe as Cod's hihandiwork ratha than finding the spiritual im- 
manent within it, So in Runge's T~geseiten I 808) the arabesque of 
gfant forms and the children who clamber over them operate on the 
same symbolic level, while in Friedrichk Mwuming (c. x 8 a 8) and his 
other paintings of the sublime in nature, man is not set as a creature 
within it but rather stands apafi, in awe of this spectacle of God's 
meation, 

H A I R  

There is no more striking or more common feature in the art of the 
end of the nineteen.t.h centuv than tbe representation of women's 
hair. It is a marked element in the iconographic rege&ory of sym- 
bolism, and it is one of the most widely used items in the design 
dictionary of art nauveau, and the manner of its emptsyment is a 
touchstone of their relations and their differences. 

Its use was of course already prominent in the pictures of the 
Pre-Raphaelites. For Rossetti especially l425 but 8150 for MiIliiti~ [60] 
a flowing and abundant chevdure was part of woman" mystery. 
Uke her eyes, wide open and profound, or closed in ecstasy, it con- 
tains something of her ideal essence, a symbol of that spirit at once 
pure and dangerous, of which she is both substance and symbela Xt 
also fits inb the scheme of Pre-RaphaeXik composition since it goes 
we11 with that graceful, somewhat languid harmony of design and 
sugused atmosphere proper to the idyHic character of their art. Ln 
Burne-Jones the hair that surrounds and isolaks has become part of 
a generalhe8 and removed ambiance into which it is camfo&ing to 
read ideal meanings [ ~ r ] .  Since Khnopff admired the painting af 
Burne-Jones, the long locks of his enigmatic worneh play much the 
same role - as h Who shall deliver me and I lock my door won 
myself [40]. They help to establish the sensuous attraction and the 
cruet self-absorption that both accompany and contaradict the 
purity of the ideal image, its rich te&ure conbasting with the 
ethereat smoothness of the features, but in the coal exactithde of 



60, The Bridesmaid, 18 5 r .  Mtlais 

Khnopff's airless style they play a minor role. Toorop also found 
direct inspiration in the Pre-Raghaelites and Eong, stylized, billow- 
ing strands sf hair play an extraordinary role in his pictures. From 
the paint of view of design, it allows him to retain in. his finished 
works that concern far the "lane surface covered with colours in a 
eerltain orderF tdo which the Rowing, nearly abstract: patterns of his 
studies for his paintings bear witness f6 I]. But more than this: as it 



connecb the bells from which Christ" message come t;o the heads 
of the Boating angelic spiri@ in The "I"ree Brides f 523 or is  blow^ out; 
i n b  the landscaw in 0 grave where is thg viietory [I 821, it becames 
the symbol of the spirit of salvation. that pervades the urxiiverse, 
trimphing over the malevofent thorm and bamen trees. Toorog Inas 
in this way given to the* lang and ordered strands of hair a much 
more dehite iconic character than they had among the Pre- 
fiatphadites. And under the influence of synthetist theory -- to which 

6 E, The Song of the Times, r 89 3. Toorop 

he bad been exposed in Bmssefs - he also makes a more conscious 
use af their expressive qualities. Minne in his illustrations fox: 
Maeterlinck and Srkgoire Le Roy uses hair with a, similar but more 
subjective, melancholy intention. its heavy stands, from which 
faices barely emerge, fill up the design, and in their weight reduce 
the figures to that state of helpless vetleitiies and resigned inaction 
eongeraiaf to the poet" spirit, 

Far bath Minne and Toorop hair embodies mysticaX attitudes, If 
is thus disconcerting to find Toorap on. occasion employing it in an 
altogether mundane way. (His Girl with Swan, 1895-6, is, qflespite 
its synrhofs, a neutral desim with the hair given a purely decorative 



elrxbarrrtion.) But Tosrog was atso wilfng to use this same figure in 63 
medie.val&ing robes, with hair now elabarated s ~ p l y  to fill up the 
interkices of the composition, in Delftsche Slaolie [62]. It is revealing 
that with the loss crf the iconic funct;ion af the hair, and af the 
emotionatliy expressive function of the fivle with Mrhich the hair is 
drawn, symbolism disappears: without them, and the personal feel- 
ing that is at their soume, W are in the presence of a public work - 
a typical exemplar of art rtouveau. 



63. The Gaddefs of Love, 1894-7. Segantini 

m e  two furrcGons - the ideational. and the decorative --- are not 
always so easily distinguishable. Segantini" Goddess of fiove [63j 
Roathg in. the heavem, enveloped in a cocoon of billowing hair m d  
dritpev, is conceived as an ideal creature h the Pre-RapbaeXite 
mode ; but her easy grace Each the inner tension of the artist" sore 
maralidng themes m d  we forget his expressive h.dention. Jean 
Delvile, on the oUler hand, does not Iet us forget his. The hair of 
his mystic creahres only tao closely joins them to that "giltvine fluid" 
in which he believed the universe is bathed, and whose vapows 
surramd and sulppofi the& sdused souls. Tbe hair of Madame 
Stuart Merrill becomes part of 'the great reservoir of indehable 
magnetic forces' from whose rays her mystic glance emerges b46]. 



But symbolist woman, has of course a, double nature and as her 65 
hair can. be the sign of her benign aspect (symbol of man's aspira- 
tions? so it can alsn be us& to express her malevolent aspect (sym- 
bol of aft &at prevenb their realization). Of this the snakehair of 
van Stuck" ssr Kt-znopEf"s tlledusa is the obvious depicl;ion - close to 
the edge of tradition& allegary [g and s 5 11. But the suggestion. af 
evil can be convey& without representation, as Beardsley does in 
his illustrations to WiXde's $Salowl4 [Giqj, where the evil is contained in 
the anlmized strands that menace - and then drlp with their own 
black blood. Beardsleyb lines have their o w  expressive, symbolist 
force, though he often uses much of the standard representational 



repeIt-toire of art nouveau, and if IaQ art has as well the o h u r  af 
decadence, it is because he appears ta rever= the spbdfs t  moral 
struggle and talce unaHoyecX pleasure in the ternflatian. Bemdsley 
belongs in a1 three warlds. 

Wvard Munch is Aubrey BewdsEeyk et&cEil opposik. mrough- 
out fitis wvvork wommk hair comotes her ever-present power and 
entimmerrt. The attrlitctioa is not always evil. We uses it ;in. The 
Brooch (1903) to creak a Pre-Raghaelite image; h the love ecstasy 
of the Madonna E651 it unites heir with the eneli.gies of a larger 
world ; i~ Separation f s 894) the sbeming hair of the pure woman 
shows how she still lives in the imaginaeion of saddened man. h 

65. Madonna, r 895. Munch. 



Lovers in the Waves it jains them in harmony and also 'rocks them 67 
in the cradle of the deep" a way akin to Gauguink WMrioman In the 
T"Vav& [v$j who a l s ~  casts herself u p n  the m m  of love. (The ex- 
pressiveness of symbolism, which these works exemplify, becomes 
more evident in comparison with an illustration of the same theme 
in Fishblood E661 in which KXimt separates the camponents of design 
and meaning : the decoration of the ha& and water and the icono- 
graphy of the phaXXk &h.) But more often Munch employs woman's 
hair to suggest her domination over m m  and the pwer  of her 
inescapable erotic fascination, In Ashes her disordered locks which, 
as in Womm in Thret! Stages [168] show evil passion, still fa11 upon 

his bowed back, ;ss they do in Vmpr're and Jealousy [GA and the 
symboXisrn fs even more evident h. the two woad~uts, Man" Head 
in W~wan's Hair and Paraphrase on Salorni, where the hair iris made 
to encfas;e the head in an enwloping net. Thus in all these works 
woman's hair, through representation and design, becclrnes the 
symbslic expression of the moral force which, for good or i l ,  woman 
exercises over the will and psyche of man. 



67. leabusy, 1896, Munch 

Given the obsessive concern with woman, characterisgc of much 
of symbolirsm, its constant: urn of such an obvious feature is not 
surprising. But Bowing hair occurs with at least equal frequency in 
the hages af art nouvegu, The distinction in their use would 
appear to be easy enough to make: ieonogrnphic meaning, the 
suggestive intensity, the tension between representatian and idea 
that marks the usagB of symbolism is lacking in art nouveau, or 
is at least redue4 to the pleasant and harmonious, fn the illustra- 
tions of George hmmen, in. the posters of Muclha, the curves are 
ample and relaxed and Mend easily into the decorative rhy&ms of 
the whole comgositiorr ; h Peter kh remyi s s  E241 hair has been 
turned into an intdcate, weightless abstact frame for the two pro- 
files. Indeed this sort; af line, employed in many ways and in many 
matmials, applied ta architecturn and the decorative arts, is the 
hallmark of art nouveau : it is the whip-lash &am whose elaboration 
art nouveau develops I t s  characteristic look.. But this sort of line, as 
we have seen, is also an element of style in many symbolkt a&ists, 
It, can be found fn Gauguh and the Mabis, in Sewat and V m  Gagh, 
as well as irr the work of the Glasgow Four, Toorop and 



The question of precedence is complicated and cannot be resolved 69 
here. (The two draw upan many of the same sources, notably in 
~n~!and from the middle of the century and before, since Blake was 
infiuential for the Pre-Raphaelites and, af course, for Yeats.) But if 
we allow what Nikolilus Pevsner has called 'the incunabala of art 
nativeau' in the eighties - which include Mackmwdo's title-page for 
Wren 'S Citg Churches and bu is  SuIZivan% work of about m S86 ..-. 
then art nouveau and symbolism are generally contemporaneous, 
both belonging to the last two decades of the ninekenth century. 
Nevertbefess, though they have certaixl elements &style in common. 
$hey do not employ them h the same way. The symbolist style has 
an energy and simptici-ty which, though diBcult to define, is recog- 
nizable and recognizably lacking in tbe more decorative produe- 
tims of art nouveau. This force and intensity, which dictates the 
knsians bdween. fin Schmubler" words) 'the qualities of material 
reality, such as perspective, foresho&ening, volumes in light and 
shadowbnd the internal order of art, stems ultimately from the 
symbolist" expressive purpose. For whether or not the aflists of 
the movement worked out a philosophy of idealism, so that they 
believed they were creating symbols of unseen ideas, or, more 
simply, believed that the properties of line and colour can express 
emo~on, they intended their pictures to have meaning, and this 
conviction that art conveys personal feeling and/or universal ideas 
was, of course, of no concern to art nouveatr. 

But if the symboliism of 7880-1900 was never altogether ab- 
stract, can symbolism be found in. arehikcture and the applied arts, 
where the necessary tension between nature and its trmsfarmtttioxz 
in the work of art (whose existerne as symbol is thereby confirmed) 
is ruled out from the s t a ~ ?  Historically the connection is made by 
Henry van de Velde who himseXf turned from painting to archi- 
tecture and the decarative arts* A, comparison between his title- 
page for Max Elskamp's D~wrinicsrl [ z ~ ]  and his Tropon poster [zz] 
illustrates one tsansittion, as we have already seen - the woodcut, a 
seascape in Nabi mode, reduced to a few expressive fines and Rat- 
kned areas, is still symb~lfst; the poster is a h e  example of art 
nouveau. But van. de Velde? ideas - if not his actual practice - were 
stroxlgXy in debt to fib early symbolist eonnectians (as another side 
of them was to Willim Morris and the English Arts and Crafts 
Morrernent), In elaborating his theow of ornament, line becomes 
more than description or decarat"lon, It is a "race of movement . . . 
the obvious expression. of a force . . . a clear psychic demanstra- 
tion in that it issues from us spontaneously , . . and transforms the 
condition. of o w  soul in a way that only dance and song can 
awaken" 'The beauty of a work of art,%e declsed, 'lies in a life and 
spirit that are proper to it, not in the fife and soul of its model'. 



because colours and lines have 'the same logical and consistent 
relationships . . . as numbes and as mctsical noks.' As Karl Hfiter 
has observed, this 'absolugzhg of the eff'ects of colour and line in 
van de Velde" work had been prepared by Van Gogh and Seurat 
. . . but none of his immediate contemporaries went as far as he 
hwards such m abstract formulation" even though August Endell; 
held similar thearies. 

Yet it must be said that it is questionable whether these idea 
were actually realizd in the architecture of the time. Su1livan9s 
ornament, to be sure, had a, symbolic function, but one that was, so 
to speak, mom allegaricaf. than symbolist, being illustrative of his 
formal expression rather thm fused with it. Meither van. de Velde 
nor Victor Horta lent themselrrm to personat expression. I-lo&a corn- 
posed in term of space and structure and although he 'interpreted 
his metal structures . . . as something plant-like-his biological 
analogy contained no broader suggestions f 191. And van de Velde 
himself was mostly concerned with developing an abstract orna- 
ment which would express the eh;;lracter of the object by growing 
out of the form iltself. But it is only the vague organic parrtheism 
behind such concerns that relates them at all to the idealist phile 
sophies af symbolism. Nor c m  Mackintosh" designs far the life- 
cycle images of his wall panels, on@ separated from the accuIt, be 
called symbolist. 

Symbolist poetry and painting is generally - and comectly - 
thought of as the creation of more or less self-concerned indi- 
viduals, artists cut off from the mass of mankind by its inciam- 
prehension of their ideaEs, and in turn by their own choice h 
axzt;jicipation of a raecGon : the esoteric language which their goal of 
other-worldly expression imposm (they feel) upon their art, is the 
measure of their distance from society. Mailiarmk, the prototype of 
the poet withdrawn from the world, had already argud in L'Art 
pour Tous f I 862) that 'art wm a sublime accessible only to the few'. 
The isolated ones', k e n  of exception" 'the inner life', these were 
brms of praise in the critic& vocabulary- of the t h e .  @h artist is, 
by dehiticm, a being strong enou* to react against the iduence 
of his milieu? this was Albert Aurierk definition in 1892. Gide's 
image af PJarcissus is perhaps an exaggeration, but in general the 
symbolists lived and created throub reflection, through intr* 
spection, and the projection of personal emotion rather than by 
conscious interaction with the surrounding social world, As has 
often been noted, Gauguin was only carrying out Mallamk's 
imagined flight (or unrealized dream) -fuir, fuir Id-bas - whtzn he 



escaped to the SouLkr Seas: the symbolist poet mare often escaped 
into himself, there to discover, as much in his unconscious prompt- 
ings"ks in his reasoned thoughts, a connection with an ideal world. 

But there was also a balancing strain, especially in the nineties. 
Unhappiness with the worId as it was, its vulgarity and its injustice 
(some among them had known poverty), caused many af the sym- 
bolist writers to join forces, more often in print but occasionally in 
action, with political reformers and revolutionaries, In the words of 
Eugexzia Herbert : 

. . . symbalism had been in part: a rebellion against authoritarianism in art 
and an insistence on the right to individual aesthetic canons; it was con- 
sistent for symbolis& to respond to the same war cry of individualism in 
anarchism, [And so the) poetic vanguard . . . wrote articles of a frankly 
political charader . . . their opinions and commentary circulated in the 
petr"&s mvues and were eagerly printed by the radical, especiatiy anarchist 
press. 

Pklix Fknkon, aesthete and dandy, one af the chief 'midwives of 
symbolism" was afss an anarchist indickd for complicity in the 
crime of his friend gmile Henry, who in exploded a bomb in 
the Caf6 Terminus. (And we have Feneon" word that Seurat shared 
f;Iaese anarchist ideas.) 

It was therefore natural that certain of the symbolises had a desire 
to bring art to the people. They were a dedded "gang', and their 
ideas were unwelcome to the purists, For example, the group of 
LXr t  Social, which had launched a monthly review in r8q1, was 
attacked in the Meveure de France (1893) for lacking talent, and, 
mare important, for having "sinned against Beauty. They have re- 
nounced integral Art for some vague and poverty-stricken philan- 
thropic utopias . . . they do not practise Art at all, but sociology,' 
Yet same persisted h the belief that the people, in a new, egalitarian. 
society, free of the vulgarity and repression of the existing middle 
class, would be able to exercise their natural gift of artgstic apprecia- 
tion, Most beEieved that this would become passible only after the 
coming of a new society. As Pkneon wrote in Le Sgmbolisto (I 886): 
'A day will come . . . when art wiXX be part of the life of ordinary 
men , . . when it does the artist won% [ask down at the worker 
from his celluloid collar: the two of them will be a single one, But to 
achieve this the Revolution must get up steam and we must build a 
comI>letely anarchist civilization. ' 

Gusltave Kahn believed that more immediate contact was pos- 
sible, By I S 8 5 he was convinced that 

art had to be social. By this I meant that as much as possible it should 
ignore the habits and the pretensions of the bourgeoisie, and, wtrtife wc-iiang 
for the people La inkrest themselves in it, had to address itseIf tr, the 



72 2;raXetarim intellectuals, to those of tarnarrow, n d  to those of yesteday. 
I did not t;hink for a moment that one had to be band tl to understood . . . 
It was necessq to grant a pre-em&enee social art, wilhout, in any way 
abandoning the right of synthesis md style ; the people would understand, 

Apparently Rodh shared some of these ideas, since in 1889 he 
joined the short-lived Club di? I ' h t  Social, Somewhat later, his friend 
Gasriere atkmpted ta carry them out. He and the symbolist writer 
Charles Morfce (who discusses the symbolist qualities of Carri&re9s 
art in La Liltdratare de toute ir IRheurt? ( r  889)) envisaged the establish- 
ment of tf4tes humaines" remind men of their common humm 
destiny, and he was one of the rare aslists who joined in the educa- 
tion of the workers through uniwrsitis populaires (see below, p. I 6 r ). 

AXthough much of the work of the Rlgian symbolists was deli- 
berately esoteric they too were affected by ideas of social action. 
Emilc? Verhaeren, writer and suppo&c:r of the movement in the arb, 
helped to found, in s 89 r,  the Zection d%rt of the Brussels Maaison du 
F"eupIe, and even Maurice Maeterlinck was briefly an ally. The 
socialist ideas of William Molt-ris, which were known by the early 
nineties, had a prczfound influence on Henry van de Velde, who 
linked symbolist theory with his own hopes for the beneficent social 
@Beets of a knew artbaf domestic architecture and applied art. So 
secluded and caxrsciousXy "litist' an artist as Fernand Khnapfif 
could serve as an advisor to the kction d'Art, while George Mlnne 
probably through the goad ofZiees of van de llelde was com- 
missioned ta creak a monument Jean Volders who had been an 
edit;or of its newspaper Le Peuple, It is some indkation of the grab- 
lems raised by these outgoing socially communicative impulses, 
which were contrav to symbolism" sother, more introspective 
tendencies, that Minne's much criticized model was never eamied 
out. 

*Syn~et im - or Cloisonnisme - a movement fomdd by b i l e  Bernmd m$ Cauguin 
e.1888, itlmc?d at reducing visibk phenomena to umadelctd colour meas, ahas t  like 
Japanese grhls, in m atkmpt to achieve a synhegis of fom md colour. Rsbect Go@- 
water obgmed, in Primitivism in Modem Art (1938, r e a d  edition ~9667). &at 
Mauriee Denis "pointed out that synCbetism, which only &coma symhllm in con- 
tad with poetry, was not at first a mystic movement allhotlb it implied a csrrespsn- 
den= "beween e ~ e ~ o r  f o m  and subjecGve states"'. If, however, to syntkl;iz;e meant 
"to sbpiify In tbe sense of rendering intelligible", it L strange that the painkm should 
have had m y  contact at all with poeb wha were following &e oppssik course. 
Neither the ided of Verlaine "pas Xa couleur, rien que b nuance", nor Mallam&% pgrefer- 
ence for whi* and his wish f-inatly to get rid of IWang wads en&ely had anflhing 
fomally in cornon with the broad, Rat, undlfferenkiakd colam eparated by a shap  
dividing line and the bright hues that were the goal of the p&ters.' [~itoriallhote.] 



From Sun 

As the wizlter season of 1890 opened in Paris pictodal symbalism 
appeared to be gaining ia strength, coherence and critical recogni- 
tion. The stylistic reaction to impt-essianism, eddent even in the 
work of some of the impressionists since 2886, had more recently 
gained increased momentum. Gauguin, 'ssynthetism'shchief mag- 
netic centre,* had since r 888 clarified his awn style and ideas and 
at;lracted several younger disciples, During the same time the move- 
ment had been hding literary spokesmen to interpret its achieve- 
ments to a wider (but stiU very limited) pubfk interested in the new 
painting and poetry. The moment seemed right for a cert;ain 
cohesion and aswndance, 
h retraspect it is clear that the moment was brief, When, having 

been honoured at a banquet of poets and painters at which. Mal- 
larm& presided, Cauguin left for the South Seas in early April x 89 I, 
the first period of symbolism, instead of expanding, came to a 
sudden end. & was a sho& period, Its beginnings in Gailguixxts own 
art can be traced back no fu&her than 188 5 ; its mid-, and perhaps 
high, poid for Gauguin and the group around him came in 1888 
and included the catalytic encounter with $mile Bernard in Pont- 
Aven during the su er and the recruiting of Paui Skrusier in the 
autumn, leading directly to the canversion of the Nabi goup in. 
Paris. In 1889 came the exhibition of '~m~ressionists and Syn- 
thetistsht the Cafh Valptni hard by the Exposition grounds with 
Gauguin agaixt in the chief role, h r i n g  these same few years Van 
Gogh was influeneed by synthetist ideas and Getorges Seurat's 
paintings were increasingly shaped by symbolist csnceptiarzs, and 
were so defended by his fr-iends among the critics and poets. Redon's 
kirrship, already understood by Huysmans and MalXarmk, was now 
ilcbowledged by his younger colleagues. In the su 
came a somewhat technical manifests by Itlatlrice Denis, pub- 
lished however in one of the many smbcrlist pedodicals, Art et 
*see footnolr; on page 72, 



74 Critique. Now, in the Mercure de France (March 1891)~ a literary 
review begun the year before, Albert: Aurier, one of its founders, 
who had already written on Van Gogh, under the title LR Sum- 
bolisme en pinture:  Paul Gauguin expounded the aesthetic philo- 
sophy of the style and eulogbd the work of the man he considered 
its chief exponent if not, indeed, its creator. Thus 'syntfietism>n 
painting was fused with the wider, but until then chiefiy poetic, 
moveme& of 'symbalism', grounded in the same thinking - a 
theoretical working out of the close personal connections and 
understanding formed during the premding years. There was every 
reason to foresee a further consolidation of the style and the ex- 
pansion of the influence of its central figures : the future turned out: 
somewhat diRerent1y. 

Seen only as part of his biography, Gauguin's dqparture, on 
which he had been ruminating for some time (he had spent severd 
months in Martiniqw and Panama i-n 1887). had about it that 
combination af the willed and the inevitable feadhg to achieve- 
ment and to tragedy which ckarackrbed his whole life. Seen as m 
event in the histoy of synbsiist painting, it appem as the last of a 
series of accidents that prevented a group development, ended a 
priod, and led to a new phase of dispersal and fragmentation, 
mese changes were foreshadowed by Van Gaghk ddeat-h in Auvers 
at the end af July 1890. But during the autumn group ties g rm 
closer, and both painters and poets met in the Cafk Voltaire and 
came ta Mallarm63 apartment on the Rue de Rome on Tuesday 
evenings. The banquet in honom of Gauguin. was itself a symbol of 
this spirit, 

But then, also in March, QmiEe Bernard, because his n m e  had 
been omitted from the a&icle fie had persuaded Aurier to write far 
the M ~ T G U M ,  broke with Gauguin. On zq March Seurat died of a 
sudden illness. A week later Garaguh left Paris* Symbolist painting 
in Paris was to continue until the end of the cent;ury (md some- 
times bepnd), but in. different, diversified, and often eccenkic ways, 
It is a s i p  of these changes that already by 1892 the S&r Pkladan, 
who had been present at the Cafk Voltaire, organized the first of his 
international, Latinizirxg, mystical and occultist exhibitions, the 
Salon de la Rose -I- Crol'x. 

The historical and theczreticd relation between the sgnthetist- 
symboli& tendency in painting and symbslism in poetry is, as we 
shall see, compllicated and often imprecise. In the backgramcl, are 
Baudelaire" poetry and criticism, before and after x 850, and 
Baudelaire himself calls upon m ancient tradition, Rimbaud, Ver- 
laine and Mallarm6 (to name only the masters) enter the scene 
before 1880. But symbolism as a movement belongs to the next 
decade, and there are striking parallels between the events ju& out- 



lined -- from 1886 to 1891 -- anid t h o ~  that mark the evolution of 75 
literqv symbolism during the same brief period. In r 886 Mallarm6 
began his Tuesdays in the Rue cle Rome, and pu'krlished his dehition 
of poetry ("he expression, of the sense of mystery in the aspects of 
existence') in La. 't70gue. the same 'little magazine' for which F6lix 
F6nBan wrote his review of the last Ympressionistkxhibition ; and 
in the same year Jean Markas, in ZR Figaro, defined the aims of the 
new poetry by a Mangesle litgrezrire, suggesting that its proper name 
was not decadence but symbolism. Schopenhauerk The World" as 
Will and Idea, already influentid but relatively inaccessible, was 
translated into French in 1 888. The following year came George 
'Vanor's Lf;"Art sgmhliste with a preface by Paul Adarn (a friend of 
Seurat) and La Xlit~ratmre de tou& ie b'heure by Charles Mol[.lce 
(Gauguin's friend and collaborator and later Rodin's), both of which 
also discussed the plaa of painting and sculpture within the move- 
ment. These few years were fertile not anly for poetry but for 
symbolist theatre and criticism; it is enough to add the names of 
ViXliers de 1Xsle Adam, Maeterlinck, Huysmans and Artdr6 Gide; but 
a change was som to take place. h Sepkmber of 1-89 I jean Moreas, 
who earlier in the year, like Cauguin, had been horxowd by a 
dinner at the Gafk Voltaire, broke with the symbolist group and 
proposed the founding of an ficocole romane. Thus by 1892 poetic 
symbolism too had Bved through its most active and cohesive 
phase, and though, like paint,ltlg, it was to continue until the end 
of the centuv and beyond, it was In a digereat spirit, no longer 
revolutionary, and without that faith in the redemptive powers of 
art which had characteri~d the previous few years. 

C A U G U I N  

Teindre, non Ia chose, I'effet qukelie produit." (Mallarm&, I 864) 

'Led us, then, invent a new vocable in iste for the newcomers who are led 
by Gauguia : synlhetists, ideists, symbolists, as you like.' -- (Aurier, r 89 I ) 

We would do well to follow Aurier in beginning to define the new 
style. Writing early in r 891 he goes back several years for a work 
which contains aU those features that set the new tendency off from 
impressionism, He be@ns his article on S~mbobtsm in Painting with a 
descriptive interpretation of Gauguink Vision alter the Sermon f 68 f , 
painted in Brittany late in the summer of r 888. Gauguin" stile 
give Aurier his clue. He emphasixs that, rather than being a scene 
executed from namre observed, this is the interpretation of an idea. 
The peasanb im the foreground are experiencing a vision of the 
Biblied scene described to them in. a Sunday sermon; the walls of 
the village church fade and they seet, set upon a ground of brilliant 



68, The Vision after the Sermon, 1888, Gauguln 

colour, the stmggling figures of facob and the &gel. 'AlI the 
makriaX surroundings have dissolved in mist, haw disappeared, 
and the Voice [of the village iE3ossuet;f has become visible . . . the 
fabulous hill whose soil is vermilion-coloured, this land of childish 
dream where two Biblical ggints, kansformed by distance into 
pygmies, fight the& hard and dreadful aght." 

There is thus here a double vision, the religiow vision af the 
Breton women. and the m o d  on the right, and the afiist" own 
imagined view of them and the power of the faith by which they 
are inspired. So there is no record here ttf ordinary reality, keause 
Gauguin, too has been inspired, mot by any a&ual kcarxler of nature" 
in the fashion of the impressionis@ but by his idea, or ideal, of the 
sineeriw and purity of a. simpXe people, m ideal whose pursuit will 
drive him far beyond Pont-Aven and ER Pouldu. The style of the 
painting, its 'ssynthetism" suggests its 'iidehm'. The women are 
separated from the& visisn by a deep, angled perspective md the 
omission of a middle ground, barred from approaching it H$ the 



curbed tree-tmnk, just as we, standing somewhere above them, 77 
are prevented from entcring the space that they inhahit. But in fact 
no d4bt;t-t is portrayed. The unreal red of the ground, rlsing to the 
top of the canvas, comes faward ta Rattm the space ; against it the 
figures stand out in strong, unmodulated areas separated by clearly 
drawn contours ; there is no broken cola* to suggest light or inter- 
vening atmosphe~. Here then is a subject t;hat has not been seen 
and recorded, but imagined and inkrpretetr3 in visual metaphors, 
the simple faith rendered throtr& simplified forms; strength of 
emotion. given. by boldness of colour, and the whole deliberakly 
reduced and unifid by the curving, rhythmic line that is to recur 
in so many future paintings. 

The fine, the Battening, the arbitrary colour, the simplification. 
which is their common denominator are the hallmarks sf a style 
that Gauguirz (and his younger friends in Brittany) wel-e creating, 
Theis use may be seen simply in. krms of composit;ion, elernenb 
tying together a: design upon a picture-plane of forms derived from 
nature, their degr-ee of stylization linked to the necessities of that 
design - a stmcture at once coherent md expressive. In so far as 
we respect this limitation we speak of "sgnthetism" This was the 
term that Gaugub and his group were using at this time, the one 
they put into the title af thek exhibition csf the follswing year at the 
Cafk Vslpint: 'Impressionisb and Synthetisb'. It is a style of syn- 
thesis, opposed not sa much to analysis as tQ imitation, that yet 
ultimately refers to oar aperience of the real. world. It is the style 
that the young Maurice Denis, two yeas  later, struggled ta descrik 
as Nea-Traditionism: 'I am seeking a painting definition of that 
simple word "nature" . .. . The emotion . . , springs from the canvas 
itself, a plane surface coated with colours, There is no need to inter- 
pose the memory of any farmer sensation . . .' Denis wrns (as we 
shall see) not toa clear about the relation between art and nature, 
but Bmile Bernard was quite right when he later complained that 
Ilenis"papulz description of the new style with which his artlicle in 
Art et Critique (I 890) opened W* a limited formula, that stopped far 
short of the philosophic symbolism as de6neQ either by Aurier, with 
his background of literary theory, or by Bernard himself with a more 
refigiaus intention, (Nor did it have anything to do with the abstract 
or non-Bgurative art of the twentieth century.) 

"emember that a picture - before being a baale horse, a nude 
woman or some anecdote - is essentially a plane surface coated 
with colours assemble-d in a certain order,' Denis remains within 
the bomds af synthetism. %verything,' he concludes, Ys contained 
within the beauty of the work itself*' mere is here apparently no 
reference to the transcendental, nothing, in Aurier's terms, that is 
7ddiste7, notbing that will lead us from the gercephat simp1iAcations 



78 on the canvas, through emotion, finally to m unseen world of ideas. 
It is perhaps unwise to pursue the% distinctions here - atthou& 

we shall have to return t;c, them. There is the danger of reflning 
dehitiom that at the time were not so clear, theories whose genera! 
drift was understood but whose structure was still vague, concepts 
whose logic was less important: thm their resonance. Cauguixa 
hfrnseff had for some time been familtiw with the theories of expres- 
sive form that were iur the Paris air, more psychoXogica1 than philo- 
sophical in their import, and continuing ar tradition that found 
support in Defacroix and Baudelaire, Already in January 2885, 
ushg wards that seem to echo certain passages of the Curioslgs 
Esthetiques (issuezd the year before), Gauguin writes to the painter 
SehuEenecker from Copenhagen: 'There are lines that are noble, 
deceitful, etc., the straight line renders infinity, the curve limb 
creation . , a Thew are nobXe tones, others that are common, har- 
monies that are quiet, consoling, othem that excite by their bold- 
ness,' And he goes on to explain. that in and of themselves thew 
elements of art are directly expressive of the profound unconscious 
nature of the artist who employs them, "becatag one cannot make 
up for oneself a character, an Intelligence and a heart . . . because 
this is the most secrd part: of man, bidden and veiled" SS Raphael*s 
qualit;y cannd be taught in the academy. The canellxsian is that 
genial work is the expression of imhemnt genius - and the Implica- 
tion that Gauguin is of the same quality as Raphael. Such a view is, 
after ail, not too different. fmrn that of "Zola for whom the artist is a 
'kmperament', but for Zola, as a realist, the artistic temperament 
filters and interpretatively renders the real world; for Gauguin it is 
the expressive medim of universal hamonies, like those, as he 
says, which may also be found h numerical relationships, f%ese 
hidden harmonies underlie painting and music alike. This is why, 
as Gaugrxin says in his Notes synthitigtaes (c.1888)~ 'harmonious 
colours correspond to the harmonies of sound.') 

Therefore-the asf;ist must free himself from too close m afierence 
to the part;icularities, to the 'corner of nature' which, for Zola, is 
both his stimulus and his subject. In another letkr to SchuEenecker, 
written in the same summer of r 888 h which he painted the Rsion 
alter t h  Sermon, Gauguh advised his friend, '. . . don't copy nabre 
too much. A& is m abstraction, dedve this abstraction from nabre 
white dreaming before it, and think more of the creation which will 
result [than of the model], This is the only way of moun'cing towards 
Gad - doing as our Divine Master does, create,' The fomulation is 
very general, and stilt largely within the limits of synthetism. (He is 
urging the same view upon Vm Gagh at this time.) 'Akraction" 
implies both simplification to arrive at visual coherence (synthesis), 
and the freedom to aker nature for the purposes of expressi6n - a 



handling of the artistic means congruent with the subject; what 79 
Maurice Denis will later d e h e  as 'objeectivebnd "subjective de- 
formation'. But there is also something more: Gauguin's advice is 
to 'dream' in front of nature, and wiLh that word, the 'rdve' of the 
poets (more waking reverie thm sleeping dream), we are within 
the ambiance of symbolism.. We cannot say whether, in using it, 
Gauguin ww aware of its precise implication for the aesthetic 
thesry of the time, and it seems urxlikely that he understood its 
phiEosophic background, But it was sa current that he must have 
been prepared far bmardb  more detail& explanations. In the 
Vision Gauguin has imagined (dreamed up) his theme and its appro- 
priate treatment - as he wrok to Van Gogh, '1 beleve f have 
attained in these figures a great rustic and superstitiow simplicity' - 
and Aurier, giving it a fuIly symbolist intexl.pretation, developed 
these suggestions w h a  he wrote about it three years later. 

The synthetist style as Gauguin employs it in this painting has 
several direct: sourcm (quite apart from whatever Bernard's im- 
mediate stimuXrxs may have been). The struggling figures are taken 
from a. print by Hokusal, The bent diagonal of the tree-trunk that 
holds the picture-plane (a device V a n  Gogh also employed), the 
vim from above that lifts the horizon and RattRns the space derive 
frorn fapane% prixlhs gmerally* The flat, bdd, clearly outlined 
colours were given further sanction by the images dtEpinal and 
especially by the areas of medieval stained glass, of which Gauguh 
must have been, conscious through the eloissnnisme practised by 
Lauis Augustin and b i l e  Bern& only the year befare, Such dired 
adaptaaons are charaeterislic of Gauguink setfiods of creation 
throughout his life, Most of his favourik motifs ((as distinct from his 
compositions) come frorn a wide range of specige sources (Egyptim 
tomb painting, the Paflhenon fries, reliefs from the Temple of 
Barabudur, as we11 as klacroix, Monet, Pissarro, and other modem 
patnkrs) whose photographs he kept with him. Their common 
denominator is that they oiler the possibility. of decorative integra- 
tion, and their use is entirely cansonant with the synthetist distinc- 
tion between art and naltxm, Gauguin and Vm Cogh admired 
Japanese prints and the so-called primitive for theis %bonesty', i.e, 
their refusal to atbmpt to reproduw the sensations of the real 
world, and thek acceptance sE the means proper to the medium of 
art, through whose evident statement and even exaggeration were 
cmated, not band imitations of percepGons, but rather metaphors 
of a mare profound experienw, So in transposing motifs from else- 
where, and fn recombining elemenb from his o w  earlier paintings 
in Xakr compositions, Gauguin still remained within the realm of 
symbolic discours, employing the language of art rather thm 
imitating nature. 



80 The Vision ajkr the Sermon is the first (and in some ways stylisti- 
cally the most radical) of a series of works of similar orientation 
executed by Garxguh during the twa and a half yeam until his 
depa&ure for Tahiti, There are atso paintings considerably less 
symbolist in attitude, some reflecting his respect for Ckzaxrne (h 
1888 he said a Ckzanne he still owned was %he apple of his eye'), 
others the continuing influence of impressionism, and many of his 
ceramic vases have a decorative character that anticipates art 
nouveau. But in both style and theme, Gauguin's direction is h- 
creasingly symbolist, His friend, Jean de Ro.t-arrchaxnp, said &at the 
painter was unduly influenced by the literary specufations of his 
Parisian acquaintances ("olden-tongued theoreticians'), especially 
during the winter of s8gs-1-)1, but it is quite evident that he was 
increasingly sympathetic to the mavement and was giving his own 
interpretations to its theories [fig], During his brief stay in Arles in 
the autumn of 1888 be convinced Van Gogh ta try to paint less 
closely from nature, m aEempt V m  Gogh quickly abandoned, 
white in 1889 he executm works that are synthetist in style and 
symbolist in theme, For two of these compositions he has again 
condensed the space, stylized the drawing and heightened the 

69, The Loss tlf Virgi~il~, 1890-91. Gauguin 



colour sa as to impaid, through these means alone, the "rustic and 81 
superstitisus simpXicitykuf the subject, which is to say that he has 
emp!dbed a synthetic style. Both the Yellow Christ [S] and the 
Cavalr9 1 701 are based ugan examples of the folk art that Cauguin. 
and his group admired: the one on. a wooden Crucifixion in the 
church. of Trexnalo not far from Font-Aven, the other on, a Roman- 
esque stane Galvary grown green with age at near-by Nizon. He 



Sz thus starb, not with nature, but with a distillation. of emo~on, m 
objeet of fa"aih - therefore a symbl - summq and simplifid in 
style, which in iltself already concentrates the mood (idea) he is 
seeking to depict, or to express, through the means of farm. Twice 
removed from nature, he is free to create m ideal scene, imaghed, 
but for that reason more essentially true than if he had been 
"hackled. by the need for probabiiity' for which he later critici~d 
the impressionists. 

The attraction such subjbjecb held for Gauguin was immediak 
and personal. 3 love BriM;any,"e wrote to Sehuffezstecker, with a 
musical analogy. 'I b d  wildness and prhitiveness them. When my 
wooden shoes ring on the grani*, X hear the mufled, dull, powedd 
tone I seek in my gainting."ut it was also grounded in attihdes 
mare general to the perjiod. Throughout Eurapc: at this time painters 
were drawn towards peasant Xife; they sought inspiration in ex- 
ktexrces that were physicaXly simple m d  spiritualfy uxzdoubting, 
and were envious of a wholeness of character and an acceptance 
of fate they themselves had lost. Not that they shared these exist- 
ences (all*hough both Gauguin. and V m  Gogh, in very digereat 
ways, hoped they could do so); rather they observed and tram- 
muted them through their o m  adisl;l.c faith. The nostafgia for this 
lost wholeness, and a desire to recapture it, is one of the reasons for 
the proliferation of pravincid aartisb\oEonies during this pe~ad ,  



72.  Human Miseries, 
1888-9, Gauguin 73.  Sorrow, 1882, Van Gogh 

and is not unrelated .to the more urban ideal of "'art socrx'afbhic=h 
seems so at variance with the strong sense and cultivation of indi- 
viduality and isolation characteristic of the symbarist artist. As 
RiIke wrote of the group at Warpswede in Northern Germany, 
What do the painters want from the= people [the peasants] 1 . . . 
They do not live among them, but as it were stand sppased to 
them . ,, , They push these: people, who are not like themselves, into 
the surrounding landscape, and in this there is no violence . . . The 
artis& see everything in one breath, people and things."n other 
wards they imagined the peasilnt;~ as eEortIessly living out the 
pantheistic union they hoped ta recapture through their art, 

En many of Gauguin's ptchres af the first Briaany period that 
imagined union is idylic: in the Breton Hagmakrs (1889) the 
curved synthetist shapes that flow through figures and landscape 
convey a sense of relaxed harmony. But this is not ailways the ease. 
There is a series of oils and pastels that: shows a crouching girl, with 
knees drawn up, elbows on knees, and hands to the side of the Face. 
It seems t;o sta& as a genre figure suggesting isolation and un- 
happiness, set aff from the surrounding group activity, and appar- 
ently drawn with some kind of special feeling. She appears in this 
way in the Vx'ne~ard x'n Arkes and Human Miseries 1721, and 
may have been suggested by an early drawing of Van Gogh called 
Sorrow f 731 which he himself used for the picture At Etemitg's Gate. 
In 3889, in a lithograph shown in the Volpini exhibition (Aux 
Roehes Mires F7442) Galxguin caupled her with a figure seen from 



75. Woman in the VVaves, r 889. Gauguia 



the back, floating or swimming wi& spread arms against the waves 
(who appears again in the oil of Mman in the Waves [75], and in a 
wood relief, Les Ondines [7&f, of the same year). These figures are 
generally inrkrpreted as suggestring the reactions of women to love - 
the one fear, the other abandonment, and though they are far from 
precise it is evident that Gauguin has sought to convey a mood 
through the contrasting character of the pose and the quality of the 
line, rather than through any specific iconography. But in a pastel 
of the Bretan Eve [v& where the snake af Temptation appears 

77. Brelon Eve, 1889. Gaugufn 



the 



behind the tree against which she sits, as well as in two representa- 87 
tidnqj of fieda and thA: Swan (a ceramic vase [78a, b and cl, and a 
drawing that also includes a watchful snake), the elements of the 
story become more explicit. AEthou& the style is still decorative and 
synthetic, the separate parts of the subject are spelled out in such a 
fashion that a long step has been taken towards allegory, which 
has replaced the condensed suggestion. that was the ideal of 
symbctlism , 

This same tendency can also be observed in other paintings of 
the time, IEn 1888 Gauguin, in Brittany, exchanged self-portraits 
with Van Cogh in Arles, We described his own image to Van. Gogh 
as that of a 'powedul rufian. like Jean ViiEjean wha has a certain 
nobility and inner kindness . . . The design of the eyes and nose, 
resembling that of Bowers in a Persian rug, sums up an. abstract 
and symbolic art,' In. the background there is a flowered wallpaper, 
in the tradition, of Cezanne [wJ]. These designs and colours also 
have their meaning: The delicate maidenly background with its 
child-lilre Bowers is there to signify our artistic virgir?lity,kMlhi~h is to 
say that Gauguin was seeking a "aintlng equivalent-o carry the 





ideas expressed, In a letter to SehuRenecker concerning the same 
painting he is even more precise: 'The whole is on a chrome yejlow 
background scattered with childlike flowers, Bedroom of a pure 
young girl. The impressionist is a pure being, ansullied by the 
putrid kiss of the ficole des 13eaux-A&s.' Gauguin stresses the ab- 
stract character of this wsrk (2x1 abstract that it is absolutely in- 
comprehensible" because, k~ large part at least, the meanings are 
embodied in qualities of colour and design that are their formal 
count~rparts. He here renews the ideas sf his letter of I 885 from 
Copenhagen, and now comes very close to the BaudeEairean theory 
sf correspondences that was crucid to poetic symbolism. The Self- 
P~rtrait  with Halo [8o3 of the following year is much more repre- 
sentational: the iconography sets fs&h in detail an essentiany 
literary subject - the apples of Temptaticm, the halo tof purity, the 
snake, emb.Xem of evil, and in the centre, behind a screen of curved 
and stylized lily stalks, his own seductive t;hree-quaaer profile, the 
whole painted in flat planes and bright colours. There is pride and 
mockery here, and the frxdher irony of self-mockery : Gaugrxin. dis- 
plays himself as Miltonk ssatmie angel. There is no doubt that this 
is, and is meant ta be, a painting wit;h a symbolic message. Like his 
similarly deHlisf.2 portrait of Meyer de Ham, it includes many identrE- 
gable attributes. But is it a symbolist work? By puaing together a 
related group of objects of traditional meanhg a symbolic pro- 
gramme has  bee^ clearly set out and c m  be read off in a way that is 



82. Seg-Portrait with Yellow Christ, c. x 890. Grauguin 



is a long one, much present among the romantics, of which qx 
Gauguin, as his words indicate, was very conscious. And among 
the &mbolist poets whom Gauguin knew the concept of art as a 
new religion, a way of life to which the artist was calXed and l;rt 

which he gave himseff utterly, was an article of poetic faith. Mal- 
lamk's dedication, not alone to his art, but to art as such, the re- 
tired life he led, monastic in its own way, was an inspiration and an 
ideal among the symbolsts, Gauguin's own life, in its very digerent 
fashian, and even more that of 'Van Gogh for wham art was a direct 
symbofie substitute for the unbearable poignancy of a truly reiigiaw 
life, were sustained by a very similar faith, Gauguin's two self- 
portraib thus condense attitudes having more than an individual 
reference. The same holds true for the self-pofirait; that Van Gogh 
painted in September I 888 [S31 as ga& of the exchange between 
himself, Bernard and Cauguin (in contrast ta the one he paint& for 

83. Seg-Portrait, 1888. Van Gogh 



92 Lava!). Of it he wrote t;o his brother: '. . . if 1 too may be allowed 
exaggerate my personality h a prtrait' r he thus indlicates that he 
understood Cautguin" intention. 3 have clone so in trying to convey 
in. my portrait not only myself but m impressbonist in general, ]I have 
conceived of id as a Bsnze, a simple worshipper of the ekrnaX 
Buddha. And when Z gut Gauguixl's ccancepl;ion and my awn side 
by side, mine is as grave, but less desgairing."espitr: Gaugain's 
obvious egotism, the faith implied is very shilar, and it is this 



palimpsest of meaning, mare suggested by the whale than by 
de$ails, conveyed more by attitude and gesture than. by legible sign, 
that fin distinction to the Sey-Portrait with Halo) gives these pictures 
their essenWally symbolist character. 

Two other impo~axrt works done during these same years when 
Gauguin worked alternately in Brittany and Paris are more diEficult 
to character& 184 851. One of the pair of wood reliefs, Sogez 
amouretrses et vous serez heureuses was carved in 1889, the second, 

Soyez mystkn"euses, in. 1890. When they were shown together at the 
exhibition of Les XX h Brussels early in r 891 they were very badly 
received, being considered inexcusably lewd and maladroit. Their 
simplifications are, of course, intended, and, as the raised bands and 
even the style of the inscriptions show are derived from provincial 
cabinet-making - later the source of so much. vulgarized style 
rustique - which naturally appealed to Gauguirx's generalized feel- 
ing for the primitive. (The contrast; with refined adaptations from 
the same folk sources in his carved cupboard doors is most instruc- 
tive.) Each, and especially the first, has an, elaborate iconographic 



94 pprogramme laid out in. terms of symbolic figures. The first relief is 
more personal: Gauguin in a letter to gmile Bernard explains that 
he is the 'monster" the upper right-hand corner 'taking the hand 
of a woman who holds back, saying to her: Be loving and you wilt 
be happy,' and that the fox is 'the Indian symboX of perversity" The 
unhappy f sinful 2) crouching warnan of Aux roehes naires [m] also 
is included, The rest is less clear, except that, as Aurier already 
noted in 18g1, the inscription is ironic, since here $11 sensuality, 
all the struggle between flesh and thought, all the pain of sexual. 
pleasure, twist themselves and, sa to speak, grind their teeth.' Soyez 
mgstdrieuses has as its centrat figure the Wornan floating in the 
Waves (from the right side of Aux raches noires), surrounded by a 
rich floral design. and flanjked by two women's heads. These reliefs, 
with which Gauguin was pleased, have been variously interpreted, 
and there is no need here to adjudicate the intficate explications, 
which must in any case remain speculative. Soyez keurerrses is mare 
personal in its iconography than Sage2 mystdrieuses which is per- 
haps based on Cauguink study of Palynesian mythology, already 
begun in s 890 in prepafation for hls voyage. The former sets forlh 
both his ambivalent psychology, at once cynical and idealis~c, and 
his personaE situation, driven by sexual desires entirely divorced 
from his need for love; the latter has perhaps something to do with 
the pofarities of matter and spirit, tbufier said tkat S o ~ e z  mystdrieuses 
'celebrates the pure joys of esotericism, the koubling caresses of the 
enigma, the fantastic shadows of the farest of problerrts.This is of 
course pure symbolist doctrine (it even contains a reference to 
Baudefaire's Torest of symbols' in his famous sonnet Correspon- 
dances), and it is entirely fitting since the attainment of that sense 
of 'myskry' that Gauguin has taken as its title is one of the centrat 
goats of symbolist art. Modem critics have been witling to allctvv this 
work the vagueness of suggestion. that accords with its theme. 
There is perhaps no more reason to suppose that the whole icono- 
graphic programme of Sogez amoureuses c m  be 'solved" And this 
for two reasons: Gauguin was an especially passionate man in a 
vev diiacult situation, But: many other a&is& of this time had an 
ambivaient attitude towards woman and her dual role of sinful 
temptress and vi&uaus idsl, For the Pre-Raphaelites, for Klimger, 
for Munch (and for many poets) she is both sexual abject and sym- 
bol of pure love. So Gauguinb bitkr intentions cannot be under- 
stood as too narrowly autobiographicai. And, equally important, 
we must remember Mallarmk's injunction, as Gauguin surely did, 
since he constantly employs the same krms: 'To name an object is to 
suppress three-fourt-bs of the enjoyment . . , ; to sugflest it, that is the 
dream,' One suspec& tkat a demand for wholly unambiguous 
answers would have called forth all of Gauguin? ironic mocker;y. 
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"ve~ythirrg was nourishment for symbolism: nature, the Breton Calvaries, 
the images d%pinal, popular poetv . . . In sum, symbolism did not paint 
things, but '"the idea of things"".' (gmile? Bernard) 

'Remember that a picture - before being a war horse, a nude woman, or 
some anecdote - is essentially a plane surface covered with colours at-ranged 
in a certain order.' (Maurice Denis) 

'Art is a means of communication. between. souls.' (Paul Serusier) 

In the years before he left for Tahiti early in I 891, when he divided 
his time between Brittany and Paris, Gauguin became a kind of chef 
dPd&coIe, His experience, the force of his personality, and the depth of 
a conviction for which he had sacrificed his awn comfort were such 
that he made conver& to his faith. Most of these younger men, 
brought up in the academies in mare conventional modes (thus by- 
passing impreseionism), recognizing their need for a way out of 
naturalism, acknswledged his leadership at the time and in later 
life paid tribute to him. The one exception was gmile Bernard, who. 
as has been mentioned, considered that it was he, In Pant-Aven in 
the summer of I 888, who had introduced ~ a h ~ u i n  to the ideas that 
resulted in The Vision afier the Semon, and that he, Bernard, just 
twenty gears old, was as Roger Marx called him in 1892, 'The 
father of symbolism'. There is no need here to Gamine the details 

I of that ancient quarrel of precedence, which has been so paint- 
lessly over-anal y sed. Certainly Bernaird was a stimulus. He was 
clearer in his verbal formulatiom and could quote from the neo- 
Platonic philosophers. The eloisonnr'sme that he and bu is  Augustin 
had developed the previous year, irxfluexlccd by mgdieval stdned 
glass as well as by Japanese prints;-gave a new emphasis to the 
outlining df component forms and ts the flaetened areas within, 
sirnplificatisns to which Gauguin, akready familiar with Japanese 
prints, was receptive. B& whether or not Bernardk B~reton MIomen 
in the M e a h w  (861 precded the Visfan aS&r the Sermon, as he 
claimed, it is not in the same wnse a symbolist work, Bernard, in his 
later writing, called Manrice Denis' 1890 definition of the new 
style 'ridiculous and anti-symbolist' because, though it dealt: with 
stytization, it neglected its purpose and its meaning. For Bernard 
it vvm important to %see the style and not the objectbot merely to 
compose a picture but in order to strip off immediate appearances 
so as to more profoundly convey the underlying ideas . . . It was 
no longer a question only af painting, it was necessary to achieve 
stylization and significant harmony. There was whelt-e the symbol 
tsegan.71C"he goal was to create a "spiritual meaning-to makb the 
styles of the past - Byzantine, Egyptian or Got.hrie, and which, like 



them 'ccoaec~ve and retigiaus', would express the whole epoch, 
Sauguh was incapable of this, Bemard maintained, since he lacked 
true Christian bdief, and his isark was onfy a simulacrum, 'a sym- 
bolism without spboX" aa~ld his religious ~ e m e s ,  painted only at 
li?lema;rd% instigation, were a mere pretence. 

86. Market in Brittany - Breton Women in the IMedow, 1888. Beraard 

hrmard, writing later, and out of a strong sense of personal 
negled an8 ihist~rjtcat iffjustice, iS defending his youthful role as 
innovator: his creation had been stolen and nnisapprapriakd. (He 
has fargomn how much he admird Cauguin. at the time, and haw 
often and how,generousty he praised him in his let;ters to Ifw Gogh.) 
But precedence in. the even& of the summer of 1888 is perhaps the 
least of the questions that lhe raises; the others are more funda- 
mentat to the nature and aims of symbolism. Without daubt kmard 
was a catalyser, for V m  Go& as wet1 as Gaugatn. He was h touch 
with the titRrilv warid in Paris, he was a link between the critic 
Auder and the painters. His Bretan Women in the Nle~dow, carried to 
Arles by Gauguin in October 1888, was copied by Van Gofh and 
bdefly influenced him towards a more cloisonniste kchnique, And 



Bemard was m adept at idealist theofy. Yet despite aU this, the 
synthe~st pictures he execukd, whether in I 888-go, or again in, 
I 892-3, seem t;o c a v  with them no sense of spbolism. They 
remain Bretan genre subjects whose simpfificatiorrs of modelling 
and besim, although audacious for the time, are stiff chiefly eon- 
cerned with purely visual harmonies. Only in repetitions and con- 
tinuities of carved sibouet;tm (as k Bretonna au Gokmen 1871) is 
there some expression of a "soul of the peoplekd the natural good- 
ness of a simple group existence. They are instances of a rhythmic 
"arallefism' not umelakd to ideas of kcsrrespandexlce3to which 
Hadler tried t;a give a theoretical base a d  whose intuitive use, as 
here, is common throughout the period. Othewise the c l~ ign  
remains extemd ta the subject, and the art;ist an obsewer. 



Thus BemardTs work, in. comparison with Gauguink, does not 
bear out his pirrilosopfiical contention that only a formal religious 
belief can infuse symbolist art with true meaning. Lndeed it is 
possible that just the oppositt: is the case: the pernary belief must 
be in art itself rather than in some other faith which art mediaks; 
else that quality of identity, of congruence between form and idea, 
between the seen and the unseen, is vitiated. In Mallarmk's term, 
art is the expression of the mystery af our existence : kelle doue ainsi 
dhuthenticie noee skjqw et corrstitae la sede tache spirituelle." 
other words, faith must reside h art itself, and as has often been 
pointed out this was indeed the case for Mallam4 himself through- 
out his life, and, mare briefly, for the younger symbolist poets in the 
years before s8go. So it is perhaps nat surprising that Bernard's 
most drectfy religiow pain(;ing of this t h e ,  executed dwing a 

mystical crisis that followed m mlkappy love &a&, should be more 
expressionist than symbolist, The Pie& [88J is h e a ~ f y  dependent on 
references outside itself: medievd and popular art on the one hand, 
and nahralistie representation, especially in facial expressions, on 
the other. ( V m  Gogh understood this, and objeded to the a&ificial 
manner which Bemard had briefiy adopted,) In consequence it does 
not achieve the self-contained "style , . which would be the err- 
pression of our egoch2hat was Bernardk goal. His preoccupstim 



with a clear religious message; conceived more in traditional than 99 
in. personal terms, has led him close to that "iterarykarl; which 
symbolism was determined to overcome. 

The Pant-Avexr group employed the term 'style~irr several senses. 
It could mean a perid style - like the Egyptian or the Gothic - or the 
modern one the symbolists aimed at creating that would embodiy 
the 'spiritual sense' of its own time. It could also however be used in 
a more restsicled way, as when Bernard says that he was seeking 
'an art which would employ fom to express style, and colow to 
determine mood" and here something like the traditional distinc- 
tion between intetlectud line and emotional colour is being con- 
tinued, but with a more immediak spiritual intention. Thissis what 
Cauguin has in mind [probably using Bemard" vocabulary) when 
in October 1888 he wdtes to Schuflenecker, 'This year 1 have 
sacrificed everything - execution, colour - in favour of style, want- 
ing to impose upon myself something else than what I know how to 
do,"n a letter (6 I 3 )  of I 889, V m  Gogh is even more explicit : ', . . I 
feel strongly inclined fa seek styk, if you like, but by that X mean a 
more virile, deIiberaLt: drawing. X can" help it that makes me 
rnore like Bernard or Cauguin.' Style cou!d also, hawever, have its 
rnore usud meaning: a way of painting both inkgrated withirz 
itself and expressive of the individual artist;, And when a group of 
arrtisb were skmiEarly attuned, as were the young painters who at 
tbis period came under Gauguinvs infiuence, this would also result 
in something like a group style within which the individuali styles 
would be sympathetic va~ations. 

This last point of view is largely encompass& in Maudce Denis' 
debition of the new attitude, which be summarbed in the pro- 
positions of his r8go a&icEe in Art et Critique. He cdled it Nm- 
Traditionisme, since, in opposition to both academicism m d  im- 
pressionism (including the "scientific impressionism' of Seurat), he 
conceived of it as renewing the true tadition, which they had lost. 
Although Denis does use the word symbol f X Byzantine Christ b a 
symbol') there is no tndicatioxr that any idealist theories lie behind 
his formulations, which are limited by the psychological. deter- 
minants of struetue and emotion : 

The artist" imagination must stylize nature into a distillation of his feel- 
ing, and by emphasis, by omission, by exaggeratjon if necessary, produce a 
form that conveys his sentiment, And an adist" sensibility must impose 
upon the haphazard shapes of nature an arrangement, a composition, a 
harmony and a structure which make his picture a delight to the eye. From 
the fusion of these two, the one determined by the subjective necessity of 
emortion, the other by the objective necessity of the laws of colour and line, 
results that expressive synthesis which is a work of art. 

Denishanlysis is admirably clear-headed, but it seems somehaw to 



xoo by-pass all those questiarrs of struggle and myskry that are at the 
core of the more intense forms of symbolist art. Axrd unlike Ader ,  
who a year later uses much the same language in a passage sf his 
at.ticle on. Le SgmboXisme h the Mercurc?, Denis nowhere refers to 
those komespondences' (between the ideal wortd and the world of 
sensatian) which underlie the necessity of synthesis and give the 
work its meaning. 

With Maurice Denis, perhap even mare than with gmile Ber- 
nard, this resalwtiarx can be attribukd ta religiolrs faith. Denis' 
diaries dusixrg these years when he was an extraordinafily pre- 
cocious young painkr, record what can only be call4 a kind of 
vvilfd innocence, a religiow refuge from any acknowtertgement of 
temptation in himself or eva in the world around him. Although he 
celebrated his marriage with a Nabi ceremony (as well, of course, as 
a Catholic one) and was much involved in the symbolist theatre, 



his paintings fully mirror this state of mind. Evidently for Denis the xor 
meFsage that S4rusier brought back from Pont--Aven in September 
r88gi exemplified in the famous Talisman [g21 painted under 
Gauguin" tutelage and partly expressive of Bemardk favourable 
view of "abstracting from nature', remained within the r e a h  af 
dmign and raised na problem of deeper meaning. Denis' decorative 
compositions show m admiration for Puvis and the Quattrclcenta 
at least equal to his understanding of Gauguin. He shares with the 
other Nabis a fluid arabesque that is at least incipient art nouveau 
(and through. van de Velde has a direet infixxence in its formation), 
a reduction of spaa  through the use of a high horizon line or a 
fitring of the sky at the top of the canvas, and frieze-like anrange- 
men& of vest;ical tree tines and Eigures turned in flatkned profile. 
Everetring is peacefd and harmanious. His scenes, whether classi- 
cal (as in T k  SW& m o d  [8qj, which owes much ta Puvis in its 

go. The Annunciation, 1890. Denis 

profiled heads and reading planes) or Christian [as in The Annuncia- 
tion [go]) evoke a golden. age more innocent than Puvis, and much 
more intimate. His ]@cob and The Angel [g11 in sharp cont;rast to 
Gauguink [ISE(f, simply clasp hands at arnnsylength, while Spring 
f x8gr), which the young Wenq van, de Velde transmuted in an 
embroidery, becomes a quiet garden pa&y, with, as in The Sacred 
Woo&, figures in a classicized contemporary dress, Denis' symbolist 
inkntion is clear: to transcribe his own unquestioning sense of the 
continuing and constant presence of God. h the result the mood 
is sometimes lyrical, but perhaps more often merely domestic. (Val- 
lottars, whose own paintings were ironic in spirit and deliberakfy 



91. Jacob and the Angel, 1892-3. Denis 

btunt in their simplifying styfizations, somewhat cruelly refemed to 
&nis"Holy Virgins on Bicycles'.) ila either case all doubt has gone; 
faith is accepted and need not struggle to clarify itself through being 
expressed ; there is none of that sense of tension as the artist searches 
to make the idea visible in the form which marks the more heroic 
kin.& of symbolist expression. Denis seem to have fled from the 
recognition of sin (sexual or athewise), and in this tight it seems 
ironic that be should have illustrated Verlaine's Sagesse f r 89 r ) and 
Gide's Voyr;rge BWtrrr'en (I 8931, which are among the first symbolist 
callaburations i_n. which the; Ulustrations are conmived as parall& 
evocations (rather than documentation) of the mood established by 
the wriaen word, Xt is perhaps the very confidenw and peace given. 
him by his faith that helps Denis to paint many handsome pictures 
and decorations throughout the decade of the ni~etks.  As he; him- 
self pointed out, after 1891, wit;h Gauguirr" departure, the ge~ere 



syntbetist style of the Volpiuri exhibition of 1889 had softened, and 103 
in the exhibitions af the group at Le Barc de Boumville (I 89 x -6) 
%he ereas of Rat colour no longer appeared wi& such insistence, 
the form were no longer set within, black outlines, the exclusive 
use of pure colour w;ls no more.' Denis' own works continue within 
this ssftened style, made attractive by a command of arabesque and 
subdued colour, but their iconic character Is so gentle and their 
specific imagery so subjected to formal order that the symbalist 
intention hardty masers: they have become part of the decorative 
world of art nouveau. 

The landscap that Skrusier brought back with him ta Paris in 
September 1888 (The Talisman [qz]) was essentially a synthetisd 
picture with expressive colours. It had been painted in the Bais 
dxmsw at Pont-Aven (where earlier that summer Berxlard had 



rotl. paint4 his sister Madeleixle lying in reverie an: the grass, a chaste 
and fully-clothed wood-nymph [581f) under Gauguin" tMdage. 
'How do you see thase trees IXauguh asked him. "ey are yellow : 
well then, use yellow; that rather blue shadow, paint it with pure 
ultramarine ; thew red leaves ? Use vemihoxl. "ut Semsier" was 
also receptive to Gauguink iinsisknce upon the primacy of the 
artist's imagination and the interaction of his mind with rctaliq; he 
was familiar with the nea-Platonic tradition, and was inkrested In 
the occult, and he at once made the connection. It was he who 
named the graup of eorxve&ed friends (it included Bonnard, Denis, 
Ranson, Vallotton and VuiXlatd, and later others), Nabis (or pro- 
pbets), axlh who, wi* Denis and Ranson, provided most of the rit;uak 

93. ar i s t  and Buddha, c.z8go, Rarxsani 



acs well as the theor_v of the group. He knew af Swedenborg, and the 105 
theoy of correspondences, and he read Edouard Schurh's Les 
Crana's Xnitiks (1889) with enthusiasm. Both Ranson and Skrusier 
were interested in theosophy, and like many poets and artis& of the 
period (including Gaugutrrj search4 for common ground in Eastern 
and Western religions, Ranson" CeFxrist and Buddha [93]* which re- 
calls Gauguin" Yellow Christ [''], also includes the sacred lotus of 
the Hindus and m Arabic inscription, symbalie af Moha 
ism, which reads "knighthood of tbe prophets-n reference to the 
Nabis' mystical brotherhood. Xn, the same year S6rusier painted 
Xtiaxlsaxx E94.J in- m haginary Nabi costume studying a sacred book 
ancl holding a medieval-looking erozlier perhaps carved by the 

94. Ranson in Ngbi Costume, r8go. S6rusier 



I 06 sculptor Ceorges Lacombe, the only sculptor of the group [yj]. A;t; 
first the Nabishonthly meetings (from which women were ex- 
cluded) were modish gatherings, with a formalized Ili-tual and 
seriaus discussion of pfirilosopfirical and doctrinal que&ions, but most 
of the members (and especially Bonnard, Vufllard and Raussel) 
were more secularly disposed and after a short time their reunions 
were more relaxed, 

95.  The. Dream, I 892, Laeombe 

Almost from the st& painting tend& to contrast with doctrjlne, 
even for the mystically minded. Ranson's paintings and tapestry 
designs (the early ones executed by his wife), filled with flowers, 
fruit, animals and figures either nude or in medievalizlng Bowing 
dresses mueb like those of Denis, are light-hearted decorations, 
altogether art; nouvleau in style and mood fg61. 

Ranson lived h Paris, Serusier (who had return& to paint with 
Cauguin in Le Pottldu in 1889 and 1890) divided his t h e  between 
Paris and B~aany .  Par him, as for others of the Nabi group - Skguh 
and PiXiger especially - Bdttany continued to hold sorne~ing of the 
mystery it had for Gauguin. Its monumenhs, mehim and roadside 
crucifixes, and its languaw, Gaelic, were survivals of a p~mitive 
past; its people and thek costumes were untouched by modem life, 
and tm ancient faith was m irtdegail part of their daily lives. h 
Brittany one could believe in the consbxrlt presenctn;: of the mysterious 
and the occult, in the spiritad power of original simphcities and h 
the renewal of mcient foms of art. These are the background 
references of Skrxsier's farmyard scenes and Flligexrk landscapes; 
they seek to render 'the mystery that . . . ties at the heart the 
world's oldest humanity, the Celtic race'. Yet, apart &om the u$b of 



certain synthetist compositiond devices, their warks seem do have r Q 7. 
att!~ to do with the original symbolist message or an idealist 
aesthdtic. Filiger's gouaches on religious themes, executed during 
the early I 8gas, with their h e d ,  hieratic compositions and precise 
drawirng based on his admiration af treeernto and quattrocento style 
m d  nndieval stained glass, while they are the expression of a 
sincere mysticism are essentially primitive revivals, as are the wood- 



108 cuts he made for the review L9Ymagr'er (I 894-6) of Rkmy de Gour- 
mont. Onm again religious acceptance hais taken premdence over 
the original symbolist artistic intention : to use the symbolists' own 
terms, the ?iteraryhubject, which was to have been banned, has 
returned in the guise of reference, not to the associations of 
anecdote, but to those of m earlier art, Later, in a series of works 
done around the turn of the century, Filiger on= again reinstates a 
kind of synthetism, now basing its generalizations upon geo- 
metrical order and colour analyses. These Geomett.lic Heads, some of 
which come close to abstraction, are symbolise in, so far as they are 
seen as microcosms of a pervasive universal structure, conveyed 
through the analytic form which inhabit both the figure and ifs 
sumoundiag space and give evidence of their unity. (There is an 
obvious analom here with ce&ain. features of cubism, which Piliger 
anticipates by only a few years.) 

Other membem of the Nabi group were prompted by the same 
reliance on geomeky. Jan Verkade, who had painkd in Brittany in 
the summer of m 891, the yew he arrived in Paris, was converted to 
Catholicism in I 892. XXZ r 897, after several previous visits, he 
entered the Berredictine xxronaskw at Beuron in the Black Forest 
where the monks devoted themelves to painting, following the 
arctnaizing aesthetic of Father Deside~us k n z  'based upon a myst;i- 
caE inkrpretation of Egyptian, early Greek md medieval art [which] 
must have seemed the complete afimation of the less ordered, but 
analogous spirithf the early Nabis. Verkade inkoduced Sdrusier 
to Lenz2heories of %aXy measwements" and Shmsier's 'published 
translations af knz, beginning in zgsq, entered prominently into 
the Nabiskorxcem with geomewic propostions as divine truth." 
Serusier's own little book, L%BC de la peintuue (not published until 
r gz I, with a preface by Mawice Denis, but conceived much ewfier) 
invokes the mystic quafitim of numbers and emphasizes the golden 
section, as a compositions! metbad : "part; fram the style peculiar to 
an individual, a pt3riad or a nation, there are forms of a superior 
quality, a language common to all human intellgence. Without 
some trace of this universal languae, there is no sach. thing as a 
work of art . . . This urxiversaf language is based on the scienm of 
numbers, above d l  on simpie numbers - Mathematics -.- whose 
application to the v&ud ads, necessa~ly sp&ial, is geometw."wn- 
thesis consis& of containing aU forms within that small number of 
forms we me capable of conceiving: straight lines, a few angles, the 
arcs of a circle at the ellipse; kyond that W become lost in the 
ocean of the particular.' So Serusier, like othem of his generation, 
has reversed the diredion with which symbolism began : rather than 
begin the anxious search for symbolic fom from wiLt-rin, Ire r;esb his 
synthesis upon comfomidy to laws outside himself, His belief ixt)+ the 



sqintes rnksures is the aesthetic parallel to the religious conversions 109 
among both writers (Charles Morice is a typical instance) and artists 
d d h d ~ t h e  last decade of the century. 

Throughout the years of the nineties the Nabi group had a direct 
and continuing association with another aspect of symbolism. Even 
within the movement it was frequently remarked that poetry played 
the leading rale and that no, or few, equivalent novels or plays were 
being created. Villiers de I'Isle Adam, author of L 'EV~ future, had 
indeed written for the theatre in the eighties (e.g, Le Nauveau Monde), 
but his work was unprfonned, and he left no French successor of 
anything like his stature, although there were a few lesser figures 
such as Maurice Beaubourg w b  mcasionaily wrote plays. Never- 
theless, there was a symbolist theatre, and the Nabis were closely 
connected with it. 

Realism in the theatre had been led by the energetic Antoine, who 
at the I'h6htre Libre demonstrated his belief in the power of the 
actual. For Antoine the set of a butcher shop had to be hung with 
real hams. The reaction was led by the actor-manager Lugnk-PO& 
who for a time was Antoine's assistant, and by Paul Fort, himself a 
symbolist poet. In the autumn of I 8go Fort founded the Thdhtre d'Art, 
which during the less than three years of its existence presented 
poetic recitations and plays - among others, works by Laforgue and 
Rimbaud, prophets of symbolism, Mallmt?, Maeterlinck, Rachilde, 
and Paul Fort himself. It was for Madame Lcl Mort, by Rachilde, that 
Gauguin did a drawing in early 1891, and it was the Thiktre d'hrt 
that arranged the benefit for Verlaine and Gauguin at which in 
May r 8gx  were presented L'Intruse of Maeterlinck and a Don Juan 
by Gauguin's collaborator Charles Morice. 

LugnBPoG was closely associated with these activities. He had 
been a classmate of Vuillard and Maurice Denis at the Cyc& Con- 
dorcet, and in August I 890 he had assured the publication of the 
twenty-yeard Denis' article on Neo-Traditionisme by personally 
taking it to Art et critique. h 1891 LugnbPo6 shared a studio with 
Denis, Vuillard and Bonnard where together, as he wrote, they 
'read Rimbaud, Gide who was just beginning, Verlaine, Maeter- 
Iinck. Lugnk-P& called upon his friends to do sets and programmes 
for the Thddtre d'Art, but Denis, Ranson and Semsier (as well as Ibels 
and Augustin) were more active than either Bonnard or Vuillard. 
The sets (which have been lost) were true to the principles of sug- 
gestion and indirection of literary symbolism. As a contemporary 
described them, they employed 'simplification of the dkcor, use of 
only those elements indispensable to the creation of each scene, 
stylization, complete harmony of d&or and costume', and, primary 
article in their reaction from realism, 'avoidance of all trompe Ibil'. 
They were deliberately kagmentary statements which called upon 



I r o the imagination, of the audience and so were made to suggest more 
than they portrayed. 

For lack of money, but perhaps just as much because the sym- 
boliszt, ideal, as Fort presenkd it, was essentially non-theatrical, 
having more to do with mood than with action, the Thkdtrct d%rt 
did not fast. But Lugnk-Poe went on, first at the ephemeral 
Bsehoflers (18921, ancl then at the solidly founded (I 893) Thidtre 
afe f'&uvre, to his true mission - the introduction and championing 
in Paris (and even in bndcm) of the modem, symbolist theatre. It 
turned out that this theatre was largely foreign, and no&hern, 
Except for the Belgian Maeterlinck, it was also a theal're in transla- 
tion; its mainstay was fbsen, though Mauptmann, EZjii.rnsen and 
Strindberg were also important, fbsen bad first been played at the 
Thkdtve Libre, where h 1890 Antoine presented Ghosts at the urging 
of Zola, who evidently saw him as a realist. But E,ugn&-Pa4 and his 
friends perceirrd other, more mystical values under the realist sur- 
face, and it was at the Thihtre de f'@uvre that Paris became familiar 
with Xbsen" plays. 

Of t;he Nabis, Denis, Skruster, Etanson and Vuillard were mast 
closely associated with the Thkdtre de l"uvre, but little that Skrusier 
or Ranson did has been. preserved, since they worked mainly on sets 
and curtaias. Denis, who had already done the costumes for the 
puppet presentation of MaeterI&ckk Smen Princesses and the pro- 
gramme for Ibsen's LdgJi.om T"he Sea given at the Esehaliers in. 1892, 
drew programme designs and also the sets for the pedarmance of 
Alfred Tarry's Ubu Roi, given at the Thd&tre de lt&uvre in 1 896, eight 
years after the Nabis coliaborated on its puppet performance at thek 
TkBdtre des Pantins. 

VuiEfard's sets (for Rosmersholm and The Master Builder, for ex- 
ampfe) have also been lost. The style of his lithographic programmes 
is much like that of the more familisrs posters sf the period : scattered 
colour, elliptical drawing and witty representation, all put down in 
apparent casual improvisation. Its pwpose was to tte picture and 
text &gether into one visual whole which neither would dominate. 
In this id succeedc;d brilliantly, but one may well ask what relation, 
if any, such a light-hearted style more generally assaciated with art 
nouveau, bears t;a symbolism 2 The tone of Vuillard" pmgrarnmes is 
rather gay, and they convey lit;t;Ie of that sense of tension, and of the 
hidden forces of destiny and desire that control the fate of %sents 
characters, and of which they are the symbols, But the fusion of 
letter and line into a single image may welt have something to do 
with the theory of comespondence among the arts (rather than 
between essence and appearance) which had inspked Rimbaud's 
famous sonnet of the vowels. It was an essential part of the common 
symbolst inheritance from BaudeXaire ; Gauguin had discusged it in 



his Notes Sgnthe'tiques, and Van Gagh refers to it. It was, afkr all, I 11 

the wish to apply and extend this theory that inspired the 'perfume 
accdmpaniment"o the pefiormance of Maeterlinck" Ltes AveugIes 
(and perhaps also to Roinard" Song of Songs) in 1891 at the 
Tkthtrc: d 3 ~ 1 - t .  All: in the group were familiar with Wagner and the 
Cesamlkunsfirverk (Skmsier, in 1889, had written Wagnerb '"6e;do' 
on, the wall of the inn at Le Pouldu) and in their coilabaration on 
costumes, sets and programmes they were, in. their awn delicate, 
intimiste --- and in the puppet theatres often ironic - way, far re- 
moved frorn the grandiose and the sententious. 

VlxilIard and Bonnard were among the first to receive the message 
Serusier brought back frorn Brittany in, September r 8 8 8 ; Alberl, 
Aurier included them in his long article on Les SymboIistes in the 
Revlae encyclopddique in April 18qz; they were familiars of the 
symbolist miEieu. Vuillard was a friend of Mallarm6 and Borrnard 
throughout hits Xife, read Mallarm&% poetry with ageetionate atten- 
tion. But to what degree did they share in the aims of symbolism? 
Maurice Denis noted that 'Far Vuillard the crisis caused by the ideas 
of Gauguin fasted only a short time, and Ere and Bonnard (Le Nabi 
tr4s japonard) were perhaps the least theoretically inclined of the 



group. Compositionally, t;hek early work is, of course, 'spthetic" 
in its tendency: it employs the flattened space, sihomtted bodies, 
cantinuom outlines of the style, and to reinforce its decorative 
aspect often does away with the horbon line, But these element;s, 
although they sccw in some symbali& painting, are not specifically 
sy bofist in character. Rather, like the tall and nanrow propartions 
bo r h painters .soften use to contain the lively vibrations of an im- 
pressionist sudace, they are stylistic features which begin to evolve 
in the late eighties under I;ap;me~ inspiration, and which con- 
tdbute, in the nineties, to the formation of art nauveau. 

Because of their subjects - friends and family in everyday set- 
tings and occupations, interior scenes piahted at close range and on 
a smaXX scale - they have been called intimistes. In this there is 
nothing inherently sy mbalist. But many of Vuill mdk early can- 
vases (e.g. Two Women by LamyIight; [973) and a few of Bomard's 



sugges that the Xavingly rendered sudace of this familiar environ- I r 3 
ment. *pith its pleasures of shape and colour and texture. is just that 
- a surface. The objects and the Rgmes, treated so mueh alike, 
though they. seem to dissolve, are held together in a tight and 
claustrophobic space, at once separated and bomd into a rigid 
structwe, (Sometimes his actors do not even have room to stand 
upright - a device he may have [earned from Bume-fanes, whose 
work was weEl k n o w  in Paris at this time.) There is something here 
of Mallarm&" s inuk  observation of aesthetic sadace, and his de- 
votion to the effective sum of infinik suggestion, the indirect glance 
which catches reality unaware. Bonnard, especially, intempts his 
descriptions as digerent foms impinge upon his consciousness, pro- 
ducing the visual eq\;livalent of MatEarmkk iirrlermpkd, parenthet;l- 
cat phrases designed for simultaneous, rather than sequential, 
reference. His style thus parallels what Huysmans in A rebours called 

gg. Lsr dame en dktresse, I 8 82. Ensor. 



I xq the poet's '"adhesive language, solitary and secret, fuil of retracted 
phrases, elliptical figures, audacious tropes'. Vuillard" ssltrong mn- 
trasts of artificial light, whose source is ofkn within the picture, not 
only flattens out form in the synthetist manner, but aisa heightens 
the sense of spatial confinement. In the end a heavily laden psycho- 
logical atmosphere pushes through the surface of domestic ordinari- 
ness, unifying the whole with a sense of charged personal relations 
more real than any analytic phenomenal observation. 1983. For all 
the differences of scale and milieu, the interpretative egects are 
much like those of Ensor, who a decade earlier, In La Musique russe 
1351 and i5u &me en dktresse [ggJ, transformed the traditional 
t-ealistic rendering of middle-class genre with undertones of silent 
awareness and tension, of isolation and unspoken carnmunication. 
The ambience af these works is similar to that which Maeterlinck, 
though he employed a mare stylized and artificial language, strove 
for in what he catled 'static2heatre of everyday life, whose drama 
fay not in decisive actions, but in continuing unspoken tensions. 
Vuillardk pahtings, less sombre and more intimate, also hint at m 
undeclared, and sometimes oppressive, communion, the true 
reality of the familiar scene. This is the (symbolist) quaIit;y that 
Vuillar8 loses in his more objective inkriors and portraits after the 
turn of the century. 



Suggestion, 
e r ,  D r e m  

" . . Suggestive art is embodied in the provocative art of music, but E have 
also made it mine by a cambination of disparate elements juxtaposed and 
of forms transposed or altered which, free of any contingencies, neve~he- 
less have a logic of tbeir own,"Redon, 1898) 

'The sense of mystery Iies in always being in the equivocal, in double and 
triple aspects, in the surmisal. of aspects (images within Images), forms 
which wilt come into bdng, or which wilt exist in accordance with the state 
of mind of the spectator,"(Redon, r 902) 

Perhaps more than any other artist of his tirne Qdifon Redon lnked 
the related worlds of graphic and literary symbolism. Older than, the 
other symbolist painters, he was a contemporary of Mallam4 and 
from the time they were introduced by X-luysmabs (at a Wagnaer 
concert in ~ 8 8 5 )  his very gsod friend - his 'ally in art', as Redon 
wrote at the poet's death in r 2398. Some months before they met, 
Mailarm6 wrote to Redon that the titles of his lithographs went 'to 
the heart of the matter? a& towards the end of his Ufe he chose 
him to iUustrate Le Coup de dks, his culminating poem. They led 
similar, outwardly uneventful lives, combining domesticity with 
intense devotion to their art: it was a casanr'er existence in, which, 
said Redon, 'the will alone maintains the equilibrium, along oppos- 
ing roads travcllted by neither bourgeois nor bohemian.' Huysmans, 
who had praised his first exhibition in 1881, was also an. intimate 
at this tirne, 

The famous passage in A rebours (1884) (which also celebrates 
Malfarmk) describing the gallery of "decadent' art gathered by the 
hero des Esseintes gave Redon a symbolist notoriety. Far Huys- 
mans, who linked him with Moreau, Redon was above all a "per- 
verse" artist whose drawings, beyond the bounds of painting, in- 
novated 'a very special fantasy, a fantasy of sickness and delirium" 
and were of interest for this very reason;. Though Redon regretted 



a 16 this overly Eiterary (and naturalist) interpretation he remained in 
touch with the writers. What have I put into my work to suggest so 
many subtleties to them 2' he asked in his journaX in 1888. l placed 
a 1it;tle door opening on mystery. 1 invent& some Jjtctions. It is for 
them to go fu&her." 

During this pefiod, although natwally retiring, Redon also im- 
creased his contacts among the painters. He was a founder of the 
Indgpendants in, I 884 ; he was included in the r 886 'impressionist" 
exhibition, where he met Cauguin, who admired his wo&. 
h that same year, Th6adort: cle Wyzewa, voicing the attitude of 

the Revue wagndrienne founded In I 8 8 5 by Bdouard Dujardin, and to 
which Redon contributed, cited him (md Moreau) as one of the 
newly oriented 'symphonic painterskho through 'emotional signs 
. . . suggest to us the precise sensation of visions" The yomger 
members of the synthetist group honoured him as a s a p  and 
prophet. Aurker, in 1892, hailed Redan as a precursor and noted 
how his "isdaint for materialistic imitation, through his love of 
dreams md  of the spirituat%had had a strong, if indirect, effect u r n  
the "ew artistic souls of today'. 

Denis called him 'our Mallarmkbnd later wrote that Redon's 
manner of thinking had helped to orient the art of 1890 towards 
idealism. Xt seems significant that at the banquet in, honour of jezm 
Markas (February 1891) he was seakd between Seurat and Gau- 
gufn, who at that time were no longer fdends, He was much ad- 
mired among the Belgian symbolists (he first showed with Les X X  
in r 8 8 6)* while Arthwl- Symons called him a French Blake, And like 
so many members of his milieu, both witers and painters, Redon, 
about jc 89 5 underwent a religious crisis ; in his case, fitrtunateiy, it 
aEecM the subjects more than. the mmner of his art. 

'Suggestion', 'mystery', '&earn" These key concepb of sym- 
bolist aesthetics are cmcial, also far Rdonk art, His h s t  lithogaphic 
series is called Dans Xe dve (1879); h Nuit appears in 1886, and 
Songes in 1891, while three otthew, the Poe (1882). the Gaga (r885), 
and L-fie ETIL;"uYs du mal (1890) are dedicakd to art;ists of s'xmila 
imaginative bent [roe]. In the spirit of spbotlsm, Redon, although 
he admised Pissarro, objected to the literalism of the impressionis& : 
his strictures on %the law-vaulted edificebf tfieir art makhed 
Cauguin" charge that they 'neglected the myskrious cenkes of 
though&?. Redon described his own work as 'suggestive art: [which) 
is like m illumination of things for dreams, towards which thought 
is also direckd . . . [Et] can fulfil nothing without going back 
miquely to the mysterious play of shadows and the rhflhm of 
imagimativefy conceived lines."My sole aim,%he wrote to his k t c h  
patron Andrk Borger, 'is t;o instil in the spectator, by means of 
mexpeckd alluremen&, all the evocations and faseinations of the 



soo. likhorizan, f'ange des wrtitrrdes et, dans le ciel sombre, 
un regard interrwateur, r 882. Redon 

unbawn on the boundaries of thought"2n the purity of their 
symbolist doctrine, these phrases seem to echo MaElarmb. 

Huysmans, generally more concerned with subject thm with 
style, viewed Redon's art in very literary terms, and part;ly because 
of this Redon had to fight against the XabeE of ilustrator, although - 
as the dedications of his lithographic series show --- both literature 
and some aspects of evolutionary science were essential ts his 
imagination. He insisted that his titles were only vague and in- 
determinate attractions far the imagination ; fie was consciam of 
the %&et of abstract line acting directly on the spir"la, and from 



I 18 Delacroix, the hero of his youth, he, like Seurat and Gauguin, had 
learned the expressiveness of tone and colour. Yet Redon is never a 
synthetist in the manner of Gauguin and his younger Nabi friends. 
As imaginative and suggestive as his creations are, and as directly 
visual in their impact, their details still continue something of the 
naturalism of his own earlier generation, He said of himwlf, 'my 
whole originality . . . consists in having made improbable beings 
live humanly accor&ng to the laws of the probable, by as far as 
possible putting the l~g ic  of the visible at the service of the invisible 
, . . Any time that a human figure cannot create the illusion that 
it is, so ta speak, going to step out of the frame to walk, sit, or think, 
truly modem art is misstng."~ syntlxetist, conceiving his 'plastic 
equivalents' of the ideal world in terms of simplification and 
generalization, invoking parallels with the stylized decorative uxli.ty 
of the primitives, would make such an. analysis. Thus Redon, 
despite the formal analogies he draws between. the suggestive 
powers of music and painting, is a d@en=nt sort of symbolist. The 
surrealists were not wrong when they named him one of their 
ancestors. 

They could have subscribed to Redon's own. "mall banal aphor- 
ism [of 18985 : nothing in art is done through the will alone, every- 
thing is done by docile submission to the argvaf of the mconseious." 
And they too could have added, as Redon did in 1903, 'When X saw 
this mysterious agency of art, X treakd it with great respect, but also 
with an imperturbable clairvoyance.3t is true that Redon's space is 
never really a dream space with its violent distortions of perspec- 
tive, but rather a natural space in which some misplaced objects 
make their appearance : nor does his sense of the equivocal include 
the formal ambiguity and suggestion of the surrealists. But there is 
the surprise of alt;ered scale and unexpected association. Gauguin, 
taking issue with Huysman~' likrary interpretations (in Certains, 
1859). said that with Redan "dreams become a reality" a very sur- 
realist attitude. h contrast, Gauguink formally expressive symbol- 
ism, because it maintains its distance from malit-y, lays the gaurzd- 
work for even greater styfization and, eventually, abstraction. 

If Redan's insistence upon. what he caUed an intellectual art - as 
opposed to m art, of sensation - is essentially symbolist, so are the 
particular forms shaped by his ixnaginatbon. Long before Wuysmarrs 
associated them in h rebours Redon had been inspired by Gustave 
Moreau, whom be considered a painter of ideas, but whose accuracy 
in the sepwate parts of his imaginary combinations is close to his 
11~7n. (Later Redon changed his mind, because he judged him cold 
and 'celibate', out of touch with Xife.) He was first impressed with 
C:kdr"pus an& the Sphinx, shown in, the Salon of 1864. In two of 
Moreau" best-known pictures, the Thritleian Maiden with thR Head 



ror. Thracian Maiden with the Head o j  Or;pheus, 1865. Mareau 

ofO~;pheus [x.or] and The Apparition (c, r 8 751, Redon famd the initial 
artistic source of one of his most pervasive motifs : the isolated head, 
a fragment conveying a symbolic meaning [roz]. It appears as 
early as 1869 in a crayon drawing, and (usually several times) in 
every fithagraphic suite beginning with h n s  le ugve (1879)~ Char- 
aeteristicalily tbe head carries no specific alllegoric or religious refer=. 
enee (a: few dimes it is the head of Christ;). Much mare generally, it 



zza suggests, without bekg named, the soul ctl: the intelligena, strug- 
gling to free i-tself of its corporeal inheritance and tr.s rise towards 
union, with a pantheistic spirit. Thus a sehes of beads of increasing 
par& and classicism float upwards in Germination (&ns b r6w, I I ) ,  
r 8 79 f a  031, whose title, like that of the first plate - Eclosioion --- may 
come: from a passage in. Baudelairek stu* of Vidor Hugo; and 
small heads again ascend irx N'g a-t-il pas un monde invisible (Le 
fur&, V ,  I 88 7). Often this meming is amplified by an evalutionq 
reference, as when a head burst;s fo* from a @ant in La FXeur du 
markcage (Hommage it Gaya, 11, 1885) [1a4), or from an insect in 

Une longue chrysalide couleur de sang ( A  Gustave Flaubert. I!. 1859). 
In most of these instances it retains something of that dquivoque so 
important to Redon, and SO remains symbolist - i.e., within the 
realm of suggestion. The attituh that lies behind the suggestion is 
made mast specific i-n. the frontispiece to Arrtdrb Mellerio's short 
essay on L%rt id&arlis& fxo5], where the head, looking upwards, is 
closely encircled by a warm-like creatme with hurnm eym; here 
the double referearn of art; and sod - an idealist musical art. sOnce 



r 03.  Germination, x 8 79. Redm 

there is a. reminiscence of Orpheus - attacked by ea&hly farces of 
dest;ruction; is quite clear, so explicit, indeed, that (like Gauguin's 
Sev-firtrait with Halo f8al) symbolic fusion has been spelled out 
and become an allegory sf symbolism. 

Ofkn, throughout the many lithagraphs of these two decades, 
Redsn refers to the presence of the ideal, invisible world in an even 
more concentrated image: all that remains of the head is the eye, 
pure, penetrating intelligence, l k e  the head, the eye smggfes to free 



xoq. La Jeur du markcage, une CB& humafne 
et tviste, 1885. Reclan 



106. Lbceil, comme un ballon bizarre, se dirige vers l'ceinfirri, 1882. Redan 

itself from matter (B y eut put-etue une vision prrmikre essagde dans ia 
fleur, Les Brigines, ZI; 1883) and to rise in the evolutionary scale, or 
to Roat heavenwards (Vision, Dans Ie rdve, VIETX, x 8 79). and with its 
power of intelligence carry the mind towards EL union with the 
infinite [xotif . 

PemonaE in their invention and fantasy and in their apparently 
obsessive recurrence, these uses of the eye and the head to suggest a 
penetration of outward appearances nevertheless belong t;a the 
period, just as Redon" fascination with black in his lithographs can 
be found in the crayon drawings of so different an axlt;ist as Seurat. 
The traditional concept of the eye as the window of the soul is also 



li 24 given a new intensity (in very digererrt ways) by Ensor, Khnopff and 
Munch, and the head as symbolic fragment is notably employed by 
Rodin, and later in works that continue aspects of symbolism by 
Brancusi, the first of whose memarable series bears a remarkable 
resemblance to an early Redon drawing, naturalistic in its detail, of 
a chiid's head lying on its side. 

Redon" interest in evolutionary development was first stimu- 
fated by his friend Armand Glaraud, a botanist concerned with 
organic forms on the borderline between plant and animal life. This 
interest continues throughout his life, but at feast until rgoa his 
interpretations, aIthough they are consonant with his sense of a 
striving far an ideal, are oRen more ironic than positivist: in their 
tone, The false evolutionary starts (llI g rs peut-&tre une puemi2re 
humanit& essagie dam Ia fleuv fusar'n, c.18go) appm again in the 
'vain. victorieskof his centaurs and sirens, and are continued in the 
failure of Pegasus and the chariots of Phaeton. (which stem from 
both DeIacroix and Moreau) v\those immense desire to rise only 
causes them to fall bacikwads. This duality is best seen in his 
renderings of Satan as the heroic fallen anget, symbol of man's 
divided personaEity [ray]. h all this Redon is very much af his time, 
as he is in a mysticism which invskes the Buddha as well as Christ. 

107. GXoire et louanp d toi, Satan, 1890. Redon 



r 08. Detail of The Gates af Hell, r 880- r 91 7. Rodin; 



tn common with many other poets and artists of the period Redon 
was strongly influenced by BaudeEaire whom he had read as a 
young man and for whose Fleurs du mal he did a suite of lithographs 
in I 890. Perhaps this is one of the reasons why his moral atmo- 
sphere is neither that of the believing optimist (Maurice Denis) nor 
his opposite the satanist [FeXicien Rops) af the bifack mass. Despite 
all the obvious disparities of medium, scale, physical energy in the 
farm, and of alegoriic reference in, the subject (as well as of self- 
image in the artist), the closest psychological. parallel is with Rodin's 
Gates ctf Hell, whose working oat Is contemporaneous with the tvva 
decades of Redank lithographs fla81. For Rod& too Baudelaire's 
poetry was an important stimulus, and although his emphasis is 

log. La mort : mon ironie ddpmse, 1889, Redon 



upon heroic, Sisyphean eEort rather than resigned romantic irony, r 2 7 
there 4s a similar Baudelairean atmosphere of division within the 
soul and finally despairing struggle. This is especially true in 
Redon's two series A Gustave Flaubert (1889) and the Tentation de St 
Antoine I: r 896), where there is also a format parallel: small figures 
emerge from an immense darkness, and are briefly fit, only to dis- 
appear again, their symbolic materiality once more drawn into a 
void that is of another world than this one [xog]. 

Redon transposed many of his lithographic themes into his Iater 
pastels and aiEs. The insect and the flower world reappear, there are 
heads that Float in space, and Apolo's horses that rear again& the 
sky. But though many of' these themes are also common with other 
symbolist artisb (one thinks especially of Maeterlinck's studies of 
Rowers anid insects, of GaXleb Ddcsr symboliste, itself influenced by 
BaudeXaire, and of Georges Rodenbacltk central theme of Silence 
that Redon also painted), the colourfuf paintings of post-lqoo are 
more decorative than intense. Perhaps here, as elsewhere, sym- 
boljisrn has been: attenuated by the looser, more Rowing forms of art 
nauveuu and its less 'intellectual2ntentions. 

X e  is, nearly always, a symbolist . . . feeling the constant necessity af ctsth- 
iag his ideas in precise, ponderable, tangible farm . . . In nearly aff his 
pictures, beneath this morphic: envelope, this very BeshIy flesh, this very 
material matkr, lies, for the mind which knows haw to see it, an. Idea, and 
this Idea, the work" essential basis, is at: the same time its effitcient and its 
final cause.' (Aibert Aurier, r 890) 

'It is rather like this that X ought t;8 be, rather than the sad reality of how 1 
do i'eel."Vincent Van Gogh) 

Vincent Van Gogh arrived in Paris early in r 886. There he experi- 
enced his first direct contact with impressionism, of which he had 
head from his brother Theo, but had not until then actually seen. 
He was quickly captured by the innpressianist;sYove of Eight and 
colour and by their technique of the braken brush stroke : '. . ... though 
not being one of the club, yet, f have much admired certain im- 
pressionis&' pictures,* he wrote in mid-1886. Prom then, on until 
his death four years later he thought of himself as an impressionist, 
but an impressionist with a diaerenee. That diftererrce is evident 
enough in the enormous intensity and expressive energy of so many 
of his paintings, where both line and colour take on a life of their 
own, are impelled besides by some further energizing force which, 
using them as medium, makes its existence known and felt. The 
struggle between these two compulsions, the one grounded in the 
necessities of realistic observation, the other desirous of imaginative 



128 freedom, determines Van Goghk uneasy relation to the symbolist 
tendencies of his period, The inknsity of the landscapes is such that 
their tennperameM seems to be less that of the observing artist, 
selecting those moods and corners of nature congentat to his feel- 
ings, than of the insisknt pantheist temper of Mature herself, not 
to be denied. Vincent's letters made it clear that however the un- 
conscious balance of these impulses changed and shifted, he was 
well aware of them and, like any other a ~ i s t ,  used them for his 
conscious purposc;s. 

Van Goghb brief two years in Pafis (March 1886 through 
February 1888) coincided with the emergence of literary symbal- 
Ism ; but though pictorial symbolism was nascent (as we now know) 
it was not yet altogether evident, h these months, under the impad 
of the bppllein-ax'u>aindings to which his brother Theo 'tntroduced 
hirn, his previously dark palette lighkned, his aM;itude towards his 
subjects became mwe objective, he was influenced by Japanese 
prints, and he briefly became, in effect, an impressionist. Through 
Pissarro and Simac he learned much about neo-impressionist 
colour theory, Seurat he met only briefly on a visit to his studio 
just before leaving Paris, although his 'personality . . , and his 
beautiful great cmvaseskemained vividly in his memory. The reaXIy 
lasting contacts he established were with Gauguin and the enthusi- 
astic young gmile Bernard. Once having moved to Aries. Van Gogh 
invikd them both to join hirn in establishing his dream of an 
'atelier of the south'. Xaernad never came, though there was a con- 
tinuing exchange of letters and paintings; Gauguixl, of course, 
financed by Theo, spent the two fateful months of November and 
December r 888 with Vincent in ArIes. 

These two friends brought Van Gogh his closest contacts with 
symbolist practice - and theory: the former he adopted only 
sporadically (and never compIetely) ; passages in his letters seem to 
imply ideas akin to the fatter, although, there is no evidence of his 
ever having concerned himself with its philosophic: bases. But the 
implications of their art and argument were certainly congenial to 
his previous intentions. Even before coming to Paris Van Gogh had 
been familiar with the ideas of DeXacmix and Charles Blanc ('I am 
completely absorbed in the laws of cotour"EMovember 1885]), and 
interested both in the technical questions of harmony and lumi- 
nosity and in the expressiveness of colour, %us he writes to his 
brother from Nuenen: 'Colours . . . indeed have something to say 
for themselves . . . Suppose 1 have to paint an a u t u m  landscape, 
trees with yellow leaves. AEE sight .-- when 1 conceive it as a sym- 
phony in yellow, what does it xna~er if the hrrdamental colour of 
yellow is the same as that of the leaves or not .3 It matters very little 
. . . Colour expresses something in itsg@, one cannot do withokt this, 



one must use it; what is beautiful, realty beautiful, is also comect,"~zg 
So it is not surprising that already then, in 1885, he had a strong 
feelink for 'the relation between our colour and Wagner's music'. 
and had remarked to his friend Rappard that Delacroix had said 
%hat one must get one" sstudies from nature, but that the ultimate 
picture owht  to be made from mremorg" In Arles, in the summer of 
r 888, he explains that Ye&ilized" by the ideas of Delacrofx (whose 
Cltln"st in the Boat "peaks a symbolic language through colour 
alone" he is returning to ideas he held before he knew the impres- 
sionisb, and is using "colour mor-e arbikarily, in order to express 
[himselfl forcibly" He then describes how he would like to paint the 
portrait of an art&t friend, 'a man who dreams great dreams', 
beginning Yaithfully', but then going on 'to be the arbikary 
coIourist" exaggerating to get oranges and yellows in the hair to 
set off against the 'infinity' of" a plain blue background, and so 'by 
this simple combination af the bright head against the rich bXue 
background [to] get a mystedsus eEect, like a star in the depths of 
an amre sky', Here Van Gogh, expressing a preoccupation that will 
have its definitive fomulation in The Starry Night f x I 51. employs 
certain key words (2ixrfiatte', '"azure', knnysterious" of the symbolist 
vocabulary. 

Even at this date, however, his meaning is perhaps less specifi- 
cally symbolist than generally pantheistic, in the sense (as Mvgren 
has suggested) of his early admiration for Whfman who, it should 
be remembered, was also invoked by the symbolist poets, among 
them Mallarmk and Maeterfinck. Such pantheism, or vitalism, is 
indicated in Van Gogh" letters long before he could have come into 
contact with any theoretical symbolism - though he had read 
CarTlyle. From The Hague (in r 882) he wfites to his brother: '. . . .tn 
all aature, for instance in bees, I see expression and soul, so to 
speak. A row of pollard wiflows sometimes resembles a procession 
of almshouse men. Young corn has something inexpressibly tender 
about it, which awakens the same emotions as a slet3ping baby." 
Sinm he reads into nature such human emotions, he wishes to Itsans- 
mit them to his own works, so that the viewer may read them out of 
the painting and so share that sense of participation. in universal 
feeling (which more detached observers call the "athetic fallmy". 
Thus, again fmm The Hague, he notes: '. . . X  tried to put the same 
sentiment into the landseaw as X put into the figure . . . I wanted 
to express something of the struggle for life in that pale slender 
woman's figure as weEl as in the black, gnarIed, knotty roob*" 

Van Gogh was thus not unsympathetic to the expressive styliza- 
tions that his friends were urging upon him. He wanted more than 
'academic correctness': '[Millet, Lhermitte and Michelitngelol) are 
the real artists,%e wrote h ~ 8 8 5 ,  because they 'paint things as 



I r o, Portrait: of Eugene Bach, T 888, Van Gogh 



t he8 feel them . . . [My] great longing is to learn to make those veq r 3 m 
incorrectnesses . . . lies, if you Ike, but truer than literal truth,' Yet 
Van Goghk feeling for nature, his intimacy with id, was such that 
despite these leanings, which seem to accord with the messages 
from Brittany, Vincent could not bring himself, in practice, to fallow 
the theoretical arguments being urged upon him in his friends' 
leaers. Writing to Bernard In early October r 888, he promises him 
a study he has just made which, however, he will not sign, since it 
has been done from memory. And then he explains: '. . . X, cannot 
work without a model. T won't say that f don't turn my back on 
nature ruthlessly, h order to turn a, study into a picture, arranging 
the colours, enlarging and simplifying : but in. the matter of form X 
am too afraid of departing fram the passible and the t;rue." 

This suggests that, iike Giluguin, Vincent: detached coltow from 
fine in the construction af his painting, which, given. the character of 
his style, is a surprising separation. He was willing to be more arbi- 
trary, and so more kexpressive7n the use of colour, while fie was 
reluctant to emplt>loy the haear 'abstraction3eidg developed in. 
Porrl- Aven, 

We know that in the months before Gauguirr's arrival in Asks 
Van Cogh executed three famous paintings, very diEerent in the 
mood they were intended do convey. He told his brother that these 
pietwes "carried on, the style of the Sower" which was a 'first 
attempt30 use 'colow not locally &ue from the point of view of the 
delusive realist, but colour suggesting same emotion of an ardent 
temperamente fn each of them he emplayed colour towards a mai-e 
specific expressive purpose, (We will examine later how far his pur- 
pose may also be called symbolist.) The first of these is the podsait 
of the Belgian painter Boch, whose blond and yellow tones he posed 
'aaginst a starry sky of deep ultra marine"^ r of. The same letter to 
his brother explains the attitude embodied in, this work: 'h a 
pictwe X want to say samething codarting, as music is comforting. 
I want to paint men and wamen with that something of the eternal 
which the halo used t;o symbolize, and which we seek to convey by 
the actual radiance and vibration af our coloudn.g.%nd he later on 
describes his hopes in broa8er terms : 
. . . to express the love of two lovers by a weddlng of two complementary 
calours, their mingling and their opposition, the mysterious opposition of 
kindred tones. ?"a express the thoughts of a brow by the radianet: of a light 
tone against a sombre background. 

To express hope by some star, the eagerness af a soul by a sunset 
radiance. Certainly there is no delusive realism in that, but isn't it some- 
thing that actually exists 7 

The method of the Night Caf6 [m I IJ is the same, but its colours 
coavey a contrasting message : 



1 have tried to express the terrible passiom of humanity by means of red 
and green . . . the idea that the cafk is a place where one c m  ruin oneself, 
go mad or commit a crime. So X have tried to express, as it were, the powers 
of darkness in a Low pubfic house by soft Louis XV green and malachite, 
contrasting with yellow-grem and harsh blue-greens, and all this in inan 

atmosphere like a devil's h r n a e ,  of pale sulphur, And all with an appear- 
ance of Japanese gaiety, and t-he good nature of Tartarin. 

"I"us, before the arrival of Gauguin in Arles, Van. Gogh is using 
expressive colour in his o m  meaningful way. He was conscious of 
an innovative undertaking that yet had its roob in tbe past: 'I do 
not know if anyone before me has talked about suggetive colour, 
but Delacroix and MontieeXIie without talking about it, did it."And 

111. N@hl Gaft, 1888, Van Gogb 

on this evidence, one may question that he wits learning much 
explicit thesry from the letters of Gauguin and Bernard.) He was 
aka, perhaps, somewhat doubtfd a b o ~ t  what he was doing, while 
clear that he was being true to his awn deeper impulses. The Nbht  
Cafk, he says, 'is aoe ctf the ugliest [pictures1 1 have done. It is the 
equivalent, though digerent, of the Potato Eaters.' And two letters 
later there is a revealing sentence: "xaggerated studies like the 



Sower and like this Night, Cajk u-sualfy seem to me atrociously ugly 133 
and bad, but when 1 am moved by something, as now by this little 
article an Dostoevsky, then these are the only ones which appear to 
have ""ny deep meaning." 

Van Gogh carries out a third picture in which as he says 'colour 
is to do everything" This is the view of his own Bedroom [rrzj, 
painted in reaction and as a contrast to the 'tterriMe passianskof the 
Night Cafd. In it, shadows and cast shadows are suppressed, "colour 
is t-r, do everything, and giving by its simplification a grander style to 
things, is to be suggestive here of rest or of sleep in general" Cer- 
tainly the restfujtness of this composition is relative ; Van Gogh plays 
the drama of receding space against the flattening close-up impact 

r x z, The Artist 'S Bedroom at Aules, I 8863. Van Cogb 

of bdght shadowless colour and strongly delineated farms, and 
through his response these familia objects nea-t-ly become animate 
personagW. Only he could find such inteasity restful. 

What does Van Gogh mean when he designates as 'ugly' pic- 
tures as different as these three 2 He says he knows that what he is 
doing is contrary t;o impressionism. He is conscious that by omis- 
sions and reductions, and by exaggerations, he has transformed 



134 individual objects into types; they are something other than remi- 
niscences of the seen and remembered, and are made to 'express 
something in themselves" Thus they go beyond the observation of 
nature, and even beyond 'alf the music af the colour' that be strives 
for in othw, rnore relaxed paintings towards a symbolist fusion of 
form and meaning, (Thou& in the somewhat later Bereeuse [early 
18891, which in Dutch he called 'a lullaby', his purpose was to 'sing 
a lullaby in. calaurs' to match the subject.) 

Xt is then clear that Van Gogb, in both intention and achievement, 
was no longer an impressionist - not even an impassioned impre- 
sionist - before Gauguk joined h h  in Arks late in October 1888. 
Gauguin seems to have influenced trim in two ways: in a feMI pic- 
tures (e.g., Novel Reader in a Libmrg or E"A.rIdsiennef he tried out the 
heavy contours which Gauguin and bmard  {whose Breton VVomen 
in a Meatiavv 1863 Gauguiin had brought with him) had been ern- 
gloying in Pont-Aven. And, more important, at Gauguin" urging 
he began to work from xrrernov because, or so he felt at feast briefly, 
'canvases &om memov are always less awkward, and have a rnore 
art;istic look'. As he wrote to his sister, Gauguin 3tromgfy encour- 
ages me to work ofkn h r n  pure imagination" .us, in a eorn- 
position very like Gauguink steeply fising perspective and angular 
view, he pain& A Memorg of the Garden at Etkn [I a 31, in which, as 
he wrote, 'bbiizsxme Xines, purposely selected and multiplkd, may fail 
to give the garden a vulgar resemblance, but may present it to our 
minds as seen in a dream, depict;ing its character, and at the same 
time stranger than it is in reality'. mese words must closely re- 
semble those with which Gauguh expounded to Vincent the ideas 
which he and Bernard had been develoflng, and which, at the 
moment, could not; fail h have a sl;rong impact. Van Gogh felt (as 
he later explained) that his friend was "something like a genius" 
when he was explaining t;hese things, and he was receptive to the 
fudher development of his own pvfocls inclinations. But here too 
the in8uence was sbo&-lived; this was not his way of workhg, his 
relation to nature was too deep. 

Just before Gauguln's =rival, as we have seen, Van Gagh had 
already responded to simila suggeslions Erom Bernard, saying that 
he could not work without a model, and lacked their 1ucidit;y . . . 
in . . . abstract studies" h St Rkmy, when he resumed painting 
alter his Arst attack of illness he recalled that d u ~ n g  Gauguin" stay 
he had once or twim given himself 'free rein with abstractions" But 
now he knows better: 'it is enchanted ground . . . and one soon 
finds oneself up against; a stone waif'. In his struggle with his illness 
he had t;a retain his grip upon nilCure and he Yound danger h these 
abstractions'. His objections, bowever, are more than personal. At 
this time Bernard had turned towards a style af medievAizing 



113. Memory of the Garden at, Etbn, 1888. Van Gogh 

visionary expressioniism (in the manner af his  pie^) and to Van 
Gogh this was anathema. His own direct religisus feeling for 
humanity had been rejected by the church, he had transferred that: 
feeling to his painting and he had na use for a religious art which 
was out of touch. with the realism of modern life. Although, as he 
said, "sometimes religious thoughts bring me great consolation', the 
bages  in which he east them came not from .trraditionaE icons but 
from his feeling for nature and for those simple people who were 
part of it, and whom be knew much better than Gauguin knew their 
Breton counterparts, Par him, Millet, because he rendered the 
peasant with sympathy and understanding, was 'the voice of the 
wheatband a 'believer" In Van Gaghk awn works peasant figures, 
heightened and made monumental, could become symbols af life 



and death, as far example his Recrper [I 14.1 - 'ail yelfaw, kmibly 
thickly painted" '. , .. X see in this reaper [he wrote in. Septekber 
z88gf a vague figure fighang like a devil in the midst of the heat to 
get to the end of his task - X see in him the image of death, in the 
sense that humanity might be the wheat he is reaphg. So it is, if 
you like, the opposik of the sower f tried to do before. But there is 
nothing sad h this death, it goass its wily h broad daylight with a 
sun fiooding evewhing with a light of pwe gold." 

I rq. Reaper in a Corrlfleld, r 889. Van G ~ g h  

So id  is not surprising that he deplored work which was 'gone on 
the primitiveshnd wrote to Gauguin and krnard that he 'was 
astonished at their letting themselves go like that" He tofd Bernard 
that his painBng was "apalling', a veritable bightmare', and asked 
him to become himself again. (He had the same opinion of Gauguin's 
Christ in the Garden of Olives.) Only a 'virile ltfe-time of research of 
band to hand struggle with natwehight justify such attempts ; he 
had had enough of such 'reaching for stars" As he wrote to his 
brother Theo (November 1889) : 'Our friend Bernard has pr~bably 
never even seexl an olive tree. Now he is avoiding get-tirrg the least 



idea of the possible, or of the reality of things, and that is not the 137 
way to synthetb.' Against such 'abstractions', the unfnrtunak 
resuk of dreaming instead of %hhk;ing" Van Gogh placed the 'hard 
and coarse reality? of his own work which, grounded in the un- 
compromising observation of nature, kill have a rustic quality and 
will smell of the ea&h.' 

But. even now. a year after Gauguink visit, he stiH believed in the 
emotional power of colour, in the same way as when he had painted 
the picbres of his Bedroom and the Night Cajk. He writm to Bernard 
in December 1889 about the Garden L$ St Rdmy : 'You will realize 
that this combination. of red-ochre, of green gloomed over by grey, 
the black streaks surrounding the contours, produces something of 
the sensation of anguish, called ""noir-rou~e"', from which certain of 
my companions in misfortune suger.' 

And he also describes a painting of a field of wheat, violet and 
yellow-green, with a k h i k  s m  surrounded by a great yellow halo" 
in which he has "rierf to express catmrtess, a great peace'. Only, 
unXike Bernard, who was talring refuge h the subjects and stylisac 
ma~nerisms of a distant past, Vincent insisted upon the necessiq of 
directness and immediacy: 'I am tdling yclcu about these two can- 
vases, especially the first one, to remind you that one can try to 
give an impression of anguish without aiming straight at the his- 
toric Garden of Gethsemszne; that it is not necessary ta portray the 
characters of the Serman on the Momt in order to produce a 
consoling and gentle motif.' 

These insistences upon 'the possible, the logical, the tme%ave 
their roots in Van Gogh's whole previous history, They are mirrored 
in. his love of the naturalist novel (Goncourt, dc: Maupassant, 
George Eliot) and realist painting (Millet, Daunrier, XsraGls); in his 
religious evinxtgeXism, his social attitudes, and his own direct feeling 
for the simple people he painkd in. the Borinage and Arles. His iil- 
ness, with i ts painful excess of emotion, gave this realistic aspect of 
his art a more pa&icular poignancy; be was compelled to rely upon 
it for healthy sustenance, the danger of madness forbade refuge in 
an inner world af fantasy. Yet despik all this Van Cagh has clear 
agnities with the symbolist currents of the eighties, though in ways 
very different both from Bemardk mystic neo-Piatonism, and the 
more allegoricd suggestions of Gauguin's thematic subjects. (There 
is, however, a poignant parallel between the 'blue sky with branches 
of' full blossoms standing out against tt7in the picture he so touch- 
ingly began upon the birth of his nephew, and the background of 
the self-portrait Gauguin bad sent him in Arles, wi.tfi Yts chiid-like 
Rowers', that swod for the imgressianists' "aftistic virginity".) 

Van Gogh" connection does not depend upon a philosophic 
aesthetic, for despik his occasional musical analogies. there is no 



r 38 indicatian that he absorbed any of krnard's neo-Plaanist idealist 
theories Nor does his symbolist relation depend upon the reference 
of specific images - the star in his po&rait of Both, the foxglove held 
by Dr Cachet, or even the moan ancl sun of The S t a r r ~  Night [I r: 51 ; 

I r 5. The S l a u r ~  Night, 1889. Van. Gogh 

these appear only occasionally and as allegorical additions to some- 
thing more pemasive. Van Eogh's symbolism lies first of a11 in his 
csnsciousness of expressive colour (and line). Based initially on his 
understanding of Delacraix, and developed without his f-tavhxrg 
known the writings of Charles Benry, it nevertheless constitutes a 
violent and intuitive parallel to what Seurat, through analytical 
method, strove to systemati;r;e. This infusion of meaning into farm, 
quiescent in mast of his painthgs from 1888 on, takes increasing 
precedence aver the %armonieskilnd the 'music of colsurbf the less 
intense works, such as The B e r ~ u s e ;  while in some it actively 
dominates, mese paintings - the Sower, The Shrug Night., Landscgpe 
with Olive Trees [ I  161, Crows over the Wheat Fields, far example - are 
bath shaken and bound together by a projection af feefi~g on. to the 
line and colour: of the landscapes. into these works, as Meyer 
Schagiro has said, 'Vm Gogh put a 'pantheistic rapture . . , the 
exultation of his desire for xnystical union and release, bpt no 
theology, no allego~es of the divine'. 



I r 6. Landscape with Olive Trees, r 8 89. Van Gogh 

There result itowing rhythms, which gseen purely as a design, 
strongly resemble the arabesques of art nouwau, They have, how- 
ever, m entirely diEerent deph and force of emotion; they are an 
anxiety projected upon, and apparently embodied in, nature itself. 
Van Go&'s symbolism thus les in. the way the% paintings heighten 
and generaliz the& expressive fom and colour, and so (as in the 
analogous works of Edvard Munch) become something other than 
simply expressionist. Aurier recognizes these qualities when, in his 
article in the Mercure Be France fifanuaq 18go), he poinb to 'the 
naive truth of [ V m  Gogh"] art ., . . his great love of nature . . . the 
almost orgiastic excesses of all that he paints" and, paraphrasing 
Markas, describes him as 'a symbolist feeling the constant necessity 
of clothing his ideas in precise, ponderable, tangible forms . . . 
[Belmeath this very material matter there ties, for the mind who 
bows  how to find it there, a thought, m Idea . . .' Originating in 
inknse personal emotion that affects a no fess carefd obsematiorr, 
individual feeling has ext-ernalized and fused in a work which now 



140 'expresses samething in itself". Even thou* V m  Gagb may not: have 
been consciously aware of 'The Idea' beh&d appearance, his paint- 
ing do- confom Gustavc; Kahnk symbolist dehitian : it kobjecti- 
fies the subjective', 

The ascendant years of symbolist poetry coincide not only with the 
worMng out of 'synthe~sm3y Gaugain, the school of Bont-Aven 
and the relakd Mslbis, but aEso with Georges Seurat's all too brief 
career, The Baignade, his first; monumena pictwe, was shown at 
the owning exhibition of the Xnd6perrdan& in 1884; his last, the 
C"irque, remained unfinished at his sudden death at the end of March 
z 89 1, the moment of Caugulrr" depafiure from Paris. Seurat was 
thus, ahos t  complekly, of the symboIi& pedsd. He was also (we 
now begh to understand) very much of the smbolist mflieu, much 
closer, indeed, to the poe@ and critics &m the unsociable Gauguio 
ever mmaged Ic, be. Gnstave K&n, 'invenbrkf free verse who was 
later to publish Seurat" ddrwirxgs, and the critic Paul A d m  were 
his friends and wrote about his work, He must;, at least briefly, have 
b o r n  K h %  ggood friend the poet Julm Laforgue wba irz &rlin had 
been impressed by Bbcklm and who envisioned a 'poetq which 
would be a psycholo~ in the shape of a dream" Although not on 
Intimak krms, he was acquaint& wieh MatEarmB, who in 2884 
became associakd with Revue indbpedante, at that time e&ted by 
Fklix F&n&on, who later contributed to sever& symbolist periodicals 
including La Vogue and h Cravache, F6nkan was Seurat's chief 
critical interpreter, and it was dbrough him that Seurat (in 1886, 
during the last of the impressionist group exhibitions) met the 
math-ematiciran (and psychological philosopher) Charles Henry, 
whose theories p layd  a major rote in the formation of his later 
work, and Henry, who had met Kahn as early as 1879, was a 
familiar figure among the poets. 

But to what e&er;\t and in what manner c m  Seurat, trained h 
the drawing of the academy - the grmdson, srz to speak, of Sngres - 
and the immediak heir to impressiaaist colour, be associated with 
symbolism T To a friend he wrote: 'mey see poetry in what 1 have 
done. No, X apply my method and that is all there is to it.'& first 
gEaram that method of simultaneclus contrasts has little to do with 
the Ymaginatitianhr the 'dream' of a Gauguin or a Redon, and 
equally lit-tle with m idealist philm~phy. It seems entirely rational. 
and realist, a systematkzation of the impressionists' analflie ob- 
servation of the phenomena of nature: this is what is iwlied in 
the name, neo-impressionism, Cert;ainly Seurat" '"methd', as he 
evolved it in his early work, was based on two complementa~ 



analytic grocedurm - the study of the laws of light and colour as rqI 
they appeared in nature, and the study of how pigmen& should be 
applied to canvas in order to obtain comparable optical mixturm 
and tdhs achieve both harmony and luminosity. This is what Seurat 
investigated in his early examination of Delacroix's paintings, his 
readfng of Chevreul" L?e la fd du contrask sinultlxn& (1839) and of 
Charles Blanc's Eramrnaire dcrs arts du dessin (18671, ihelf talcgely 
influenced by the author's knowledge of Delacroix's a& as welt as 
older trraditioxld painters3 rules. These interes& were given a more 
modem scientific basis through Seuratk study of 0, N. Rood" book 
on chromo-luminarim, published in Fritnm in 1882 as rX"hkorie 
scient.@que & .ltr muleur, and he appked Rood's p~aciples of colour 
hamony and the additive mlx;ture of coloured light in Une Baignade, 
h Grande fat& and Us Paseuses. Prom 1887 an, mder the influence 
of Henry, thki reasonable 'refom' of impressionism continues, but 
h m altered, or expanded, form which now hcfudes the e~ lo i t a -  
tion of the expressive possibilitim of Ehe and colour. Again, Seurat 
was already familim with these ideas: Cherfes Blmc, refe~ing to 
the earlier work of Humbert de Suprville, had suggested that hod- 
zsntal lines i n d u d  calm, and ve&icd lines gaiety; Henry gave a 
more detaiied and syskmatic exposition to the analogies of objec- 
tive form and subjective mood. As Henry explained his theories, first 
in his I 885 Int.t.oduct-ion & une esehatique scient$(ique, then in the 
liapport;eur esthkt-ique f .r 8 88) and the Carelle chromatique (I 8 8 g), 
and as Sewat applied them (particularty the ideas of the two later 
books), they resulted h art that embodied wh& migM be called a 
kind of scientific synthetism - parallel to bud aIso very digeremt from 
the intuitive synthetism of Gauguin and the Pont-Aven school. 
Searat" theoretied beliefs are summarized in his famous letter of 
August r8qo t;o Mau~ce  Lleaubourg in which he explains how 
states of feeling (gay, c a h  and sad) c m  be conveyed through tone, 
colour and line. These beliefs were put Into practice in his last large- 
figure paintings, The Parade [I I ?] is calm because it has been cum- 
posed with m equivalencse of light and dark tones. of warm and 
cold colours, and a predominance of horizontal lines; the Chuhut 
[ E 181 is gay because in it there is a dominance of' Iight tones. warm 
coliours, and Eines above the horizontal. (It need hardly be said this 
elementary summafy amih many theoretical questions - the use of' 
the golden section for purposes of harmony in the Pwade, for ex- 
ample - and barely touches on the full expressive content of these 
rich works,) 

Searat" programme, then, is based on a belief h 'the inherent 
evocatirre power of visual forms" and so bears a close relation to 
synthetism; but it is also in opposition to it, Because Seurat, foXXow- 
ing the increasingly %seientificbnalyses of his ment;ark perceptual 



142 psychology, sets out, not from m expression of personal, subjedive 
feeling, but from a materialist analysis - physical, physiological. and 
psgcf_lologfcal- of a worId extemd to him. Making use of the laws 
thus d'rs~overed he c m  compose works h a methodical fashion 
towards a foreseefible result, Searat had such knowledge and con- 
trol of colour that he could paint, away from the motif, by a~ificial 
light; it is not too much to say that hk god in the realm of expres- 
sive form was a comparable objective method. 

The above few paragraphs are only a skefetm outfixre of Seurat's 
point of view. We may netret..thel.ess ask what such a rationalist 
approach, which seem designed not ta invoke, but rather to do 
away with, mysteq and centrd inspiration has to do with an 

idealist philosophy-, and why his friends among the spbolisb saw 
in his painting an expressim of their own poetic belief, in the reality 
of an unseen world. 

As WiEXiam Homer and Robert Herbert have pointed out, Seurat's 
reactian. against impressionism was not merely kssientifie', although 
he did wish to codify the recording of colour sensation, Central to it 
was also the desire to "trip away the casual and accidental feamres 
of reakty to reveal the "essence" of form, which far [the symbofisb) 
was a supe~l-isr truth'. This wish, although intensified after 1886 by 
his cXose association with Henry and the poets, had its soot#much 



earlier in. the opening chap*r of Blanc's Grammairr.;, Blanc descdbes 
the adist as being charged with the mission af recilliirjlg the ideal, 
'that is, t;o reveal t;o us the primitive beauty sf things, to discaver 
their imperishable character, their pure essence.Tmm the shifting 
farms of life, 'the variations of the day and the hour', the artist must 
earact beauty - 'that beauty which contains the immo&al idea, 
which reveals the divine" The language here is within the classical 
kadi~on,  but as Herbed has explained, it already imparted to 
Seurait" '"reformhf impressionism a direction that was entirely 
cangenial to symbolist thought. Blanc also anticipates the admirra- 



r 44 tion. for the >r"lnniHve9 shared by both 'scientifichand Yntuitional" 
symbdjsb. These artists of an eadier time, and some more recent 
folk artis&, unspailed by false notiom of imitation, came naturally 
to that avoidance of the phenomenal sttdace and so to the spthetic 
expression of permanence and essence which the moderns sought to 
re-discover. When Edrrard Bujardin, ta r 888, writes that 'p 
art and folklore are symbolic [because they] retain, with the smallest 
possible number of charackristic lines and colours, the inrimate 
reality, the essence of the object' he h continuing a convictrion 
already expressed by Blanc, Since styles as dierent to our eyes as 
the Egyptian, the Greek and the Gothic (or early Renaissmce) 
shared t;Prese qualities they were all worthy of emulation, and 
'hieraact became a term of praise. 

Charles Henry's aesthetic, although scientific in its analyses, was 
afso seen within a symbolist context. His friend, Gustave Kahm, ex- 
plaining the intentions of the symbolist movement in ~'hvdnement, 
points out the connection;, which he was later to emphashe in his 
preface to his own Premikres Pokmes f 1897). The symbolists, he says 
(September I BSCi), tired of the everyday as the material of art, wish 
t;o replace sensations by ideas : 

The essential aim of our: art is to objectify the subjective (the mteritorization 
of the Edea) instead of subjectifying the objective (nature seen through a 
temperament). Similar considerations have created the mutti-tone scak of 
Wagner and the latest technique of the impressionists [i.e. the neo-irnpres- 
sionists]. It is an adherence by literature to the scientific theorim of M. 
Charles Henry, constructed by induction and controlled by experiment, 
formulated in an introduction to the principlm of a mathematical and 
experimentat aesthetic. These theoricrls are based on the same purely idealist 
phifosopfiicat principle which makes us reject the reality of matter, and only 
admit the existence rzf the world as representation. 

In this concIuding phrase Henry's science is directly associated with 
the idealist philosophy of Schopelnhauier (to be translated only two 
years later), which SO largely, and often. so imprecisely, iafiuenced 
French thinking about t-he arts throughout the last two decades of 
the century. Basing himself upon Hemy's theories, Seurat was 
gut;ting into practice: the p~nciples of symbalism. 

The same apparently paradoxical association of a presumably 
positivist science with an idealist inkntion can be mast dearly 
foHowed in Fkn6on's Interpretations of Seuratk art. In. his a~icles 
on the Iast 'impressionist exhibitionkf 1886, which appeared in 
the symbolist magazine La Vogue in May and June (and later that 
same year were published as k g  lmpressionistes en 1886) F6nkon. 
analyses the Grande falte in great detail, His major atention is @ven 
to an explanation of pointglist technique and the aptical blending 
of colour, i.e. to making clear the method and purpose of the neo- 



impressionist colour theory which Seurat had begun five years 143 
earlier in. his notes on Delacroix's paingng and his reading ofRood9s 
Moedem Chromtrtks. Fbnkon justifies the method as a technique for 
systematizing the colour observations af impressiorrism.. Writing 
later that year as Parisian correspondent of the Belgian periodical 
LXrt  moderne (recently orienkd towards symbolism), he is still con- 
cerned with the heo-impressianist method' (the first time this 
phrase is used) and is at some pains to point out that it is only a 
method, one which Charles Henry's 'general theory of canf;rasds, 
rhythm and measurekill m a k  more pedect, which in, no way 
detracts from the individual artistic gersanalities of the painters 
who employ it, 

Less than one year later, wdting again in LXrt  modeme, Fenkon's 
interest has turned towards symbolism. In the same way as Gustave 
Kahn he emphasizes the neo-impresstonisd's "istance from the acci- 
dental and the transitory [of the impressionists]" their desire 'to 
synthetize Xandseapehd figures in, a definitive aspect which per- 
petuates sensstticm, and the personal use of the kmodional meaning 
of colour3by each artist according to his individual sensibility. He 
then comes to the core of his argument: "mong the crowds of 
mechanical copyis@ of externals, these five or six artists impose the 
sensation af life itself: for them abjective reality is simply the theme 
for the creation of a superior and sublimated reality into which their 
personafiQ is transfused,""Sperlor and subfimstted reality* : in this 
image from the chemical laboratory, in which matter is turned into 
its gaseous stak, at once purified and invisible, is contained a central 
metaphor of the symbolist doctrine. Although it reverses the diree- 
tion it expresses the same relation between visible reality and a 
higher, invisible "reality' that Jean Mor6as had fomulated in his Lit- 
erary Mangesto of the previous September (and may even refer da it). 
Enemy of instruction, declamation, false sensibility, and objective descrip- 
tion, symbolist poetry seeks to clathe the Idea in a, sensible form [i.e. which 
can be sensed] which, nevertheless, would not be an end in itself, but would 
remain subordinated to the Idea while serving to express it. The Xdea, in its 
turn, must not let itself be deprived of the sumptuous trappings of external 
analogies; for the essentiaI character of symbolist art consists in never going 
all the way to the concentrattan of the Xdea itself. 

As Fkrxhon interlpreb him, Seurat thus moves beyond what we 
have ~8lfed 'scientific syntfietism9n~ the realm of symbolist art. 
The form of his art - line, tone and colour - are employed for 
samething more than representation, aind even, for something more 
than. their power to induce staks of mind or feeling: they concen- 
trate a higher reality, 3yntlnetize"t by giving it a sensible form; 
their psychological egectiveness must (in this view) have an wder- 
lying philosophic base. It is thus understandable that Henry should 



r 46 have defineif line in Hegelinn t e r m  as a "synthesis of the two pqrallel 
and opposite meanings in which it c m  be described: reality and 
direction' (terms which we know Seurat found significant enough 
to note down); and that P&n&on, in 1889, should have writkn: 
Monsieur Seurat vviU undemtand that a fine, indepndent of a 
descriptive role, possesses a measurable abstract walue.X~ut, as 



Herbert h= point4 out, bbstractAid not mem 'devoid of refer- 147 
ence to the real world"(Hen~k definition makes this quite dear), 
but rdther 'the distiflation of essential shapes and movemen& . . . 
sugesior to nature because they paflake of i&eas'. 

The ambience the* few quotations exemplify helps to explain. 
the particular quality of the Chahut and the Cirque [I ~rgf : the para- 
doxical fusion of movement and stmsis, and of description turned 
into abstractian. The "aietybf these compositions stems from its 
induction by the expressively analogous upward moving lines (and 
to a lesser degrm from the relaM tone and colour), which in turn 
are appropriate to the character of the scene depickd. But this sense 
of movement in. the figures a d  Buid direction in the lines is simul- 
taneously denied by a stigness in the poses and rigidity in the design. 
which cancels any possibility of change. Thus a record of ephemeral 
accident has, by means of babstract;ion" been made to suggest an 
ebmd essence. And not Seurat, h his su-bjeeb, also following a 
tradiaonal metaphor and using these swxles of make-believe (carni- 
val, theatre and circus) as symbols, microcosmic reductions of a 
larger world, itself the reduced reflection of an even greater reality. 
Heny v m  de Velde, writing in h Walfonie on the occasion of 
Seurat's death in r 891, stresxs b o a  the hoving and undulating 
lineskf these works, and &ek '"hmatic postures . . . and a metkd 
which immobilizes life'. And van de Vetde, who dates his own con- 
viction of the abstrae-t, dynamic mature sf line from this year, 
des~lribes the ided of neo-impressionism as a desire 'to fix the 
R e m  of realities, the Formless hovering over them, ta dissect &em 
pitilessly so as to see their Soul, to relentlessly pursue the intangible, 
and f;a meditate - kn silence - in order to take note of its mysterious 
Significance'. For van de Velde, who had painted in the neo- 
impressionist mode, and who through Les XX was familia with 
Cauguin, Van Cogb, Redon and a wide variety of anti-naturalist 
styles, there was no question that Seurat was a symbolist. 



Today there *em na reason to mswiak the rimes of GusQve 
Moreau and Puvis de Charrmnes. T"o our eyes their work if pless 
apa;rt;, the one crowded, spmkrmg, intense, .EiIXed wi& figurm and 
subjects of an obvious or represljed eroe&m, the ather spa=, pale, 
calm, inhabited by forms and themes af mquestionable allegoricat 
puri@. Yet their historicd relatiom to the spbofist: movemeat ham 
many similafities, and (as Huysmans complained in CerMns) the 
'refined taste' of the t;ime ofkn assodaM them irrr its admiiration, 
As members of a pre~ous generation (they had begun to ehibiit in 
the sixties), they were never part of the symbolist woup; they had 
nothing to do with impressionism, nor did they really belong t;a the 
academy, although Moreau taught at the gcocole des Beaux-Arts, and 
Puvis received offjidal c issions. Each in his own way was a link 
with traditiom of ide that had preceded those cuments of 
naturalism (and positivism) which symbolism opposed. fSo& were 
in some ways forerunners who worked on. &ran& the ascendancy 
of the new teradency in the fast Wo decades of the een 
diecl in the same year, r 8981, and were an inspiration ts certain of 
its ztisb. 

As a young mm Redon greatly admkd Morearx. 2 f defy you'* he 
wrote in I 8 78 4 propos af Mlareaub Phaeton, 'to find under the chilly 
vaul-ts of the academic ternpie a mind who rejuvenates antiquity 
with such entire freedom a d  in a fom so controlled md so 
vehemen;t."e rememhred the Phaeton in his own later Chariot of 
the Sun frqoo), but long hfore that Moreau" Tkrmian Maiden with 
the Head of Orpheus; f 1865). and The Apparition fxzo], each with a 
severed head, were a lasting infiuencc: h the creat;ion of his o m  
pervasive mcztifs of the isolaM head and eye as smb-oXs of the 
spiritual life. But Redon was an exception, and in the eighties 
Moreau's complicated and cerebral art appealed chiefiy to h e  poets. 
who saw in its allego~cd message idealist ambitSan8 simifcpr to the& 
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15o own.. h his Souvenirs du sywxblr'sme An&& Forrta;iraiw: explai~lfs haw 
Moreauk $&m& hawked the yomg rs: 'As the pah&r in- 
knded, our emotion. sprang from his studid evocations, from alfrt- 
sions to legends and myths, fram the earrcead consequences of 
emblema~c or achaeologiczzl ar enigmaaealiy. hwwdaus pmauefs, 
much more thm from his pwely picwrid or gsaphk meam," 
Fontainas notes that fie and his fri,en& dewed Mareau in. the same 
way they did the Pre-Raphaelites* and did not distinguish between 
'the= mdemsharrd the ItaXim p~miti\res - @ndi_le cte Prrb~mo, 



Fra Angelica, Ghirlanrdaio, a d  especially BoaiaHi vvhoge Bgwes I g r 
inspifed dress and hair styles (h the manner of Marxrjice Denis). 
~hus."in the minds of the writers. Moreau's inhricate elusive refer- 
ences to ancient legend w r e  equated w i ~  the simphciGes of early 
style since by diRerent pahs bo& led away from the real and to- 
war& suggestioa. Nor e m  the poe& have been displeased by 
Moreauk nahral association of p&nt;ing and poem, and his fre- 
quent representa~ons of the dreaming mist, soltaq, sad, or &ad 
( D e d  Poet Carrid Iry a CTentaur [ r z ~ ] ,  orpheus at the l"omb Ilf 
Eurtijdke, I 891 - "7 or Pobte vgyageur), as a symbol of the life of idem. 

Thus the precisely multiplied detail of Moreauk crowded alle- 
gories, so opposed h style to the symbolist suggestive simpliciQ, 
could be admired for its idedist message, Moreauk rrecume~t ~ e m e ,  
ofbn implied, somemm made explicit, is a dualisac opposition of 
rnatler and spidt. It is presertt: h the emly @&pus a& the Sphinx 
(r  864) and the later Sphinx Victarlam (1886 Sdon), as well as in 
the Galataea (1880 and e.1895) and the versions of the Qrpheus 
legend. It is most elaborated in the Jupiter and Sdm6X6 [zzz], the only 
one of the lwge alXegodes Moreau comdeted, where the contrasting 
symbclls are the female and the god. Srnklhk spryer to Jupikr has 
been granted, and he reveah tsimseK in all his splendour, then, as 
Moreau explaimd, 'SSmhlk, sugwed with the divine emanation, re- 
generatd and purified by the Sacred, dies thunder-stmck, md with 
her the god of eafihly love, the god of the cleft foot . . . the @eat 
mystew is accomplish&, ail nahre is transformed. It is a h y m  to 
Divinity.' 

So, despite his inthcata iconographic coruscations (or prhaps 
because of them, since they coufd be read in verbal detalf), the 
writers could view Moreau as he saw himseEf: as m idealist, the 
creabr, as he said, of an art of %sod, spmt, hea& and haghation? 
whose goal was 'the evoc&ion of thought thou& line, asabesque 
act pll;ast;ic means" Moreau admkd Michelmgela because his 
figures "seem to be frozen in gesturm of m ided somambulhm . . . 
absorbed h reverke to the point of appearing camied away towar& 
other worldus" he found h them that 'Beau@ of 1nert;ia"e skove; for 
in his o m  art, LW this is symbalist enough - at least in intention; 
did not Mallarm6 says of himseXf that he was 'a mm accustomed to 
dream' ? 

There was as we# another side t;o Moreau's p0pdarit-y. irx b t e r q  
circles. h Huysmmsknotosliow descxiption of Moreaub $&@m& in 
A Rebourn (where Moreau and Redon are des Esseinks' favourite 
-is&), afkr fie h= dwelt with considerable pteasurt; on the beauty 
and 1ubrjcil;y of the girl dancing before Herod, Huysmans goes on 
ta give a further, more basic reason far the attraction of this 
apparently purely ReshXy art: 
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In the work of Gustave Mareau . . . des Esseirrlm real i~~d at last the 153 
Salomk, weird and superhuman, he had dream& of, No longer was she 
nzerelg the dancing-girl who extorts a cry of lust and concupiscence from 
an old man by the lascivious contortions of her body . , ,; she was now 
revealed in a sense as the symbolic incarnation of world-old Vice, the god- 
dess of irnrno&aX E-iystenia, ttze Curse of Beauty, supreme above aIlt other 
beauties . . . a monstrous Beast of the Apocalypse, indiEerent, irresponsible, 
insensible, poisoning, like Helen of Tray of the old Classic fables, all who 
come near her, all who see her, all who touch her. 

In his var-ious renderings of woman. as the embodiment of earthly 
temptation (The Sphinx, Salomt, DeIilgh) Mareau expressed one of the 
preoccupations of the period 11235. It was a tradition that went 
back to Baudelaire and Verlaine, was c a ~ i e d  on by the symbolist 
poets and is to be found in such diflerent painters as Gauguin, 
Beardsley, KhnopE and Munch, at1 part of the spbolist tendency. 



154 As Mario Praz has pointed out, the continuing presence, or the 
reading into, of La Belle X)lxme sans merci, in English art, was ane of 
the reasons for the popularity of the Pre-Raphaelites in France. The 
wrikrs were sympathetic to Moreauk projection of the oclcult and 
the satanic, ta his obsession with woman as the agent of the D43viX 
(but also as the symbol of beau@ and purity - the Rincess with the 
Unicorn), Huysmans himself gave a long description of the black 
mass in Ld-bas, and wrok a preface for jules Boist study of Satanism 
and Magic, But though Mareau denied that his art was overly 
literary, except for Redon's early a~raction, and a certain cult 
among the Rose + Craix, of whom his pupil Armand Point was 
one, it played little role in the stylistic development of pictorial 
symboiism. 

(This same fascination with the occult-erotic and the satanic 
explains the popufarity of the frankly vulgx FkIicien Rops, wham 
even Malfarrrak asked for a frontispiece. Rops also ilfustrabd the 
Diaboiliques of Barbeg dXur&vilIy [g61 and PeXadanb VC7e Suprime 
(I 884). Ejruysmslxxs said that he 'celebrated that spiritualism of sen- 
suality which is Sat anism, the supernatural of pemersity, beyond 
EViI*') 

The homage paid to Puvis de Chawannm had a broader base : he 
was admired by a wide spectrum af arlists and writers. In 1885, as 
Strindberg fwbo dislihd Puvis"lpaor and 'insipidity') later wrote 
f;o Gaugufn: 30ne name was pronourzced by all with admiration, 
that of Plxvis de Chavannes. He stood quite alone, like a contradic- 
tion, painting with a believing soul, even while he took passing 
notice of the task of his contemporaries for allusion.Ten years 
later, early in 1895, Purris was honoured by a dinner at the Hotel 
Continental. Among the over ~ o o  painters, sculptors, poets, writers 
and critics of many tendencies, the symbolist contingent ineluded 
Mallarm&, Gustave Kahn and Georges Radenbaeh, as well as Rodin 
(who presided), Carrikre, Aman-fern and Gactguin. In further 
homage several symbolist periodicals joined to publish an Album des 
h2tes dedicated ta the master, made up almost exclusively of con- 
tributions by the spokesmen of Itart idkalisk, 

Gauguin himself, who had always admired the work af Puvis, 
not only hung a reproduction of Hope (c.1871) in his hut in Tahiti, 
but included it in his Still I,@ with: Hope f x g o ~ ) ,  while the still 
much eriticiad Poor Fisherman L451 was incladd in a sketch by 
Seurat and was copid bty MaiXlal. Georges Rodenbach wrok that in 
creal;ing k n  unreal ambience, a light from the beyond" Puvis 
established his affiinity with symbdism, 

Quik naturaiUy Puvis* more conservative followers such as Any 
Renan took issue wi& those who wished to make of Km 'the leader 
of a, spiritualtst schoal, mystic, symbolist and ethereal" They wated 



r 24. The Sacred Wood, I 884. Puvis de Chavanrxes 

him as protesting that his artistic doctrine, "ealthy, pure and with- 
out mystery', was both clear and simple: 'A work is born out of a 
sort of confused emotion [he explained], I roll: the thought which 
lies in this emotion until it is clear before my eyes and appears with 
greakst possible distinctness. Then 1 look for a scene which trans- 
laks it exactly . . . This is symbolism, if you like . . . 'But it was, 
obviously, a very different kind of symbolism, even if Puvls also, on 
another occasion, spoke of his heed for synthesis'. 

Is Puviskleear-eyed, and clear-headed, view simply to be trans- 
l aM as intending allegolcy of the traditional kind, refated to a 
Poussiaesque ideaiism with a consistent style only mintmally in- 
flected to accord with m iconographic programme as in the slight 
variation of "ode' that separates War from Peace? The symbofists 
at least =fused to think so. The mysticalIy mind& (and cfassically 
inclined) S&r Pkladan, after studying PuvisYaered Wood [rz4] de- 
cided that he was 'forced unreservedly to proclaim Puvis de 
Chavannes the gll-eatest master of our time'; Georges Robenbach 
described the 'unreal atmosphere, a light from the beyondv that 
Puvis created; Pad  Adarn felt that Puvis had mast;ered %the art and 
craft of translating a thought into a symbolhnd discovered in his 
drawings 'the perhaps unccznscious voice of pensive humanity'. 
Aurier, saluWng the 'right to dream-n Puvis, grouped h h  with 
a&isb who, while not quik tme symbolists, were none the less 
able t;a "rite the beautiful poem of their dreams and tXleir ideas', 

Puvisketieent art had almost always been able to elicit recctgni- 
tion for its intention, even when there were reservations as to the 
result. To be sure, Castagnary, as a defender of realism, had com- 
plained about just those qualities which. the symbolists Eater came. 
to value. The three figures irz. his St John the Baptist (112596)~ he said, 



156 'are arranged on the same plam in a t t i t ud~  of a naiveth vvjhich 
borders m the childish."lrt Charles BXanc, propounder of an iced- 
ism Xargely influential among the symbolists, was already aware 
that Puvis9ggures were 'more dreamed than painted'. In general it 
was recognixd that despik his sharkomings Puvis wished always 
to convey an 'idea' and this could hardty displease the kaditionarlists : 
thus Georges Lacombe inferred that Summer (1873) is 'summer in 
that eternal country where the adist" soul lives'. 

So it is not surprising that these non-naturafistic intentions, 
academic though they were in large degree, should also have 
appealed ta the symbofisb. h a&icIe of 1894 by the Wagmerite 
TBodor de Wyzewa tells us that the symbolis& vvm bound to inter- 
pret those inkxxtians as their own: 

Xn the pictures of M. Puvis de Chavannes, we admire something other 
than what is there . . . 

In. painting as in literature a moment came . . . when we had enough 
and too much of realism . . . We were struck by a thirst for dreams, for 
emotions, for poetry . . . And it was then that we attached ourselves to the 
poetic art of Puvix dc Chavannes, We l i k d  even its worst mistakes, even 
its faulty drawing and its lack of colaur . . . : [it] became for us samething 
like a cure. 

There were, af course, characteristic aspecb oaf Puvish& that 
made this auachment possible. Nst the least of these was his tend- 
ency (within limits) to minixni~ perspective, turn his figures in 
profile and arrange them in shaXlow relief. As early as r 865 Th6o- 
phife Gautier approved Puviskomposi.tioxls because they confamed 
ta the first rule of decorative painting which 'should hang on the 
walls like a veil of colour, and not penetrak them'. This meant that 
Puvis too understood that a picture was first of all 'a plane sudace 
covered with colours'. From the stast of his career Plrvis had been 
considered something of a naive aaist, Eargely because of his simpli- 
fication~ in figure drawing, Far the academics, this had been a 
(sometimes forgivable) defect; for the symbolists, wli.th their Xove of 
tbe primitbes, the= simplistics were a positive virtue; they sug- 
gested the deeper truths conveyed by a more spontaneous ereation. 
There was also Puvis"enchant for eliminating from his depi&ions 
bath bodily action and facial expression, thereby aXso reducing any 
narrative in their subjects. Contrary to those of Moreau, they did 
not really need to be read h iconographic detail: instead they estab- 
lished 'dream regions [peopled with] figures born for contempEation 
and drearnsbeas2.y associatd with symbolist intentions. h such 
pictures as The SacrekiT Wood [ ~ z q l  Puvis created a form of allegory 
sa severely static and so evenly and harmoniously spread that the 
meaning of the scene: rendered mattered much less than its general 
refereace, through form and colour, to a world of cleassicisq and 



t;o all of its ideal, if unspecified, associations. Even when P u v i s Y s y  
subje~t contains a contemporary 'social' lesson, as in Rest (1867). 
his means are so refind and indirect, ss classic and eternal, that 
its immediate marat message is largely lost. 

Besides, it was Puvis' easel paintings whicfi mo& interested the 
symbolists, and in them allegorly is seduced Its I t s  simplest form and 
given a generali~d and suggestive character inducing reverie and 
association, The pictures of the eighties - The Poor Fisherman [45], 
Orpheus (1883) and Dream (1883) - all have this quallity of reflec- 
tion and inwardness, m isolation and m immobility of the figures, 
a generalization or reduction of the specific aaributes of allegory 
that removes them to an indetermina& plane. It is thus not sur- 
prising that Gustave Kahn should have read his own preoccupa- 
tions into the Girk bg the Sea-shoz [ I ~ s ] :  '. . ,, it might be possible 

I as. Girls by the Sea-shove, r 879, Puvis de Chaivanlixes 



158 to see In these free women . . . the same womm at three diflerent 
moments h time, at three difierent stages irt her lfe: young ad the 
moment of her awakening, then at the momerrt of waiting, and at 
the moment of the return inta herself, when she returns weeping 
over the eternd strife between the sexes.? h ggiing the typically 
symbolist intel-gretation of ajtogether zzeuhral depiction of a 
quiet ideal land, Kahn made Puds the innocent forerunner of such 
tormented spirib as Much  and 'Foorop, for whom the ktrife be- 
tween the sexes-ad a poignant person& reality. So from Purris" 
joining of allegory with mood, the symbolists understandably chose 
what was most congenial to their o m  aims: the stillness and pre- 
occupation of the indirridud figure, They conclude-d that Puvis" 
beautifisUy composed subtractive style was the counterpa& of their 
o m  syntheses, and that behind his reductive classici~ng idylls lay 
a more truly symbolist meaning. 

'He was convinced that there are mysterious analo@es among all [visibief 
forms, They appear& to him as the ideas of a singb mind which manifesls 
itself in them without ever losing itself, and whose laws, always obeyed, are 
once again found in the laws of our tfrought,"Gabriel Seailles) 

One of those present at the banquet; for Gauguin in; March 1891 
was Eug&ne Cad&re, His presence there carrectly suggesb that he 
wils part of the symbolist circle. He attended Mrillarmk's Tuesdays; 
he painM the wel-know pa&rait of Verlaine [I 261 ; and Cardere 
and Gauguh at about this time also painted each other" po&raits. 
The symbolist w ~ t e r  Charles Morice, who collaboratd with 
Gaugrxin on Noa-Nos (making considerable changes in, the text), 
and wm also Carri6re's intimak f~end ,  &SGUSS(?S his symbolist 
qualities in, La Littirature sile &U& & IRheure (1889). Rodin admired 
his art, 

Cad2re exhibited his first M a t e r n i ~  at the Salon of 1879, rand 
for the next: two decades his subjecb axzd his style hardly change. 
His mairt tlhenxes arc: those of family life, mother and child or 
children, clearly domestic, yet also abstracted, since the seaing has 
disappeaed into shadow, The figures, picked out in, sparse; light; 
from with& a dark-filled spam, are modelIed in golden-brown 
tonalitia entirely lacking in contrasting hues. A11 this is very 
different from the Rat planes and bright coloum of Pant-Avexr, yet 
a kndency bwards the dark and sombre, and indetermina& space 
wi(;h orrefiones of inexplicit meaning, is also part of symbolism's 
method. Seurat's scontk-crayon studies, Redon's lithographs in. 
black and white, the shaded drawings of Khnopff and Mellfry, all 
similarly make use of m attenuatd darbess to suggest something 



beyond the scene depiekd, a whole visible only h this symbolc 
fragment* Clarriere" heavy figures, enveloped in a misty atma- 
sphere almost as dense as they, remah shrouded in. this mystery. 
They are part of a continuum, not too solid matkr shading im- 
perceptibly into a space not tmly void, both informed by spirit [I 2 71. 

Thus Carri&re transforms the farnitid scenes that are his almost 
unique subject. His wife and children were always the models, 
because only irt t;kzeis gresenw could these everyday themes take 
on a wider meaning, and so mow from individual anecdote to 
spirltud metaphor; aaky with them could he realiw the binding 
emotion which is his real theme and which the figureionly adum- 
brate, and sa be: able t;o generallila these statm of feekhg, to 'unvekl 



by veiling" It WBS a mettroc2 ta which Fkn4on objected. His eye, 
attuxld to Seuratk precise line and colour, found Card2re" forms 
more vague than syxlthetized, and he contrasted them with the 
c1arit;y with which Mallasm6's created a sense of mystery, Never- 
theless, like the indimis& interfass of Borrnard and Vuillard, Carrtkre's 
intention parallels that of Maeterlinck's "tatk theatre" to suggest 
the forces; hidden beneaGkr the sudace af the commonplace, less 
tangible but mare real, the h e l a n c h o l g h d  d"uneasehhi~h 
RaitfaEXli, found in it. Far Carriere (as for Munch ancl Hodler), The 
Sick Child (a subject he painted in 1886 and agah in 18921, is 
more than the reminiscence of an event or a sad or sentirqental 
personal emotion. Like the Source de vie [r 281 and his other mates- 



mities, these are symbolic episodes, implicit of the whole of human 
existence and its universal matrix. Despik Redon" oobjections to 
CarsigI-e% 'rather dirv and neutral umbers' which he felt had none 
of the life and colorxr of his o m  blacks, their darknesses have a 
similarly intended meaning. The title of the Bth plate of Redon's 
Poe series (1  882) might well have beea a mod& for Canriere: 'Le 
so& qui eonduiL Xes Btrm est aussi dans les spheres." 

11: is also in this sense that the art nouveau line of some of Carri2re's 
paintings and many of his drawings and woodcuts must be under- 

x 28. Sourcnt de vie, r qox. Carri4re 

stood, (His brief eiarXg apprenticeship in the atelier of JuXes Cheret 
is hardly its source.) The f'luid rhythms are not simply decorative; 
they are the visual expression of the artist" s m  emotion and of a 
unifying pantheistic spirit. 

Not only Carriere" art, but his views an, the position of art: in 
society, tie him to symbolism - and this in m unexpected way. For 
Carrier, shared the idem and beliefs aE the T,"rt S ~ c i d  group (see 
above, p. 72). Believing, as he put it, in the visionary quixli& af 
reality, he thought that the ordimary man had to be taught t s  see 
n a t u ~  before he could be Fed towmds adistic understanding; so he 
helped to establish %he School of the Street', taking groups to fac  
torttes and the city's more populous distr"rcts to examine their 



162 surroundings, but not rredecting art in the museums: Cari&regs 
lectures at the Louvre on Sunday mornings attract& large cravvds. 
h these ways he sought to put into practim the symbolist bebef in 
the possibility of an art social. 

L'hhomme visionnaire de lia r i a l i ~  -.- so Cardere describecl his concept 
of the adist" dud nature. It was a definition he might have found 
well illustratexi in his good friend Augusltx: Rodin. 'She sculptor him- 
self would surely have insisted upon the dmost absolute realism of 
his art. h a way not tm dissimilm to that of V m  Go& (surprishg 
as this may seem) he distruskd his o m  visionap powers; he had 
t~ work from nature, from. the "&if" llh an,y impressionist pahter, 
and for hi this meant; the direct observation and experienct: of the 
living model. Sculpture he said was the 'art of the hollow and the 
lump', the analysis of the skucture of the body as it is revealed in 
the surface, and its laws could only be learned from observation 
constantly renewed. Rodink eearly work was so faithfd to this con- 
viction that hi?; academic critics, accu~t~med to their a m  conven- 
tionitE renderings, ;insinuated that The Age of Bronze had been made 
from casts of the Iiving model, wbile later Rodh often drew and 
modelfed from the figure in motion to give vitaliw to his material. 

'It is only h life that one searches for life,"@ said, 'Me alone is 
wo&hy of the n m e  of beauty, and it is not to be seen in the heam, 
the imagination or irlusion.' Rodlin. was thus always a profoundly 
naturalistic sculpbr, Like the impessionist; paintem he was corn- 
pelf& to reject the formulae of the academy, shm only through 
direct contact wib nature, constantly renewed, could he render 
truthfuuy (according to his temperament) the emotions it aroused 
and SO transmit this truth to others. The goal W= the (logically) 
contradictory fusion of m utter fidr=Eil;y to his subjectiw feelin&s and 
to the objective recording of his sensations. Like tfie impressionists, 
too, his sense af reafiq wenit. beyond observation to a sensuous 
awareness of his materials. We emphasized, even. identiBed with, the 
physical substance of his clay and bronze, so that as a part; of nature 
and not mere counterfeit it takes on its o m  exisknee aside from 
any theme or subject the work illustrates. Such insistenm on re- 
new& inspiration from nature meant that Rodm resisted the appli- 
cation to his work of any external sqle, ras much a modem one as 
a traditional. In so far as passible (at least in his best work) material 
and ilIuslon are not to be separated; the idea and its embodiment 
are not; ta be distinguished, Et is thus not sumrising that Ro& 
obijeeted ta being called a symbolist; in his o m  eyes he was a realist 
u s i~g  the stuff of nature to extend and sharpen the experience of 
natme, not to deal with it in unreal metaphors. 





164 When X say that the law of space is paramount: when I now add that 
the sight of the plains, the hiIls, the perspective of a landscape a;uvalres in 
me the principle of plmes that f employ in my statues, that f feel the law of 
the cube everywhere, that for me vofumm are the fundammtal law sf a l  
life and all beauty, will one then. still insist that f am a symbolist, a general- 
izer, a metaphysician. It seems to me that I have remained a realist, a 
sculptor . 

Despite the demurrers many aspect;s and qualities of Rodink art 
are doseXy allied with symbolist intentions; the methods and the 
coneerns of" the symbolist paintem find their parallels h his sculp 
ture, At the simplest level is Rodin's pracWm of giving m abstract; 
meaning W a realistic sbdy.  Much as the general~ng over2;an;es of 
Carri&rek Baiser du soiv transfom it into h Source de Ia vie, or V m  
Coghk sendedng of m exhausted old m m  becomes At the "I"hreshoId 
cif Eternity, so Rodin" portrait of Camf Ile Claudet, her head emerging 
from the unhished block of marble, cm also stand for Thoughl; 
[129J. Munch pain& Jealous# and Hodker The Disenchanted, Rodlixl 
po&rays Sorrow [I 301 and Fatigue. h She Who MjaS (Ihaee tk Helmet 
Maker's W@, a Ggure both pathetic and didactic, he makhes the 

x qo. PIelzd of Sorrow, c.x 882. Radin. 
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166 moralizing symbolism of Gauguixl, Redon, M u c h  and other some- 
times merely academic artisb of the p e ~ o d  when they depict the 
round of life, old age and death. Similarly Rodin. assigm generalhd 
meanings to the deliberately incomplete, or fragmented, figures of 
Meditation and Earth. Such subjecb were of course part of the com- 
mon stock of allegory, and they fit weU with Rodink ttradiaonal 
belief in the instructive and ennobling purposes of sculpture; but 
in Rodin's handrmg they are not convention;lf. auegoricd figures, 
identified by attribute and costume, and so lead'mg to hterary refer- 
enm and association. Their significance fies entkely within the 
forms thernseIves; through expression, through gesture, through 
the entirety of bodily pose, they embody staks of feeling, This is 
what R a h  indicates when he says, 'The scu lp tu~  of antiquity 
sought the logic af the humm body, I, seek its psychology." 

So if Rodin's art is grounded in naturalism, much of it is more 
;tfim naturalistic, Even The Age o j  Bronze 1x311 is based on m arti- 
ficial, pose painfd to the model, and from the beginning its meaning 
was far from clear, although it is evident that it dH hawe a meaning 
other f;hm the faithfd capture sf the details of the model from whom 
the sculptor worked for so Img. As Rilke said, 'It indicates in the 
work of Rodh the birth of gesture, that gesture which grew and 
developed to such greatness and power , . ."he gest;urm of the 
Burghers of Calais 'have been wrung from true states of feeling', 
observd in others and withh himsett as Afberl; Elsen noks, but 
they are bath heroic and dramatic ; far all Rodin" dislike of the pub- 
lic m ~ n m e n t ,  which he here wish& to take off its pedestal and 
place among the modem citizens of Calais, the gestures of the 
Burghers (as in the French classic theatre) are considerably larger 
than life so that they may carv and convey their moral message 
[I 321, Besides, even luz the Burghers, where arms and hands and 
bgers  play so la rg  a mle [I 331, it is incomect to spe& of gesturm 
as if they were movemen& contrasting w i a  a static torso. h 
Rodink work it is in fact the body as a whole that gestures; in the 
Burghers, as in the more passisvraLe figurm in, or associated with, 
the Gates t?f'Xlell, the whole figure strains and bends in response to an 
inner feeling so smng that it attemp& to free it;self from its bodily 
conhes. Althou* they take humm shapes, the infomhg f o r c ~  
are akin tha* that run &rough Vm Gogh" landscapes, misting 
trees and earth in a continuous rhythm, This is why faciaf expres- 
sion, which communicates only individual feeling, is rarely ren- 
dered irz detau and never comb as separak from the rest, and why 
the fragmented figures lacking heads, or reduced .tn> torsos, con- 
centrate the same kind of energy and feekng, It is not prsons that 
Rodh podrays, but states of mind, despair, ar joy, ar anguish that 
have for the mame& taken mate~al  fom so as to become tcisible: 



r 32, The Burghers of Calais, x 886-9. Rodin 

in, the words of MaHarmk, 'to clotbe the Idea in sensible form'. 
This is not to suggest that Rdira had worked out anything Ifke a 

coherent philosophy of a%, still less one based on mseen Ideas. If be 
was not the umcuftivatd crdtsman somethes depicted by his 
enemies, neither was he m abstract theoretician, h his statements 
he returns agah and again. fn the power of m expressive naturaf- 
ism, What EIsm says of The Age r?f Bronze c m  be applied tx;, mast of 
Rodink figures, even when they have referential titkes, The in- 
deteminak meaning of the sculpture is the natural result of the 
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artist" search for m expressive pose, above all; and "expressive of 
what" is irrelevant, or at best a secondary consideraMan,%adings 
figures are expressive ?in. themselves" much as through colour and 
the compasitfoxl syrztftetist painting is expressive in its a m  right, 
apart: from whatever %subjecthas its point of departure, Thus 
Radixlk work moves from exact observation to generalized sug- 
gestAon. Like rnaw ot;krer artis& of his time and tendency Rodin was 
fascinated by the dance. Late in his career he sketched Wie Pultfer 
and Xsadara Dunean, the French can-cm and then Royd Cam- 
bodfm dancers; recording t;t;ek movements was an. extension sf 
his own studio practice. But, in another sense, all of his sc&lpture 



I 34. The Gates of Hell, r 880- I gr 7. Rodin 



17s (witfi the excefiion of the portraib and some marbles) and its 
'psycholop of the body' has m intimak a h i @  with the dance. 
Rodin" deske %a eexprem inner feelngs by the mobiiit;y of the 
muscleshould bC: uxldlerstoOa by any dancer, And since; for Rodin. 
the gesturing body, aceurateb rendered, is more than physicd and 
more than individual, his work accorded with the symbolist view 
that the dance vvw the Idea made visible, h Mallarmk's words: 

. . . The dancer is not a womm who danees, for the judizposetd reasons 
that she is not a woman, but a; metaphor, summing up one of the elemen- 
tary aspets of our form, blade, cup, Bower, etc.. and that she does not 
dance, but suggests, by prodigfa of bending and of feaping, by 8 corporeal 
writing, what would require paragraphs of prose, both dialogue and 
description, to express in words: a poem freed from all the machinery of the 
writer, 

It is true thiitt in The Gates of Hell [I 341 - the work which, with its 
ofifshoob, was for decades centrali t;o his aspirations - Rodin, drew 
upon literary as wdi as xnythologicsl sources. Blsm has desctribed 
how he was inspked by both Dank and Baudelaire, fusing their 
&ama and despak t;o create a modem Inferno in whjich each man 
b ruld  by 'an i nkmd  Hell of passiaxls30 which all are subject 
without true hope of salvation. Errev one is pa& of a crowd -- no 
longer are there sped& men or heroes - and utterly solitary, alone 
with the 'dualit;y of desire and the incapaci8 to fulfil i thhich is the 
common. fate of ail, Among the many figures and groups of The 
Gates some - Ugolrzo or Baolo and Francesca [I 351t Adam and Eve 
- c m  be recognisd and their origim traced. Many of these, taken 
from the tot& programme, were cast as separak sculptures whose 
titles preserve their poetic m u r a  [I 363, But in the end The Caks of 
HeU is no true allegory. The identifiable figures are so few in n m -  
ber, so scattered, so ambiguous and so inkrmingled wif& a greater 
number of anonymous men and women as to canfound attempts 
t;a translak [it) according to a literary programme.Ynstead Its 
theme is stated visually, symbaXicaXly [137]. The truly mifflng 
element has nothing to do with narrative; it is the restIess energy 
which flows through every portion and detail, a suffusing form that 
charges the figures w i ~  m agony of hopeless skuggle, and moves 
from them into the separating spaces, binding solid and void, fight 
and darknes in& a fated, inexapable universe [s38]. And so, 
finafly, it is the ntatefid of the sculptuse, its modelling in 'the 
holEow and the lump30 creak its all-pervading visuaf rhythm 
which envelops and supersedes the subject, that gives The G a t e  of 
HeU its symbolic meaning. Immensely physical, it is the direct visuaf 
expression of Rodin's descent into his o m  being. h The Gaks  Rodin 
transkits a state of anxiety, the same intense instability engulfing 
both the self and its ambience, to be found in many of the pokts and 
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I 34% The Prodigal Son, I 8 8 q. Rodin 





painters of symbolism. In Van Gogh and Munch it is projected upon 
a landscape or in an environment at once threatened and threaten- 
ing: here the illusionistic space has been transformed into a vision- 
ary setting, the universal prison within which each tragic, isolated 
Bgure is driven, but without hope, to seek escape Gom himself. 

The passage from naturalism to symbolism is given a kind of 
exemplary exposition in the long development (from I 891 to 1898) 
of the monument to Bakw [139]. Jacqum de Caso Eras not@ how, 





I 76 aL the start, Rodin 'accumulated his evidense just as the naturalists 
- Zola and Maupassant, following on Flaubert - had amassed 
documentation for their novels.We owned the reproduction of a 
daguerreotype of Balzac ; he travelld to the writer" native Touraine, 
where he made clay sketches of citizens who he thought resembled 
Balzac; he made successive studies of the head, from a living model, 
and of the nude body h various poses; to work out the robe he 
dipped drapery h plaster and t;rzen enlarged the casts. But all these 
were only preliminaries to the final farm which was so far from 
naturalsm that it was rejected by the Soc i6~  des Gens de Lettres 
and mocked by the critics, The initial naturalism still persiskd, the 
massive folds are based oa Balzack vvluminous dressing gown: 'I 
wanted to show the great worker haunted ad might by m idea and 
getting up to go and write it d o m  at his working table,' Rodh said. 
But all the details, the size, the stance, the folds of c l o ~ ,  t;ke modet- 
ling of the head, althou& accurak in their aorigin, are botb enlarged 
and simplified; they have been 'exaggerated [h my] search for a 
synthesb of the whole'. h the cours of Rodin" smeditatioa on this 
theme the athlete of the nude study, actively confronting the world, 
has become %he sugering, misunderstood creator, wounded by 
societybnd torn by his own inner conflicts. As with so many of 
Rodin" Bgwes - the Adam, The Prodigd Son, a" Cs?ntauress, for 
example - the struggie here too is finally locakd withh the xlature 
af the man : he is one of the isolks, the superior man cut off from the 
world. The impressiw unbroken silhouette, the figure gatherd into 
itself carrying its energy inta the Iifted head, is at once defiant and 
receptiw to the light of inspkation, And, like Gstuguin" projection 
of himself as the suBering Christ in his Cethsemane, it is also - 
though less directly, with mare pride and less pathos - a partial 
self-portrait. Inevitably Rodh identified himself with his subject, So 
this is no lower a monument to Balzac alone, but the symbolic 
celebration, through Balzac, of the vigom and heroism of proiific 
genius. 

Rodink use of the partid figure must be seen h the same light. 
The many headless bodies, the half-length figures, the torsas, the 
heads alone, these are neither incomplete, unrealized sketches, nor 
broken. fragmenk of abandoned corngasition. Neither are they 
purely hrmal studies or academic exercises, Rather they are sym- 
bolic objects, incornpleb as representation, but complek in; them- 
selves through their power of suggestion. Roam was inspired by the 
classic fragment, which the double accidexlC of broken form and 
tempord distance has removed from its context, md which, in isola- 
tion, has become the imaf3-e of a civilization and a philosophy no 
longer present. His intentional fragments have the same, kind of 
concentrated meanlng. The object kills,' said Mallarm&, Bht these 



are onfy partiai obbjcts, not imitations of the real world, therefore I 77 
not finik and sterile, By a proass sirnila to the verbal dissocia- 
tions ~ b l l a r m ~  describes, whieh creak words "new and strange to 
the language, and incantatory" Rodink fragmentay inventions 
becorne signs and symbols of an idea, Seemingly casual, organically 
impossible, they cia not represent, Enslead they invoke the world's 
materid continurn from which their awn clay and b r o n ~  (which 
is their reality) has been extracted, and m invisible universe which, 
by suggesting, they symbolize. 

Many other artists of the period, both poets and painters, shared 
Rodin" obsession with physical love and its passionatre mural im- 
plications and employed it as a symbol of spiritual aspiration, Others 
too created separate works whitse subjects were nevectheless re- 
lated. Gauguin, Munch, Hodler, even Klimt and T ~ ~ r o p ,  were to a 
greater or lesser degree concerned with the symbolic rendering uf 
the stages of man's inner life, implying change and evolution h a 
series of works, which, taken. together, made up a Trieze of life'. 
Each is part of a largm ambienc7.e (if nnot of a concerted programme) 
of thought and feeling, and its full reverberation c m  be felt only in 
the mem0;t.y of all the sthers. Nowhere is this sense of a totality in. 
the cxruv~ more strongly felt than in Rodin. He created a relakcf 
world of figures (not a pantheon, because these are men, not gods) ; 
each is the expression of a state of feeling --- joy, agony, despair --- at 
oace ephemeral and eternal, all belonging to the same timeless Rux. 
So in another sense each one is not a new and diflferent figure, but 
the same one renewed, seen. at another moment, possessed by 
another sentiment. Thus each figure, and perhaps especially each 
partial figure, is not simply a small fragment that needs the rest; it 
has within it all the others because it can (indeed will) become each 
one of them in time, In this wag, too, Rodin's sculgtul-e is symbolic : 
each single work evokes the totd world of his creation, and achieves 
its meaning by the evocation of the absent and unseen. 



and Theory 

'h the new era W have had two art critics: Aurier and. Fenhon. One has 
died, the other is silent. What a pity*"(R&nny clr: Gourmant, 1892) 

PBlk Fknkon and Gearges-Atbed Awier wem not quite the only 
critics of the new kndency. a h e r  spbolist writem also were iakr- 
ested in painting and sculpture md  reportd on it in many reviews 
of the wrJoCX, and even, infrequentt;iy, in; the grand6 presse. Most of 
what a.l>peard in such pedodicals as La Revue idkipendan&, La Vie 
modeme, ZR. Mercure de France, h flume, was current journalism, 
devoM more to calling attention to exhibitions of which they 
generally approved thm do aay truly consider& appraisals, aad 
much of it W* done by vvrjit;em of no particulw distinction. With 
such a plethora of short-livd little magazines, and so many 
enthusiastic young men, it could hardly have been otherwise. 

But a cert;aia number of s-till-remembered names do stmd out. 
That of R6my de Gowmont. himself is among them, and others h- 
cluck Pad Adam, Gustave K&n, Camille Mauclair, Charles Marice, 
and in Elelgim bile Verhaeren and Georges Radenibach, And 
three writem of' genius did pay amnaaa to the vistld arts - 
Wuysmanrs, Lafargue and Striadberg. The poet Laforguie, while a 
language tutor in krXh in r 883, reported briefly to the Gmet& des 
Beaux Arts; surprisingly for someone who admired Ha&mannPs 
book 0x1 the unc~ns~ious he praised %36ckEin, and suggested that 
MW KIinger was h the tradition of J o b  Madin, FuseXi and Blake, 
The neighbour of Gustave K a h  in Pais, and a friend of Pklix. 
FBnhan, his eilrty deslClr prevent& him fram carryhg c~ut his pXm of 
writin;g 'a aserlef of studies in which, th roua  the accumulation of 
well-selected words (meaning and sonoritg), of facts, of sentiments 
appropriak f;o the colow scale of a painter, I should convey the 
sensation of the world created by this painter" SSt-rindberg, who was 
later (1895) to refuse Cauguink request for a. prefa~e to his exhibi- 
tion, was willing to comment (r 892) on Mvard Munch" painting, 
more congenial to his misogynist temperament; but thdke were 



only occasiond sort;ies, Huysmanskontributions mare than span I 79 
the decade af the eighties, but at first he was much concerned with 
the imfiressionists (at the same time that he was praising Redon). 
and later, his always somewhat literary appreciation focused on 
Moreau and Rops, in whose images he found a reflection of his own 
satanism. As he moved towards religious conversion he gradually 
moved out of the symbolist miIieu. So none of these three contri- 
but& establishing a systematic critical philosophy by which to 
judge the painting they approved, 

Critics sympathetic to the symbolists were also faced wit;la the 
problem sf evaluating artis& who had confilcting aims but whose 
work l;hey continued to admire, The impressionists especially posed 
this problem, They were, after all, oppressed by the academy and 
had been in the awnt-garde; but they were also imitators of nature, 
materiatlisb opposed in. principle to m idealism which, irr part, had 
develop4 in, conscious reaction to their acceptance af the world's 
ilwearanca as its reality, But they were discovered to have certain 
symbolist qualities. Paul Adam, reviewing the impressionists' ex- 
hibition of 1886, diEeren tiatm them from othw schosls atsa based 
on 'the perceived sensation' h that they ""prsue the subjectivity of 
perception ts its most abstract formulation, thereby objectifying it 
as pure phenomenon.' Aurier mentions their kttempb at expressive 
synthesis', Pissarro generally remains in favow for his directness 
and honesty, both during and after his neo-impressionist phase. It is 
especfalj-y in Monet that new affinities with symbotism are dis- 
cavered. Camille Maaelair finds the vision of Monet's Poplars (I Sgz) 
SO disconcertingly exact that its sensitive realities through the 
fantasmagsrie vision of the master, also contain a rien% of mystery, 
and so they suddenly participate ira that symbolic un ive r~  of which 
the poets have dreamed . . .; from the very tru& of the painter's 
vision springs the cansoling certitude that the world is as we create 
it.Thus Monet !S made ta exemplify Schopenhauer. h the same 
year Aurier in the Wrcure de France praises Monetk '"naive, ecstatic 
artist" a d  sees h him, not merely the realist, but a m m  'in 
low widh. divine light . . . with ineRabfe sensations . . . which 
exempt him from dreaming, from thinking, almost from living" he 
is a 'mystic beliotheist' who sacrifices everything to his god. 

After I 8qa even the Xsng-time supporters of impressionism began 
to stress its poetic and suggestive aspects. For Gustave GeErog, 
Monet, in his Htrgstacks (r8gr),  does niuch more than "give the 
sensat;iion of axl ephemeral instant . , . He evokm , . . the c o u r ~  of 
the glok in, space [and] unveils the changing portraits of joy and 
despair, of mystery and fatality with which we endow in our own 
image ail that surrounds us" this is a Monet seen in the unexpected 
mirror of idealism, And another champion of naturalism discovers 



I 80 that it is replacing its splendid evocations of nature by a kysbrious, 
imaginative painting . . ., A d a m  scene by M. Pissamo, a marine by 
M. Claude Manet seems t-o W as suggestive as it is representational. 
From their warn harmonie thought frees itself, and the heam 
takes night,' By thus changing the angle of vision, and with what- 
ever justim these: new qualities may inhere in the works themsefves 
(and this is surely more for Monet than for Pissarro), these artists of 
an alder generation are made to conform to the new symbolist 
perspective. 
h these evaluations there is only the implication, never the state- 

ment, of a theoreticd background, and even this is of the most 
generd kind. The vocabulaq is borrowed from the theortes of sym- 
bolist poetry, but the application of those theories to the peculiar 
cormdi~ons of painting is rarely spelld out. Althou& much was 
written about the relation of paetw ta music, the position of paint- 
ing and sculpture in the hierarchy of the arts is rarely defined. If, in 
the wor& of fidouard Dujacdin, the symboli&s, following Scbopen- 
hauer, conceived of music as communicatkng the idea of the uni- 
verse directly, without mediation, and "expressing the world as 
Will, i,e., in its profound reality, whereas the other arts express it as 
Representation, .I.e., h its appearance" painting was obrriously h a 
dificult posif;ion. The poeb 'nourished an music" W V a l 6 ~  said, 
could hope 'to take back from Music their righgd inheritance'. 
Mallarm6 may indeed have understod painting better than he did 
music, and may well have admired Wagner less as a musical revolu- 
tionary. than as 'one who & the history of literature, thought text 
and sound simultaneously'; bat given the symbolist desire to by- 
pass agpearmce, the Gsud arts were at some disadvantage pre- 
cisely because they were visual. 

These theoretied problems were rarely discussed in my  com- 
prehensive manner. Charles Vignier does briefly take up the posi- 
tion of painting in his NO&$ d'esthktx'que: Xa suggestion en art 
(December 1885)~ only to place it below both music and poetry. 
Since far him the core of the new art lies h a series of analogies 
from which, then, finally 'one suppresses an the preparatory 
scagolding, and the metaphor appears distant and suggestive2t is 
hardly surprising that he finds the methods of painting necessar[.ily 
too tangible. 

The most detailed treatment is perhaps that of Charles Morice, 
whose important La Iittkvadure de tou& li t%heure (I 889) is a deanitive 
statement af symbolist views. For him too 'ssugges.t;ion' plays a cen- 
t;r& role in the new art. He himse[tf (close friend of Cauguh and 
Carrikre) was much concaned wi& painting but he points out that 
as a group the writers were more passionately affected py music 

I because 7t is at the same time more distant and more intimate, 



nearer both to the origb and the resolution of feelng and sensa- 181 
tion . #; . Line and colour arrest and defy time: sound yields at the 
rrew moment it is born; it lives t8 die, it is a profarxnd symbol . . . 
Painting is a witness, Music is a yearning. Throu* music the soul 
soars of its a m  accord, then recaptures its seU-awareness h the 
solid sitenee of painting.30 while music and poetg naturally fuse, 
or at feast c m  supplement each other, Tainting taxm its ingenuity 
to find, within its proper Ximib, new ways - musied and poetic --- of 
creating dream-lilre harmonies,"t is clear that even for Morice 
painting is inherently less propitious to symbolism thm the other 
two arts. 

FClh T?"&rzkon did of coarse consistently apply his critic& inte1U- 
gence to painting. He wm at the centre of the literary. movement, 
and m editor and contributor to its reviews, but his tastes in, paint 
ing were exclusive. Interested fim ixx impressionism, and then in 
neo-impressionism, whose method and aims he interpreted in a 
series of articles of exemplary subtle@ and precision, his critical 
energies were directed almosl; exltirefy in this one direction. Besides, 
though widely read and well-acquainted with the theoretical 
thought of symbolism, FBn6on chose to suggest and imply rather 
than to spell out the analytical background of his inkrpretations. 
Ih a manner not unlike that of Maflarmk himself, his formulations 
are concise, allusive and complicakd, often as much prose poem as 
elementary exegesis. By temperament aloof and ironic, it was not 
h his nature to develop comprehensive theories. Soon after Seurat's 
deah he stopped writing altogether. Pknkon. played a key role: he 
was the defender and interpreter of neo-impressionism; he made 
clear Seuratk fundamentai relation to symbolism (abo.ve aUt in his 
article of x 887 h LfArt IModemtl.) ; he was a writer of distinction and 
of sympathetic insight. Fendon was the indispensable critic of one 
aspect of symbolist painting, but through the defiberak restrictions 
of his taste and interest, he refused the larger role he might have 
played. 

That; role was actively soughit by Afbert: Aurier, who in less than 
five years before his untimely death in October 1892, established 
himseE as the spokesmm of the movement, Aurier was a proliEc, if 
not veq disdinguished, poet, who from the mid-eighties had been 
associated wih The fleeadtenb. He also wrote a novel. After briefly 
editing his own review (h Modevniste) in r 8 8 g, he was co-founder 
of the Mercure de Franm in. I 890, and in the following yeam its chief 
cX"itic af painting, Just aftw his death Julien Le CXercq described him 
as the YntelXect;ud brother of R6my de Gourmont" author of the 
Book of Masks, whose very title refers to the shifting, changing world 
we each of us project in our awn image* 

Aurier wrote: many notices and reviews which, do Iittle or nothing 



182 to advanw his ideas. His dab-oration of symbolist theav is concen- 
t ra td  irr three articlm publish& dwhg his lifetime, and the Preface 
to a never completed book on art criticism which vva published in 
the Mercurc: two months after he died. Understaxldlably, the Prefwe 
remaim vev general, and deals, not wi& works of art, but the 
nature and position of the a r~s t .  Mast of it is given over to an 
attack on the 'scientifichriticism of Taine, and his co-practi"E0ners 
of the method, Sainte-Beuve and &nile Hennequixr. ]For Amier the 
notion that a vvsrk of art is 'an essentially relatiw and contingent 
phenomenon" whose character is determined by 'race, mifieu, 
moment" is anathema, He turns upside-down what he calls this 
'pretena of m aesthetic, flwhicfil dam not stak laws, but coirrci- 
den@ which are besida exceptiond and difXicult to prove" It is 
exactly wrong to propose that %he inter@&% of a work is propo&foxlal 
to the s m  of the ixlRuerrces from his dlieu. upon the arlcist, when 
the evident truLfr 1im in this proposition reversed. Taixze is right: 
artis& are not isolated men; but this c m  only be deplored. Ura- 
fortunately, yes, they are more or less subject to the influence of 
their environment despik their desire, which is a duty, to remove 
and abstract themselves from it. "Xlainek great mistake is that his 
conception of the world is too matctrialist and that he prefers eomte 
and Condillw to Plotinus and Plato.' AuAer considers h h  at best a 
mediocre saeiolo@cat historian, who, in the end, is not concerned 
with either aesthet;ics or art criticism, and whose influence has been 
disastrous. Sin= even the Preface Lo his projectd book remained 
unfinished, Auder did not elaborak his own proposed methods. 

Aurierk article on Van Go@ was published ja;t volume 1, numbe-r 
1 Uanuaw r 890) of the Mereure, It was to be the first of a projected 
series on Les Isokds, a title which withh the symbolist; contetext re- 
ferred less to the public's wan@& neglect thm to the lonely glory 
which defines the true artist, who is always 'out of this world'. It is 
an enthusiastic endorsement of V m  Go& which begim w i ~  a 
prase-poem that translate the brilliant colours and emotiond in- 
tensity of 'Vincent" s~% into the complicated, designedly arresting 
~ocabulary of the: symbolists, He emerges according to the Ynelud- 
able laws of atavism [ad duly Dutch, h the sublime tradiaon of 
Pram Hstls" Aurier emphasizes 'the naim truthr of [Irixlemt's] art, 
the ingenuousness of his vision - his grofoud and almost childish 
sincedty, his great love of nature', and the force, the violence of 
expression, 'the almost orgiastic excesses of all that he paints" and 
his love of the materials with. which he paints. Finally Aut-ier char- 
acterizes Vm Gogh as 'a symbolist feeling the constant; necessity. of 
clothing his ideas in precise, ponderable, tangible foms, in intensely 
sensuous and material, envelopes. h nearly atl hh patntiqgs, be- 
neath this morphic envelope, beneath this very Beshly flesh. beneath 



this very materid mmatder, there lies, for the mind who knows how to r S j 
find it &here, a thought, an idea, and that Idea, which is the essen- 
tial substratum of the work, is at once its eacient and Its h d  cause." 
And Auria insists that unless the existence of these idealist ten- 
dencies is recognixd Vincent" mart would be irxcomprehensibte : he is 
'a dreamer, m exalte-$ believer. . . who lives on ideas and illusions." 

The article on V m  Gogh tells us nothing of Aurier" conception 
of the structure of symbolist painting or how that structure mediates 
the Ideal. He grapples wi& these problems in his March r 89z essay 
(gromgted by BmiXe Bern&, to bis eventuai regret) which, begin- 
ning as a study of the painkm of Pont-Aven, was broadened into a 
more theoretical desclription of SgmboIism in Painting, and narrowed 
to using only Gauguh as its exemplifier, At the head of his essay 
Aurier significantly placw a quotation from Plato" allegory of the 
cave and its sitZaCIows mistaken far reality. Afier m eloquent des- 
cription of The Ksion After the Sermon, he goes on t;o insist that %be 
newczomers, whom Gauguin leads, must not be mistaken far inrapres- 
sionisb who only transfak sensations and impressions> Gauguh is 
the opposite: one of the 'suhlllme seers . . . wi& the clairvoyance 
of that irrxzer eye of m m  of whicrla Swedenborg speaks" part of an 
'ideist' tendency opposed to realism, and the only one capable of 
supreme art. The artist is 'The Expresser a$' Absotuk Beings . . ., 
objects . . . appem to him only as sims . . ." used by the artist 
"hoe eye is abb ta distinguish essences from tangible objects. The 
first consequence of this principle, tso evident to justify pause, is a 
necessaq simpjtifieatio~ in the vocabular~r of the sign."(Aurier then 
quotes from Baudelaire's sonnet, (=orrespondanees, and refers to the 
%ymbatie correspondences' the art;ist alone understands; but he 
does not assoda& this concept, obviously basic to his whale point 
of view, wi& Swedertborg.) The artist must not reinforce the practi- 
cal inclinatiollr to konsider the abjed as nothing but an object' and 
so he must never in, his painting give 'that deceitfd impression of 
nature that acb on the onlooker as nature itseff, that is without 
possible suggestion, that is, . . . not ideistically" Therefore in using 
forms, lines and colours the artist must 'exaggerate them, attenuate 
them, deform them according to the nee& of the Idea to be 
expressed.' 

'Thus [writes Aurier], to surnmariw and to come to c~~~elusions,  
the work of art, as I have logicdly evoked it, will be : 

'I. ldeist, far its unique ided will be the expression of the Idea. 
2. Symbolist, for it will express this Idea by means sf forms. 
' 3 .  Sgnthetist, for it wfil present these forms, these signs, accord- 

ing t;o a method which is generafly understandable. 
'4. Subjective, for the objed vviK never be considered as m object, 

but as the sign of an idea perceived by the subject. 



184 '5. fft is consequently] Decorative - for decorative painting, in its 
proper sense, as the Egyptians and, very probably, the Greeks and 
the Pdmitives understood it, is nothing other thm a manifestation 
of art; at once subjective, synthetic, symbolist and ideist." 

. . decorative painting, is strictly speaking, the tme art of 
painting. Paintbg can only have been. created to deeoratt;? with 
thoughts, dreams and ideals the band walls of humm edifices." 

And so Aurier concludes that 1deist art is %he true and absolute 
art', for not only ~ its definition logically demonstrable (as he has 
just shown) it is also 'fundamentally identical with primitive art, to 
art as it was define-d by the instinctive geniuses of the first ages of 
humanity'. 

There is stilt, however, Aurier adds, a missing element, The man 
who through his intelligence knows 'how to read h eveq object its 
ab&ract significance , . , how to use objecb as a sublime alphabet 
to express Ideas" such a man is only m ingenious scholar. To be 
worthy af the name, the artist must alrzo have 'the gift of emotivity 
. , . the transcendental emotivity, so grand and so precious, t;fiat 
makes the sod tremble before the pulsing drama of abstractions 
. . . Thanks to this gift, symbols --- that is Ideas - arise from the dark- 
ness, become animated, begin to live with a life that is no Xoslger our 
iife of contingencies and relativities, but a splendid fife which is the 
essentid life, the fffe of Art, the being of being, Thanks to this gift; 
art which is complete, pedect, absolute, exists at last.' The aaicle 
ends w ia  praiw for Gatxguk as m a&ist who conforms t;o this tradi- 
tion: he has the soul of a primitive, his work suggests m inexpres- 
sible ocem of ideas, he is above afl a decorator (with. Puvh de 
Chavaxlwres perhaps), the only great decorator of the times, and 
Aurier closes with the cry - 4wa11s, walls, give him walls,Which 
Gauguin, later, was to echo in fetter% from T a k ~ .  

Aurier-% tong article Les Sgmbofisks in La Revue Encgcloptdique 
(r  892) adds little in the way of theory, He once mare insists that: 
just as our o m  body is the tangible form of sw being, i.e. our 
thought, so 'In nature, eveq object is flnaliy only m Idea signifled," 
and that 'art is, by definition, first and always the necessary 
materiabd expresstm of some conjunction,' vvhose own language 
is those combinations of lines, glaxzes, shadows and coloum which 
const&ute style. There are the abstract e1ement;s studied by Leon- 
ardo, Mumbeat de Sugerville, and also CharIm Henry, whom no one 
could suspect of symbolist leanings, Aurfer then adds m idea he 
repeab in his notes for the Preface: the work af art is a n w  living 
being, whose sod is the synthesis sf two souls -- of the artist and of 
xxat;ure; it is m immortal being which can be underswod through 

%hrou& the delici~us hsion of one" sown soul vvk& the soul of 
the work of art;'. (These concepb deriving from Swecfenbdg, and 



very similar t;o those of the Cermm rommtics, will soon be repeated 185 
by Hepry van de Velde as he elaborates his theory of ornament.) 

~ h 6  last pages of Les Symbolisteg, profusely illustrated, are de- 
voted to a review of aU the artists of the new tendency, beginning 
with Gauguin. (its undoubted initiator), whose art is characterized 
as TPrato interpreted visually by a genial savage', with Vm Cogh 
and Redon, calling the roll of the Nabis, and ending with the sur- 
prising mention of tbe architee-lt Trachsel, These numerous descrip- 
tions are an so brief that this article too leaves iacromplek Aurier's 
analysis of symbotjist painting. Only in his discussions of Van Gogh 
and Gauguin did Atlriejr have a chance to apply the principles of his 
philosophic ideaUsm to the practice af art criticism; they spell out 
the attitudes and the assumptions with which the symbolists 
approached the art of their contemporaries, 



Sk month dter Aurier gave his definition of symbolist painting in 
the Mercure, there appeared in Le Plg'gavo the manifesto of m ais t ic  
programme similarly disdainfd of both realism and the Academy. 
Its author, Josbphk Peladan, critic and novelist (h Vice strpreme, 
18841, proclaimed that a work of art ' i s  more an operation of the 
soul than of the hand; man puts into his creations the best that is in 
him, i.e., the immaterial; in the creation of a masterpiece -- more 
than my study and eEo& - there enters nrrystery."~ further this 
Art (dedicated ta beauty, dream, the past and tradition) PGladm 
announced the creation of a new salon, the Salon de la Rase + 
Crclix. Its opening exhibition (March 1892) included more than 
seventy-five artists and attracted aver r ,000 people to a vernissage 
that was preceded by a mass at Saint Cermah I'kmbrrois, and at 
which passages from Parsgd were played, and && Satie pedormed 
a trumpet fanfare he specially comgased far the occasion. 

The S& Pkladm had grown up h Lyons, the son m d  brother of 
occultist, firmly Chrisl;im believers. A tdp to Rome and Florence in 
I 88 r had given him the revelation of the Lat;iin tradition in painting, 
especially the Florerztine primilcives, and in his reviews of the Paris 
Salons during the eighties be call4 for the revival of an IItalianate 
art, Iinem h style, imaginative in subject, to replace the vulgarities 
of the gaizrterly and the fearistie which had come to dominilte 
French. art. Opposed as he was to any northem influences in 
painting (they had largely cont;ributed to the decline) he had nevem; 
theless been given - on a pil age to Bayreuth in I 888 - the 
furt;her revelation of the music and the message of Wagner. 

The purpow of the Rose + Groix egthktiqw (an extension of the 
more directly religious Rose + tlrclix du Temple) was 'W restore the 

of the I D E A L h all its splendour, with TR AD I T I O N  aS i& 
base and B E A U T Y  as its meajcls . . . To mh realism, re fob  ladin 



taste and creak a school of idealist art.' Entry was by invitation 187 
only, md  there was Yinnposejrd] no other promamme than that of 
beauty! nobility, lyricism'. Realistic dubjects of whatever kind, his- 
torical, patriotic, genre, still-life, or landscape (except in the manner 
of Poussizl) were vigorously excfuded ; encouraged were "he Cal;ho- 
Lic XdeifX and Mysticism . . . Legend, Myth, AlIegary, the Paraphrase 
of great poetry and hafly aB Lyricism . . . the nude made sublime" 
in. the style of Psimaticcio and Corseggio. 

During the s h  years qf its existence the $don de Ea Rose -t Croix 
exhibited the work. of some two hundred artists, many of them from 
outside France, for Pkladan" sEa& was international. h his re- 
views of the officid Salons, which were largely devotd to violent 
criticism, the S& had gone out of his way do praim his three madern 
idols - Moreau, Puvis and Rops; despite this (and thou& Rops had 
d r a m  frontispieces h r  his novels), he was never able to persuade 
the t ~ n i t y  to show with the Rose -t- Croix, Pu* even protesting 
against the use of his name. Nor was fthladm any more su~cessful 
with the Pre-RaphaeEites, whose work and fraternal spirit he ad- 
mired, and whom he proposed to ga ta London & i n ~ t e :  Bwne- 
Jones, who* work was by this date well-know irz the oficial 
Salons, dedixred ta show in 1892, and no fu&her invirtations were 
issued, Among the lesser Frenchmen Pkladm would have liked to 
include, Redon, hquhtin, Schrzfinecka and Mau~ce  Denis all 
rehsed. 

Denis explained that b participation was prohibitd ba& by his 
refigtous beliefs (his Crathoiicism could badly countenance occult 
tendencies) and his aesthetic convicUorrs. Thk i s  mderstandable, 
for though the artbts gathered by the Siir were opposed to realhism, 
a d  thou& their w r k  wits various in. style, they joined together 
under the banner of Idealism, and this was something very digerent 
from the synthe~sm sf the Nabts and from symbolism as dehed by 
Aurier, sin= unliIre them, it stressed meticulow representation, 
even if it was of imaginary, mystical subjects. Indeed, Aurier may 
well have bad P k i a d m  in mind (as well as the Academy) when he 
skessed the distinction between his o m  idkisme and those a&ist;s 
who 'pdde tfiemselvm upm presenting W beautifit objects" The 
Rose t- Croix ided was mysac4 allegov rather than a madem 
symbolist styfe. Some sense: of *is is convey& by Cmlas Schwabe's 
poster for the first Salan [lrqo]. It depicts a nude h the foregromd 
sunk in the mire of daily exisknce loaBng up at a yawg woman 
who has broken her chains and is being led by mother, more 
ethered figure (a guardian angel, or perhaps her o m  better 
natwe) up a Bight of flower-starem s t a b  towar& a cefestiat, h&t- 
filled r e a h  in the &stance. It Is a speitred-oat &@gory of salvation 
and escape; and though art ntluveau in. its lettering and proportfan, 



140. Poster for the first Sdon de la Rose + Croix, 1892, 
Schwabe 



and in the incorporation <sf the decorative border of cross@ into the 
design (features which influenced Mucbats posters for Sarah Bern- 
hardtf it is strongly Pre-Raphaelite in feeling and well sunls up the 
Rosicrudm tone of a somewhat pallid mystircisnrr. Aman-Jean's 
poster for the second Salon, on the theme of Xxrspirat:im, with 
Beatrice led away by a winged angel as size gives a lyre to an unseen 
Dante, is very much in. ithe same vein. 

The Salon of r 892 was largely financed by Count Aatoine de La 
Rochefoucauld, who while a mystic himseff: painted in a divisionist 
style anathema to Peladan, and he withdrew his suppa& even 
before it closed. (He was later to send a regular stipend ta Filiger in 



142. T"he Siren, 1897, Point 



Brittany.) Among the artists in this first salon were many still re- 191 
memb red for other achievements: Bemard, Bourdele, Filiger, 7 Grasset, Hodler. Khnopff, Toorop r(nd Vallotton. Of these, Bour- 
delfe showed agah in 1893 (when the Roskrucians were lent an 
important section of the ogeid saXon at the Champ de Mars), but 
only KhntopE coxltinud as a regulm exhibitor; his work with its 
strong hgiish aEnities and somewhat ambiguous sexud tone was 
obviously vew pleasing to the S&. However, the atmosphere of 
Mediterranean. Idealism endorsed by Etkladm is perhaps best con- 
veyed by other regal= contributors to the Salon. Alexandre Skon, 
for example, who missed only the exhibition of 1894, executed 
fronfispieces for P6ladank navels, and did his portrait [rqlr]; most 
of his work deariy is based on the style of Puss Be Chavarznes. In 
such. works as Prinmss a d  the Unicorn [ ~ t r ; ]  wifi its Botticellian 
costume and detailed rendefing of a flowered ~ o u d ,  Arrnand 
Point demonstates his debt ta the medievalizing re&sm of the Pre- 
Raphaektes, a style to which he gives a more ethered interpreta- 
tion h the pastell colours of Z'llternelb Chimire - m altogether 
chast-c: lady hi a Bowing robe who contemplates the open book she 
holds. Point was a student of Renaissance kchxriques and in The 
Siren [14;;?-] he approximates something of a Leonarctesque sJirmdt.o 
as a backgromd for this exampb of %be nude made sublime'. 

Alphoxlse Osbert, who showed exknsively in aXX six Salons de la 
Rose -t- Guoix, has been calXed by Rncus-Witten its most repre- 
sentative painter, although his work ignores the Renaissarliee- 
revfvd side of the mowment, Osbertk sMef debt is b Pus de 

143. The Forest Pool, 1892. Osbert 



144. The Vision, 1892, Osbert 



Gkavannes, whose planm e;ompositians and silhouetted frieze-like 19.3 
figure arrangements he employs to a much more introspective end. 
He groups his diassically garbed, ideaEi~d women in. meditative 
poses, their faces shrctuded in, his typically crepusculz half-light, 
csmmuning as much with themselves as wi& each other. As with 
Puvis, these figures are symbolic, but an even more generd way ; 
thek evident nostalgia refers less to a previous Golden P1.s tbm to 
some lost state of the soul, which once knew peace and communion 
with m ided Nature. Osbert" other source was in the scientific 
colow harmonies of his friend Setlrat, and this interest has been 
idealbed into a kind of luminary pantheism, evident in same of 
his titles, and above all h the digused light that washes over his 
landscaps (as in The Forest lF"ooI [r43]) and transforms his f i g u ~ s  
into insubstantial shadows. In the large Vision fr447 these formal 
qualities are given a more spedtic icsnographic locus in. the glowing 
halo and radiant eyes of' Saint Geraevieve, and In her accompanyixxg 
(sacrificial) lamb; the toa sentimental. result de6rzes the evocative 
limits of the style. In answer to a critic who had called his work 
literary, Qsbe& replied hart. lives only by harmonies . . . it must be 
the evocator of the mystery, a sofitary repo;se h life, akin to prayers 



194 . . . in silence. The silence which contains all hwmonies , . . art is, 
therefore, niecessa~ly likrary, accorang to the nature of the emo- 
tions experienced.Ysolation, wifidrrawd inta meaniagfd silence, 
the more expressive because it permib suggestion, this is a symbolist 
means found in varmg fa among b o ~  poets and painters. 
Qsbert's ' l i k r a ~  harmonies" joining Ggures and Xmdsc.sipe in silent 
prayer, are more ofkn tzo be found outside of Prance, for examfle, 
in the very &*rent work of B6ckhn and Hodier, 
h contrast, another Rosicrudm faithful, the Belgian Jean Del- 

ville, while echoing Phladank task for Wagrrer and the Pre- 
Raphaelites, continues the tradition of Eustave Moreau, H& The End 
of a Reign (18931, which shows a decapitated head under m efab- 
oratety bejewelled MoretXim c r a m  suspended agszjinst the dim per- 
spective of a r m e d  palace, is veq much in the pleasurably macabre 
s p i ~ t  of the SaXom6 pictures ; and his Orpheus [I 451, the head alone, 
eyes closed, and bair abundant, cradled in a lyre floating on a 
rippling sea, comes directly out of Moreau's Thracian Maiden 
with the mad of Orlpheus  or] which atso had served to inspilre 
Redon. Here Qrpbeus has been painted in the likeness of Delville's 
wife, thus transforming him in& androgynow muse and assimgat- 
ing him to thee mysticd ilsymbok of femhine inspkation, pure and 
unattainable, which in the symbolist vocabulary alternak with the 
image of wornm as the degradhg temptress DeXfilleb sapparitional 
portr&t of Mrs Stuart MerriU [146], wife of the poet, s h o w  grasping 
a book insmibe-d wih a mgstk Mangle, her face emergiw w&te 
from a swaunding infinitl: and her unseeing eyes cast upwar& in 
ecstaac vision, is the nearlty caricaturd extreme of this ided hage. 
lCt; is thus not at all sumrisjmg that Del&lle, h m action that parit- 
Ueld PkIadan" dafsptlb *& La RochefoucauXd, shodd that same 
year have broken away from the Brussels avant-garde association of 
Les Vingt, who were hteresM in anatha kind of symboltim (as 
well as nabalism), &I establish a group call& Pour IXrt, in which 
he vvw joined, among others, by Xavier Meuery, m d  even, in r 894, 
fomded Inis own short-lived Sdom &'Art Xdddisk. 

After I 8931. the Salons iXe la Rose + Crolx continad ir;t con- 
stantly amhishing circumstances; fmds w r e  lacking, and many 
of the adists preferred to show at the Salons des Inddpendants, where 
their worb would be seen by a larga public, &sides, the Rosi- 
cmcim ided 'involved a fmdmentd  zf,ontit.a&ction: thearetically 
traditional in both subjed-matter and style, s ine  its pwpos was 
t;o revive m artt& once Catholic and Renaissance, it, had in fact no 
appeal to its niaturd conservaave audience, which uvw appaUed 
by the excesses of its occult mysticism, and put off by a manner 
that went contrary to the academic naturalism it had come to 
exped in the treatment of even tbe most 'idear subjects. 





196 G A U G U I N  I N  T H E  S O U T H  S E A S  

h r 899 Mawce Denis wrok to Gauguin, asking him to take part: in 
m exhibit;lon he was prepwing fur the coming fifniversd Exposition 
of xgoo. U would once mom br"rxlg togeher, among others, those 
painters who had formed the 1889 Cafk Volpia group of Xmgres- 
sionists and ggnthetists. Gauguin, then of cow% in Tahiti, replied 
that, interesting as such a reunion wodd be, he was compeBed to 
refuse; it would become too evident, fire said, that he was %he pupil 
of many' yomger a&isb in. the exhibition and had %st;alen much 
from my Master h i l e  Bemard'. After this bitterly ironic indulgence, 
he gave his serious reason: 'My personalit-y of ten years ago is 
without hterest today . . . my art of a Papurn would haw no 
reason ta be s h o w  alongside [that aff the (Symb) symbsfists, 
ideists; I am sure your exhibition W# be a great success." 

Gauguink pain~ng had indeed changd during the ;intervening 
decade, but he wm wrong (probably dellberatejy) in implying that 
his work was no longer eifier synthetist or symbolist; it was both, 
and Sn ways that had evoXved out of his earlier attitudes and con- 
necticrns. The flat, decorative style of The Vision After the Sermon [68] 
and The Yellow Christ [S] makes only m internidtent appearance in 
work af the first "Shitfm sojourn (I 89 1 - 3) and the subsequent two 
years in France; but then;, it had not been employed eonsis&ntEy 
even dming the ealier Brfaany perisd, When it does appar, the 
resulting desip is as 'synthetisthas ever, with figures reduced ta 
simplified contours, brifliaxlt caloms applied withiixl clear outlines, 
shadows acting as indewndent, balancing shapes, and depth 
rendered only as a sequenee rising af parallel planes. Besides, in 
these few paindine - li7 MateLe (x&gz), Fatata Te Miti (18921, The 

c?f The God [zs]+ What, A1-e You Jedous? L1471 - Gauguin has 
stylkd the forms of water, Bowers and gras  to a point closer to 
abstraction thm he had ever come befare (or would agah), en- 
closing them in rhytfimic curvm that once again r e ~ n d  us that 
the symbolist painters are afso the precursors of same of the ele- 
ments of art nouvecnu, And in these painthgs, as well as in, several 
landscaps of the first Tahitian years, the colours are arbitrarily 
intensified for thc: twin purposes of decorative design, and expressive 
mood, again. carrying out: the doctrines develaped earlier in Pont- 
Aven, 

Whlfe this synthetism of the 'pplarze surface' (to employ Denis" 
definition) diminishes dter 1895, as Gaugtxin's paletk grows 
dmker, and his forms more rounded, what may be catled his con- 
structive synthetim - his method of incorporat;ing gictorid xniotgs 
into compositions of his own construction - continues unabated 
and, after the first visud shacki of his new smromdine has worn 



r 47. What, Are f i u  ledous2, r 892. Gauguin 

off, even increases. Thanks to the research of Bernasd Dorival, 
&chard Field and others, we have some concept of how eansive 
the cotEeetion of photographs wils that Gauguin took with him to the 
South Seas (many of them obtained earlier from his patron Gustave 
airosa), and the degree to which he drew upon them. just as in 
Brittany he had made use of locd sculpture and Japanese prints, he 
now had recourse to this stock of reproductions, substitutes, per- 
haps, hr distant, inaccessible museums. Thus the bas-reliefs of 
Borobudur make thek contribution to the poses of the angel and the 
two Tahitim women of Xa Qrana Maria {18g1), as well as to Eirzha 
Okipa (1896); Egyptim intaglio relief inspires the profile poses of the 
figures aligned on the bench of To Makele; a Rernbrandt drawing is 
the souret= for the centrd figure of Where Uo We Come From 3 [ 14.91, 
a motif Cauguin had already used in an earlier painting: a stable 
interior by Tassaierd is the basis of a detail in the Natr'vitp [x483 ; a 
figure from the Parthenon frieze (which Gauguin had pinned on. 
his studio wall) provides the gesture of the title figure of The &If 
(rgaz). Gauguin went far to h d  the proper ambience for his 
creation, &resistibly drawn by the expectation ofthe unknown, as he 
himself said. That mder such ckeurnstanees he coxltinud t;o draw 



upon a stock of familiar motifs indicate much less a lack of ima@;;una- 
tion thm the degree to which his art was still profowdfy iddisk : the 
concept came first, it was given m a t e ~ d  form through a syxzthesis 
of agpmprtak visud efemenb. The soarm of these symbols was 
unimportant and persona1 invention based on nature of no particu- 
lar virtue; what mattered W= the matching of symbol, t-a idea, 

Within the synthetic met.hod, the circumstatlnees and pul-poses af 
adaptation were various, Sameernes motifs were incorporated for 
reasons of design (as with the Tassaert), rn0t.e often because over- 
tones of ambience and meaning reixtforced the more obvious com- 
position& possi;ibi;ttlties, as when Borobudur reliefs, Marquesm t;ikis 
or Easter Island hierogiyphs furnish the initial source, But when 
Gauguin. has recourse to "rimitivekultcrres, or when he c a b  upon 
the hdian, the Egyptim or the Greek, all in order to give substance 
to apparently Tahitian scenes, when he iights up the baickgraumd of 
The Idol ( e , x 8 g g )  wih The k s t  Supper or gives T h  Nativia a. Maofi 
setting he is carrying out that desim for the fusion of dtsant reli- 
gions, that loxlglng far a quasi-pantheistic mysLicism and occdt 
doctrhe that had motivated the schaol of Pont-Aven, and h its 
more a b e ~ a n t  foms also marked the idedsts of Rosiemcian per- 
suasion. In his recurrent longipg for mystery, aod in his seyrch for 
an innocence not of this world. Gauguin continued a chakacter- 



istically symbolist quest. Both Redon and Rodin dealt with. primitive 199 
man and his awakening consciousness, And Gauguin" savvreness 
of sin and of woman" dud  rule a$ both its agent and its victim 
(Words of the Devif, I 892 ; Qvlri, I 894), however they were lodged 
in. the circumstances of his personal history, also bdong ta the 
poetic language af his t h e .  But if his paintings are mystedous, or if 
like Puvis (whom he admired) he can evoke a golden age by a frieze 
of figures in suspended animation, it is not because, having left a 
civilization he detested, his quest for a primitive Arcadia was suc- 
cessful; ody in his work could he h d  what he sought, and there 
he had to create it - symbolically: 

To explain my Tahitian art, since it is heXd to be incomprehensible: 
WanGing to susugge& a wild and IuxuPiant nabme, and a tropical sun which 
makes everything around, it blaze, f had to give my figmes an appropriate 
setting . . . Hence these fabulous colours, this fiery, yet soft and muted air, 

But all this does not exist, 
Yes, it exists as the equivalent of this grandeur and profundity, of this 

myster~lc of Tahiti, when it has be expressed on a canvas three foot square, 
The Tahitian Eve is v e q  subtle, very knowing in her naivetd . . . She is 

Eve after the Fall, stiU able to walk naked without shme,  possessing all of 
her anirnat beauty of the first day . . . Enigmatically she looks at you. 

Afl. this is intangible, they say. 
So be it, I am willing to agree, 

Here Gauguk outlines a play between an initial idea - suggested 
by observation and what is read into it - and pictorid form -- in its 
turn suggested by the idea m d  its elaborat;ioxr, It ts a process he 
describes in detail when in. his Scattered No&s he explains the 
"enesiskof the Spirit ~g the D e d  Mraf;ehing [1;2]. He begant, he says, 
'captured by a form, a movement . , . with no other preoccupation 
than to execute a nude" But he wanted t.o make it chaste, %and 
imbue it with the native feeling, character and traditianl And so 
he used the bright gareo, and the yellow bark-cloth because 'it 
arouses something unexpected for the spectator . . . f need a back- 
ground of terror, purple is dearly indicated. And now the musical 
part of the picture is all set out." 

But the idea, incipient in 'Ternor" must be clarified, and made 
visual : 

X see only fear, What kind of fear? Certainly not the kar of Suzanna 
suprised by the elders. That does not exist in Qceania. The Tupapnu (Spirit 
of the Dead) is clearly indicated, For the natives it is a constant dread . . . 
Once I have found my Tupapnu X: attach rnyseXF eonrpleteiy to it. and make it 
the motif of my picture. The nude takes second place. 

What can a spirit be for a Maori? . . , she thinks necessarily of someone 
she has seen. My spirit can only be an ordinary little woman . . . 

The title has two meanings, either she thinks of the spirit: or, the spirit 
thinks of her. 



149. Mere  Bo We Come From? Whaf: Are We? Where Are We G ~ i n g l ,  r 897. Gauglxirx 

Thus Gauguh has allowed a naturalistic study (he began with a 
carefully rendered drawing of the nude) tn, suggest a meaningful 
idea, and then sought for its visud equivalents, in; order that it 
might be 'abjectifieclhslnd communicable to athers, Ss finally, the 
two had to come together : 'To sum up: the musieaf part: undulat- 
ing lines, blue and orange harmonies tied together by yettows and 
purples (which are their derivatives), lit by greenish sparks. The 
literary part: the sad  of a living person linked ta the spidt af the 
dead. Night and Day.Wow close$ the two aspecb -- the one syn- 
thetism, the other symbolism - were joined togetf?er is made evi- 
dent from a sentence in Gauguin's letter to Dmiel cXe Moxrfi-ied, 
explaining the apparendfy purely decorative 'spmks' : 'These flowem 
are at the same time like ghasphorescences in the night fin her 
thought), The Maori. believe that the phosphorescent sparks they 
see in the night are the spirib of the ctead.30, through suggestrion, 
and hit;hout the use of attribuks', design and meaning are to -be- 
come one. 

Gauguixr" best-known gaintlmg, Where Do We Come From? What 
Are mere:  Are We Gar'ng ? lzrl.91 played a cruciilf role h his 
own life, During the auLumn af. r 897, ill and almost unable tq paint, 
in debt and abandoned by th'ose who owed him money, kick at 



head over the death of his daughter Aline (in whom he saw the 
image of his mother), Gauguh decided to kill himself. He wished, 
before dy-ing, to create one great, last testamentary picture, and he 
summoned: all his stength to pdnt this canvas, which is his largest. 
The atkmpt at suicide failed, and in later letters we have his ex- 
planation of the picture and its genesis. 

Par Gauguin, then, this composition intended as a kind of sum- 
ming up, was filled with intense persond meaning. IE his comment, 
he stresses that it was painted at fever pitch: 'Lard knows it is not 
done XIke- a Puvis de Cfiavanrres: sketch after nature, preparatory 
cartoon, etc. It is all done from imagination, straight from the 
brush , , . Before dying Z put in& it all my energy, a passion so 
painful, in terrible circumstances, and a vision, so clear, needing 
no correction, that the hasticiness disappears and life surges up.' 

The suggestion of rapid improvisation was only padially true ; 
the important figures and groups had already been employed else- 
where: the idol in The Dag of the God [ 2 5 ] ,  as well as an earlier 
painting; the large central figure in a picture done some months 
before; the woman: leaning an her arm, and the Mrd to the left af 
the idol, in Wrurnnti, also of jc 8 9 7, while the pose of the crouching 
old womm has a history that datm back ta Human Miseries [p]. 



202 Gauguirt was thm foEloMng his usud pracace of additive composi- 
tion, and thh na doubt greatly helped the speed of his hvention and 
his feeling that t;fiis work gatherd bgether and complekd much of 
his past art; and the theme is itself a s p b o l c  s u m a ~ o n ,  

Personal to Gauguh in the mode of i& creation, its style led its 
position in his life, M e r e  Do W"e Come Pram? is also characte~stic 
and expressive of the symbolist period. Its subject (which Gauguin 
may well have derived from one of the best knom of the images 
d'fipinal, Les Degrds des Ages), an allegory of human life Gom infancy 
to old age, is m old one, &cause of h a t  G a u g a  caH& its 'philo- 
sophical . . . theme, comparable to the Gospeis7t was popular with 
many idealizing painkrs. ArGsf;r; as diflerent in style as Bbcklh, 
tlralkr Crane and Gustav Kfimt treat it in a variet;y of vvay-s, It is 
the connecGng theme of a sequenee of gdxltings done over a num- 
ber of years by Hodler and, as The Frieze of Lge, it is the preoccupa- 
tion that unifies the great mass of Edvard Munch" srseuvre. (L& 
Gauguin, but even mare explicitly, Hodler a d  Mmch relate the 
mystiesy of mm" de&iny to the pmle of his relaaon to nature.) 
Linked to speculations on. the evalutian of species it is a major 
subject of Redon" li&ographs. 

E Gauguh has fomd a typicd symbolist sub@&, he is alw inter- 
preting it in charactedsac fashion. Because although the subject; is 
aflegoricat it lacks bo& the spelled-out iconography m d  the active 
inter-relationships of the traditional allegory. Movement is minimal, 
Agures are isolated and self-contained, meaning, rather than ad- 
hering to conventional sips,  is inherent in poses and attihdes; 
mood more than stow is the binding fabric. Gauguh con&asl;s his 
method wit;h &at of Pulvis; but if B u e  comes t;o mind it is because 
Gauguixr and the symbolists admired the evocaave, dream-like 
quaff@ of his work; its sense of unspecified 'stt;at;ic aXXegoryhas 
something they too desired. As Gauguin says, 'bplanatary attri- 
butes known symbols - would free= the canvas in a sad reality, 
and the question given would na longer be a poem,' This atmo- 
sphere of silent reve~e, of a passivity that invites and has an in- 
tuition of its tragic destiny, was also k n o w  to the poets* Maekrlinck 
in. The Treasurg ofthe Humble wrote of the virtues of a silence through 
which 'there might be heard, above the ordiinam didague of reason 
and sentiment, the more solemn and umintermgted dialogue of the 
human being and his destiny," 

Symbolist h the subje& he has chosen, and in the way in which 
he renders that subject, G a u g b  is also a symbolist: in his concept 
of how the work comes into being. Like Redon, he puts his faith in 
the unconscious impulses which even Morestu acknowledged and 
in the alfusive inspiration. of c ~ a t t o n  : 



There is also this question. which perplexes me: where does the inspira- 203 
t i ~ n  of a painting begin and where does ,it end? At the very moment when 
the mok intense emotions fuse in the depths of one's being. at the moment 
when they burst forth and issue like lava from a volcano, is there not some- 
thing tike the blossoming of the suddenly created work, a brutal work if you 
wish, yet great, and superhuman in appearance? The coXd cafculations of 
reason have not presided at this birth: who knows when in the depths of 
the arUst's soul the work was begun - unconsciously perhaps, 

Until the end of his life Gauguin continued to state his dislike for 
"11 the false ideas of symbolist (or any other) literature in painting" 
his ideas on pl"nt.l'ng, however, remain symbolist in both hrmula- 
tion and intention; suggestion, music, dream, and finally a non- 
material idea, all these play crucial roles in his thinking and in his 
work. 'I have always said, or at least thought, that the literary 
poetry af the painter was spciaf, and not the illustration or the 
translation, by forms, of writing: painting should seek suggestion 
more than descdption, just as, moreover, music does." 

It is through colour that the desired &m c m  be reached, kolour, 
which, like music, is vibration, is capable leaf attaining what is most 
general and by the same token mast: vague in. nature: its interior 
force'. h this fashion the work will be imbued with m evocative 
meaning that the painer summons up m his 'eya close to see 
without understanding the b r e w  in the infinite space' tl-tilC recedes 
before him, And Gaugub makes it quite clear that he has not for- 
gotten the non-materid phlosophy of his Parisim days: 'My dream 
is intangible, it implies no allegory; as MaUarm6 said "It is a musi- 
cal poem and needs no libretto." "~onseqrxently the essence of a 
work, insuhstantid and of a higher order, lies precisely in what is 
not expressed; it is the implicit result of the lines, without colour or 
words; it has no material being.311 this is somewhat unclear, be- 
cause Gaugu'm is na systematic philosopher, and the intangible is 
difieult to grasp. Nevertheless, it is evident enough that he is insist- 
ing that the work must go beyond even mood and reverie, beyond 
the emotional tone induced by colour, to convey by an even greater 
abstraction (the lines), m idea, an essence, of which the work is only 
a symbol. This is, once again, the purpase of that btyXekhich 
Gaugwirx, ten years befswv; in Brittany, had sacrificed everything else 
to attain, Here in TAiti, he remains the iddiste whom Aurier had 
desc~bed. 



Correspondences 

T H E  B E L G I A N S  

'It means withdrawing to the innerrnog recesses of existenee, to the dark 
fantastic place where dreams a i d  visions have their dweiXing."(Tlerhaeren) 

'The life that is genuine, a i d  the only one that Ieaves same trace, is made of 
silence alone,' (Maeterlinck) 

Withdrawal and silence, or withdrawd into silence, are not the only 
distinctive marks of Belgim symbolism, but they are Its most often 
proclaimed goals. They are characteristic ideals, not only of the 
writers - Roderzbach, Maeterlinck, Gregoire Le Ray - but also of the 
painters of the movement. The motto of Fernand 
'One has only oneself,* Typical as it is, this iinsist;enm upon isolation; 
as the condition and the guarantee of qualiq (one recalls Au~er 's  
Les Isolks) was in a certaier measu;l.e paradoxical* Perhaps because 
they were few in number in a small ctountq, and lacked any con- 
tinuing indigenous tradi,t;ian upon which to call, sa that they had to 
seek affjlnities beyond their borders, the Belgim symbolists, even 
more than the French, felt themselves cut off from the practical 
irnrnediaeies and materii.11 concerns of their own Mddlr: class, with 
which they nevedheless had close social ties. Yet among them- 
serves b e y  formed a closely knit, cooperative group. As in France, 
vvflters were the spearhead of the movement, and the magazines 
L'Art mo&me and La WVallonie-, especially after r 8 86, furnished 
them means olf its defence. But, unlike Paris, there was not only 
friendship, but close collaboration, between poets and painkrs, and 
the writers furnished the artists with immediak inspiration, corn- 
parable to the effect: that the more removed work of Baudelaire, 
Flaubert and Poe had upon Redon. Thus Khnopff drew subjects 
from Veshaeren, Grtitgoire Le Ray and Maeterlinek (as well as from 
Flaubert, Peladan and Christina Rossetti), and used the worp 'withf 
(as 'Avec Grkgoire Le b y .  Moh caew pleure d'autrefois') to ihdicate 



that he was not an illustrator, but their companion in creation. 205 
Mdlery based a whale s e ~ e s  of mysterious interiors upon a chapter 
from Rhdenbach; and mnne, who also illustrated La Roy and Ver- 
haeren, could say of Maeterlinck, whose first works he decorated, 
kometimes I have such hteUectual communion with him that it 
realty seems to me that I have made the Princesse Malex'ne, with a 
modelling toot or a pen, X no longer know which myseIf*Thus the 
artist's isolation, red zt a fundamental sense, was on a daily level 
rrerry relative. On. the wider social scene the Belgian symbolist ax-t;ists 
(m well as many of the writers) had a strong interest in L'Art sociaf 
and in political refam. For t;hem, as for the Belgian innovators in 
art nouveau (Henry van de Velde was for a brief while in both camps), 
Morris and the later Pre-Raphaelites were an importmt source of 
inspiration, and this carried with it an interest h socialism, or at 
least the gospel of a popular art. Ln this way so secluded an artist as 
Khnspfl could serve as m advisor to the Section d%rt (organized irz 
I Sg I) of the Maison du Peuple of the Belgian VVorkersTarty, while 
Minne, pbab ly  throu& the good oaces of van de Velde, w a  corn- 
mission4 ta creab a monument to fern Volders who had been the 
editor of its Dewspaper, h f"feupie, though it is some indication; of 
the problems raised by these outgoing socially communicative im- 
pulses that Mixlxle's much cTiticized model was never carried out;. 

Although before 1880 KhnopB had already been profoundly im- 
pressed by the work of Gusdave Moreau, and of Burne-Jones, both 
of whom were to be lasting influences, his first maor paixlthg, 
Listening & Schumann [34f, which already has solitude as its theme, 
stem directly from Jarnes Ensor. There is no essential crorztradiction, 
for all the differences between the soft, illusionistic handling em- 
ployed here and the deliberately linear, smooth and bril-tte style of 
KhnapFs later work, Ensor" knteriars of this time - h D m e  sombre 
[33]*  La Dame en dktresse ['g], or La Musique russe l351 which is 
Khnopff"~ immediate mode1 - go beyond the record& sudace of 
their subjects, accurate as this is. In these rooms a claustrophobic 
heaviness is hardly alleviated by same light from the outside; 
figures are immobile, alone or without direct communication with 
each other; the rooms seem aled with some pervadhg, subduing 
presence to which the people are compelled do listen. Action is sus- 
pended, there is a sense of attent;ive waiting for something undefined. 
In these early works of Ensor there is already impticit, beyond the 
realist surface, that feeling for the 'static theatre' of everyday life 
which Maeterlinck will make theoretically explicit in the following 
decade, and which h s o r  himself will, abandon far the more overt 
symbolic play between agpearanm and reality conveyed by his 
many paintings of figures in. masks, and of masks whose wearers 
and their useless cretceits have been discaded. 



r5r. The Bid of the Medusa, e.189~. KhrropE 



To indicate that his purpose is something more than the render- 207 
ing of a naturalistic interior, Khnopff includes only the right hand of 
an otherwise invisible pianist, and the listening woman away 
from him: she hides her face behind her hand fixther to emphasize 
her solitude. 

Khnopff S characteristic style appears in a painting shown at the 
Brussels Salon in 1884. Une Sphynge (significantly also called Un 
Ange) is the first of a number of subjects inspired by Peladan, also 
the first of a series which depict the ideally evil woman, the enig- 
matic temptress with the seductive, ironic smile, Khnopff's vision 
of La Belle Dame sans merci. This image of man's baser side, seen as 
a woman both appealing and domineering, whose animal nature 
associates her with snakes or leopards, Khnopff repeats in a variety 
of guises, largely inspired by Moreau and PBladan: De I'anirnalit.4 
(I 8 8 51, L'Art [I 501, The Blood ofthe Medtusa [I g I] ; characteristically, 
she remains inaccessible and well-bred, the very opposite of Edlicien 
Rops* rendering of the same symbol. Since technically Khnopff's 
style was everything the S&r prescribed (linear, hished, and al- 
together cuntrolled, witb no remaining evidence of its materials or 
its making), it is revealing that he considered Rops by far the greater 
artist: perhaps he sensed that Khnopff"~ reserve made him inept for 
adherence to any whole-hearted fqith, even that of the Rosimcians, 
with whom, however, he exhibited four times, Even in LXrt  [I 501 
the youth, presumably the artist, is only half seduced by the self- 
conscious sphinx with the spotted body and the mystic smile, and 
passionate belief seems lacking. 

True to the obsessive symbols of his time, Khnopff also portrays 
another woman, equally remote and inaccessible ; she is the strong- 
willed, self-assured, idealized embodiment of aU that is pure and 
good. This series begins with The Portrait of the Artist% Sister C1521 
who, as Francine-CIaire kgratnd observes, is shown as indifferent 
and remote, her expresstonless gaze to the side avoiding all 'contact 
between painter and model, and between modet and public'. The 
closed door behind her 'shutting off an unknown world, a secret 
shrine of which this woman is the priestess'. Khnopff's sister is again 
the model for L'Zssfement (~892) and Arum L& (r895), dressed 
in the same chaste fashion, and given in the one hand a sword, 
and h the other a favourite flower as attributes of the pure ideal she 
represents. She appears alsa as one of the figures in that strange 
assemblage calIed Memories [I 533, in which a group of figures (or 
perhaps the same one, repeated), frozen in attitudes of isolation, 
remain strangers to each other. Their unity lies not in the actual 
incident (ostensibty a croquet game), but only in the 'memory 
[which1 can mark the enigmatic nature of the links between them 
, . . can break the spell, and fuse reality and dream by showing their 



208 essential unity" Thus KhnopE, who painted this pidure from 
separate! photographs (h a practice not so far removed from'that of 
Gatlguin), has like Hodler, and not unlike Przds, created a static, 
repetitive procession to convey the greater realit;y of a state of mind, 

But good and evil are not always clearly distinguished. As Ver- 
haerem remarked, Khirzorpfs women, 'with thek glacld at&action 

I 5 2 .  Portrait 01 the Art&tfs Sister, 1887, KbnopE 



and medusa-like perversity . . . mouths slit as if by a h e  horizontal 209 
sward-cut, and smooth brows . . , are above all the aesthetic ex- 
pressioh of his ideas. His art is refindd, complicated by mysterious 
and puzzling meanings elusively atered through a multiplicity of 
alusions." 

His ideal is perhaps most clearly rendered in the picture 1 Lock 

I, 53. Memories, r 889. Khnopff 

M# Door Upon MgseF [4.oJ, whose title corners from a poem by 
Christina Rossetti, The Pre-Raphaelite influence is very st;ron;g here, 
as it is in many other paintings, not only in the ecstatic gaze of the 
lady who leans her strong-willed cbixx and spreab her abundant 
hair upon her tapered fingers, but also in the elongated xctangles 
af the composition. Khnopfl generally composes in a style of "straight 
line art nouveau' to which orient& prago&ions were nat unfamiliar. 
The secretive lady is flanked by lilies, and behind her is the winged 
bust of Hgpnos owned by Khnapffl and t;o which he had built an 
altar in his studio, since for him it bad a tmscendemtal meaning. 
KfntnopE's studio and house, created in his own image (as van. de 
Velde and Guimard created theirs), were m austere refuge from the 
world, a spare and spiritual temple af art, over whose front door 
was the disenchanted legend: PmstFuttzr. 



210 Rodenbach had been a dorninmt influence in Khnopfs doct&e 
d artistic isolation, They were together Ln Paris in 11178, when 
Roderztbach attended Carob lectures on Tessimism in Sehopenhauer 
and kopardi" a subject; on which he later lectured in Belgium, md 
(as kgrand suggests) opff may w d  have gone to ane or the 
other. h I 888 Rodenbach published Du Silence, and h r 891 La 
llC2gne du Silence. Prom his pssimfsm skmmed the idea of %olit;rtde 
raised to the leveX of a moral p~nciple" and he, like Maeterlinck, 
canmived of m active silenee 'as a farce that makes it possible to 
communic;ate with the unbawn'. mnopf"s painthgs ofka seem 
to illustrate these lhm of Radenbach: Thus my soul, alone, and 
which notbng influences : it is as if endosd irz. glass and silence, 
given over entke ts its o m  interior r;pr=chcfe." 

a 54. Evening Dream, c. r 890, Mellery 



A similar atGtude of solitary communion also inspired the sym- 2 1 I 

bolist york of Xavier Mellery, who had been Khnopff's teacher at 
the Ac&emy, but he came to it only in the nineties, well afkr his 
pupil, and following a decade of highly traditional paint;ing and a 
period of naturalistic and romantic genre subjects. lsold though he 
was, Mellery's mysticism was of a more pantheistic kind, orienbd 
towards an intuition of the world of nature and of l;bings. 'The prob- 
lem of the work of art,>e said, 3s to embrace a subject with a unity 
as great as that which the plant and the .tree have with their in- 
numerable branches and leaves, making a sublimely homogeneous 
whole.? He w a  perhaps predisposed ta this evolution by the en- 
rrlronment of his chUdhood, his father being a gardener for the 
Royal Pmk in Laekerll, so thiit as with Maekrlinck h Gk-rent and 
Gall& in, Nancy, he experienced very early a hnd of osmotic parti- 
cipation in. the silent life of plants and flowers. Rodenbach's writings 
also play& a role. A series of drawings he called ~ ' A r n e  des Choses 
derives from h frie dm Choses in La R8gne du Silence a d  from Le 
Crtpuscule au Parhir in Le &she des Bdguines. h these dark haw-  
ing~, in which the vibratiom of shadowed light play a pantheistic 
sole similar to that intended by Carri&re, MeXXev transforms every- 
day objects into symbols: swme stands for strength; a  sing stair- 
case suggesb m ideal to be attained 51543; the slow growth of 
plants hplies endurance and tenaciq, and the filtering light, how- 
ever dim, a universd lik that never completely dies away. Xn the 
same dark manner Melleq also did a s e ~ e s  of more obviously 
idealiang decorations - Dance, Friendskrip, Art Reaekes ts Heaven lrnd 
to Earth, in which silhouend figrrres in slow trance-like movement 
are the indicators of lofty states of mind ; these are cXaser to conven- 
tional reverie. Meltery said that; he had "experienced certain contacts 
which seemed t;o . . , be occult voices of heaven,"ut his feeling of 
the universal "sense of -things" oaf man" union with the forces of an 
unseen, world, is expressed much more directly through the empty, 
silent crepuscular interiors of  rime des Choses. 

Both Khrzopff and Melllery considered art a median, tern between 
the visible and the invisible; in this they am altogether symbolists, 
yet in Albert Aurierk terns, although they are idealistic, Khnspff at 
least is altogether n o h n  id6ta"st-e. This is to say that his yearning for 
a world of higher things is contained almost entirely in the assacia- 
tions of his representations, and very little in the expressive form 
of his compositions. Thus Khnoprs art contains no synthetist 
element, unless it can be said to be in its unobtrusive, transparent 
mhtier, which aHows meaning to shine throu& pure and undis- 
t o ~ e d ;  but this is to deny that the sensuous elements of painting 
can in say way suggest emotions or ideas, and so ta deny any 
theory of correspondences, Perhaps this is because [as seems to be 



ar  a the case) he worked out the intelectual basis of a prsonal aesthetic 
before developing his style. 

Georges Minne" art was also strongly marked by his literary 
friendships. At the age of twenty he found a spiritual csmmunion 
with Mau~ce Maeterlinck, just returned to Ghent from a winter in 
Paris with Grkgoire Le Roy. There they had met and been inspired 
by Villiers de 1'Isle Adam, author of AxBX and LZve futur, had also 
met Verlaine, and had founded their awn little revue, La Pleiade, 
which had eighteen subsmibers during its six-month mistence. The 
poetskood of ennui and silence, of helpless velleities and resign& 
inaction was entiirely congenial to Minrze. h close catlaboration 
with Maeterfinck during the following year he did drawings for 
Serres chaudes E491 and La Pdncesse Malex"ne (band pdzzted in. m i ~ -  
scuie editions), and for Le Roy's n/lon Ceur plewre d'autrejois. The 
simplified drawing he employed, influenced by late medieval Ger- 
man woodcuts (it preceded a parallel inkrest of the Pant-Aven 
group), was in accord with a common deske to find renewal in the 
simple, but rnore profound, traditions af the past; it was a return to 
sources, like that of Eauguin, although never elaborated in the 
same theoretical way. Besides this was the time when Maeterfinck 
was engaged in the trmslation of Rugsbroeck" AAdornlnent of Spiri- 
tual Marriage (as he was later to translak Novalis), and the same 
myst;icaE attitudes were at work in Minie, 

Maeterlinck caXXed Minne's sculpture bsttuaire statique" He was 
of course implying a parallel to his own 'static theatreband a com- 
man desire to give symbolic expression to the modern, externally 
undramatic human condition in which, as he said, h e n %  kars 
have become silent, invisible and almost spiritual', their lives fiat 
tragedies without any redeeming romantic action, Since Minne too 
conceived of art as a methad of communication with the idea1 he 
alrt;aches no importance to the usud sensuous quali.tries of sculpture, 
As Andr6 Pontainas remarked, 7t is not the expression. of the eyes, 
or of the face, or the modelling of the muscles that is to be admired ; 
plasticity is only an intermediary able to reveal something more 
profound and rnore intangible, the drive of instincts, or the obscun: 
impulse of the soul.3ut since Mirntne must employ the humm form 
to symbolize pathetic states of mind, he wishes to minimize its in- 
evitable material presence. To this end skefetal structure and museu- 
tar tension. are hidden beneath a soft unity of surfam modelling (as 
in Mother Mourning Her Ded Child [I 551 and Mother lVfourning over 
Her Two Children, 18881, and a fluid line joins head, torso and limbs 
in. a continuous rhythm, (When action is rendered in. such a style it 
is 8wk;ward and incongruous [The Mason, 18971, ar reduced t61 a 
kind of ritual dance [The Littk Westfers,  I 8861 ; realistic portrayal 
is never truly intended.) Characteristically. Minne's fii&res are 







157. The Fountain of tf-re Kneeling Youths, z898--1go6. Minne 

oblivious of anything but thek own emotian ; clasping to themse2wes 
their regretful emaciated bodies, they contemplate a world witkh. 
Xf Minne so often uses a kneeling posture, it is because he thus in- 
hibits movement and implies humility in a pose at once naturd and 
symbolic, A mood of acceptance (of 'whik initctionshs Maeterlinck 
wrote in Serres chauules) is suggested, but except in St John the 
Baptist, 1895 (and even he does not really pray but, holding his 
head in his bands, considers his suffering) there is no explicit reli- 
gious iconography, though axle infers the presence of obscure, sur- 
rounding forces, h the end the Rgrxre remains in dolorous isolation, 
its body an encumbrancer to thought. Minnrs? obsession with the 
enervated world of the addescent, with its avertones of mysticism 
and anxious sexuality is very much of his time (Munch especially 
comes .t;a mind, and, somewhat later, ScfiieXe). The elegiac, semi- 
classicizing drawings of Charles Ricket& (e.g. Eros and Anleros) or 
the more sinister o n a  of Aubrey Beardstey may indeed have been 
the immedlak precedents for his emaciated boys, but they now 
express an occult temperament. 

Two such contemplrttlve single figures - Small fieeling Youth, 
I 896 and the Relic Bearer [r 561 - precede Minne's culminating 
conception, The Fountain of "fhe Kneeling Youths  IS[^"] (commis- 
sioned in marble, 1905, at the urging af Henry van de Velde, by 



216 K, B. Qstham for the Hagen Museum), Minrre has repeated the 
identical attenuated, narcissisac figure five times aromd thk pool, 
so that, althou& the same in himself, ftp; is vadsus and changing 
to the observer who must see him fmm the outside.. He has no con- 
nection with momentary externals, but direce his thought within, 
absorbed in a vision more profound &an. that of the physicait wodd, 
By this meam he djreets us away from appearance, towards that 
world af ideas in which he is absorbed, and of which fie is the image, 
Minne was not alone in making use of th'rs sort of symbolic repeti- 
tion, Rodin transformed his A d m  into The Three Shdes above The 
Gates il?f Hell (a perhaps influential example for the Blgian, who 
visited Rodin in r 8gr), and it became an aesthetic pfirrciple for 
Hodler, who used it constmtIy, e.g. in his Dis~ppoin;ted Srtufs, by 
which he was represent& at the first (1892) Salon de Xa Rose + 
Croix. These figures too are camred by thought, genkafized in 
their iconrsgrrtphy, therefore suggest;ive and equivocal. Minne's 
founlaiPl was cale-cl 'N~arcissus in five-fold reflectioxlbaxl Gide's 
Treatise and 'V"d6ry" poem Narcisse park come to 
silent fountah in Maeterliinck's PefI6m and Mklisande. They are all 
captured by an inner universe of mood and feeling, part of that true 
world which is unseen. 

"eneath consciousnessf lies that %great mea of the soul (smkoascious) which 
is still a total mystery, but which demonstrates Its warbngs fn dreams, in 
the sornnambutistic state under hypnosis and which ehsted before one's 
earthly life and which will exist after death. From there arise . . . [anxiety], 
the passions, Isve, hate, and ail that which occum without reflection.' 
(Gerhard Gran, I 893) 

Munch sees . . . the branches of trees in waves, rwomea" hair and women's 
bodies in waves . . . He feels colours and he feels in colours . . . he sees 
sorrow and cries and womry and decay. He does not see yeltornr and red 
and blue and violet."(Stgbjorn Ob&felder, r 892) 

h tbe autumn af 1889 Edvard Munch arrived in P ~ s  on a Nor- 
wegim stak scholarship. His intention was to study under: the con- 
servative &reetion af the academician k o n  Bonnat ; the outcome 
was very &Eerexlt. He left Borxxrat" studio dter a few months, and 
during the three years spent (with summer intemuplions) in France 
before the Oslo exhibit;ion of 1892 which prompted 0bstfe1derts 
description of his vision, Munch found that his arthtic aanities lay 
elsewhere. As Christian Krohg said at the dime, 'Munch is the ody 
one, the first am to turn 6 idealism, who dares to subordinate 
Nature, his model, 2 0  the maod . . . It is related to symbolism, the 
latest mavement iin French art," 

~ o d a y  it appears evident dnough that Munch had set d i t  upon 



158. The Sick Child, 1885-6. Munch 

this path yems before he came h.ts contact; with Fre~ch symbolism, 
The Skk  Child 11581, aithou& it is in one smse a. bourgeois genre 
scene in the manner of the Norwegian painters Krohg and Hans 
Heyerdahl, has wider overtanes. It belongs with those intedsrs of 
Ensor and Garriere painted during this same Mme, in which states 
of feeling, rather than observed details of environment ox: aaecdbte, 
are the true subjects. Munch has follow4 Ha-ns Jaegerk advice to 
seek the subject of his art within Ms own expede-nce (as &d Carriere 
and the early Ensor), but as Reinhold HeXler has pointed out: 

Munch refuses Lo give the sick girl positive pofirait-like features and 
places the scene within an &most vaporous atmosphere where sobly rsbe 
and her mother possess true plastic values . . . By his de-emphasis of detail 
throughout the painting, Munch replaced the specific with the universal 
. . . permit the mood t;o emanate from form and colour, from general 
gestme and pasture , . . 
'This is the very opposite of impressioxlism"s camera eye. 



Mere, and in, the related Spring 161, Much,  hamkd by the tragic 
experience of the deaths from tuberculosis of his mother when. he 
was five and [his siskr when he was thf&en (cf. the later Death 
Chamber scenes), is already beyond realism, using observat;"Ion to 
show, not a single accident but t;he constarxt menace of death. 
Motionless as these pictwes are, they already contain that pre- 



occupation with time - with the eternal round af life - that runs 219 
througk Munch's whole auvre: in Spring the contrast is between 
foreshadowed death within the room and the sunshine of rebirth 
on. the outside. 

These paintings and the first versions, now destroyed, of Pubertg 
and The Morning After, have been called expressionist, This is true 
only in so far as they have an immediate foundation in Munch's 
own persoaal experience. fn style they have none of expressionism's 
gesturd intensity and representationd exaggeration, while in sub- 
ject they are naturalist, in accord with the artistic ideals of Munch's 
friends among the Chrkstiana Boherne, whose models were Ibsen, 
Bjornson and Zola, But Mmch has generalized his theme (Jaeger's 
dictum that work should be done from memow is not unlike the 
advice that Bernard gave to Gauguin), has suggested something 
more idere& and more fak[d thaa the accident of a shgle life, and 
by using colow and bodily attitudes (without attributes) has come t;o 
the edge of symbolism, These works show us why Munch would be 
receptirre to the new non-naturalist directions which he was soon to 
come into contad with in Paris. Twenty years later he wrote that in 
The Sick Girl 'I broke new trails f s r  myself - it was a breakthrough. 
in my art, Most of whaH later did was born in this painting.' 

Might in St Cloud f I gg] h another such emotionally constrained 
and u n a d  interior, whow m o d  is prompterJ by personal tragedy. 
Painted at St Cfoud upon !earning of the d e a ~  of his father, with 
whom he wm h conRiet, it has m angufa perspective structure 
based upon impressionism (perhaps spec3call.y kgas ,  as Svenaeus 
has suggested), and it is aIw a study -in the effect of fight and colow 
to evoke mood, perhaps influenced by Whistler. But the natwalism, 
rather than being m end In, itself, is employed as a pictorial 
equivalent. The featureless figure pushed to the farthest corner of 
the room, the dark browns and pwptea; of the dim moonlight on the 
walls and curtains, the gl of spa= in the distance, all these 
contah and become the pfctwek ssubjiect, more symbolic than the 
cross east by the shadow of window frame upon the floor. It is the 
self-portrai-l of a m m  who, as Munch said, 'is communing with the 
dead'. T"f'h us ing these fir& years h Franer? while Munch was 
absorbing elemenb of compasition m d  paleae from Pissarro and 
Man& (e.g., Rue LaSayette, 18911, and from the neo-impressionists 
(e.g., Spring Dag on Karf fohan Street, x 891 ), he w~ls also aware of 
the new texrdencib in French painting and was moving towards a 
much more int-P"ospective art, in which the spectacle of nature 
would symbolize m interior iandseape, He would 'depict external 
reality as it was reflected on the subjective mirror of his soul'. And 
so he noted h his diaw in a statement written at about the time 
he painted Night: : 



220 No longer wtU interiors and people reading be painted, 
There shall be fiving people who breathe and fed and suaer and Xove. 
I will paint a number of such paintings. 
People will understand that which. is sacrrd in. them and will take off 

their hats as if they were in chwch. 

Or, as he wrok a y e a  later, while he was working in Nice: 

In these paintings [in. which 'a tree can be red or blue . . . a face can be 
blue or green'), then, the painter depicb his deepest emotions. They depict 
his soul, his sorrows and joys. They display his hem's bbfad. 

He depicts the human being, not the object, 

So Munch moves towards the expressive use of both form and 
colour, employing them to coBrrey his own dark moods. The I 888 
Evening Hour Er 6o] is a thorougHy naturabstic scme of bbouse and 
landscap in perspective, given a somewhat, melancholy tone by the 
brooding look and conkmplative pase of the girl (Munch" sister) 
seated in the foreground. It is a sensitive genre smne, ar at most a 
PJaturstimmung [ m a d  landscape], in uv2zich the isolation of the 

160. Evening Hour, 1888. Munch 

figure is really only hinted at. What is essentially the s m e  theme 
develaps, however, into the study of Despair [I 61, I 621, in which 
a dramatic deep perspective like that with which Van Gogh in- 
tensified his pictures, has been fused with the sweeping curves of 
shore line and clouds that (in the mmner of Gauguirt) flatten and 
unify the design an the surface through the use of simplified, ex- 
pressiw colaur areas. Thus tbe tension in the pictorial spat* whose 
deph is both stressed and denied, is the visual equivalent of the 



161. Study for Llesyair, c.li8gac-z. Munch 

psychologicd confXict in. the m m  seen h prose in the foregomd, 
who, isolated in his own thoughts, nevert;lheless remains painfuly 
conscious of a world from which he is cut off. h Melancholy (or 
Evening), scene, desim and mood are even closer to Gauguin and 
Font-Aven, of whose work and theory (through Auriier's March. 
s8qr artide) Munch may have been aware before he returned to 
Norway. Although this is not; a self-portrait, behg inspired by the 
love agonies of a f ~ e n d ,  its emotion has intimalte roob in his own 
experienm but, as with Gauguin, the intended overtones, the sym- 
bolist suggestions, reach far beyand the personal. Spring Evening on 
Karl fohan Street l1631 employs the same meaningful contrast of 
great dep& and strong frontality. In the earlier Militarg Band on 
KarE flohan Street, r 889, the figures are set at; irttervafs within the 
receding space and warn atmosphere, But now they flee as from a 
hostile, lowering sky, canfronmg in crowded anxious isolcit;ion, 
not us, at whom h e y  seem to stare, but some awful hterior vision. 
As with hsor's masks, and Redon" heads suspended in the sea of 
creation, which these skull-kke heads resemble, they perceive the 
reality of another, invisible world. 

Munch engages these unseen mystical powers in other pictures 
as well, Only a few (e.g., Mgstic Shore, c.1815;32: or Starrg Night, 
C. 1 89 3) are urzpeopied, expressing their sense of hidden panl,lteistic 
presences through vague mysterious light and continuous rhythms 
that move tbrou& shore and sea; sky, suggesting m occult power 
that binids them all together, More ofkn a froxltd liguse, static, self- 
contained, in no active relation &I its surroundings yet immersed in 



162. Despgjr, 1892. Munch, 



163. Spring Evening on jtCarI Johan Street, r 892. Munch 223 

them by repetitive harmonies of line and colour and a pervading 
light, indicaks the exisknce of a spiritual universez that eovltroljs 
both natum and man. So in MoonXllght, 1893, the movement in the 
purple sky echoes the curves of the dark foreboding shadow the 
figure casts upon the house behind it, a vague indication of per- 
wasbe menace. 

As Reinhold Heller has shown, the beginnings of Munch's interest 
in painting pictures which together would make up a Lge Frieze go 
back t s  I 892, when, he gave directions as to how certain of his works 
should k hung together, to make up a series, He was particularly 
co~cemed with the subjecb of "love and death'. Then in his Bedin 
exhibition of December 1893, six paintings were Listed under the 
heading 3tudy far a Series Entitled "Love" ', and these wefe at the 
origh of the continuing kge Frieze to which, directly or indirecfly, 
so much of Munch's subseque~t work was related. They included 
the following : A Summer Night's Dream (The Voice) f 164.1 ; The Bss  
f2 J] ; h v e  and Pain (me Vavnplre) 11 651 ; The tMadonna [I (ib] ; 
Jealous@ [I Q 1;7] ; MeIanchalg 13 81 ; Despair (The Scream) [S  91. 



164. The Voice, I 893. Munch 

165. Love and Pain (The Vampire), c.rSq3-q. Munch 

The title af the series suggesb a comparison with Mm singer's 
series A Love, ten etchings done h r 88 7 ,  but despik the si 
theme the two are utbr1y "different. As Heller says, 



naturalistic and paraphrasing images, w i ~  their roots ixx conbrxt- 
porary Ifashian and clichB, contrast to Munch's new images with 
their neurotic sensitivity as they re-enact the dreams of individual. 
ernotional states of aaraction, union, separation and despair.%- 
sides Khngesh tale is a cautionary one, which clearly states that 
'the wages of sin is death" whereas for Munch these states of eoa- 
scisusrtess, goiing from puberg throu* ecstasy La despair, are 
ixxevitable and universal, Munch" sconeem, one might say his 

obsession, with sex and sexual psyehslogy, his ambivalence to- 
wards women, was grounded both on persand experience and the 
specific art is~c milieu sf Noway: his linking of woman and death 



226 was due to the painful history of his own fmily, his conception of 
adolescence (as in The Voice) was derived from Ham ~ a e ~ & r  and 
Kristiczniak Boh2me. But these were concern8 he shared with the 
wsiters a d  artists of symbolism in gmeral. It is not Munch afcme 
who both fears and longs for the loss of man's individuality tfiroua 
love of women (The Kiss [23]), who associates love and death (The 
Madonna [166]), or who recoils from the power over m m  that 
sexual attraction gives the womm (Love and P ~ n  [r65]); these 
were the repeated subjecb of the paeb and paintem of the time. 

In subject then (and these subjects are to be the contindng 
themes of his art) Munch belongs to his period, but it is above all the 
manner of the& interpretation - h style --that confirms his aanity 
with symbolism. Not that Munch specifically subscdbed ta any 
idealist, m an iddiste phitasophg as it was outlined by Aurier. But 
like his contemporaries in Paris (and ml&e singer, Mcklh and 
the ather Germm painters of GedankenmaIerei) he gut the meaning 
of lzls pictures into desim and colour, and into the stance and 
gesture of the whob humm body, whose pose and contour flawed 
and fused with a larger composition that gave direct expression to 
the mood and substance of the theme, Ils H e m m  Essweh said of 
The Vampire (Love and Pain) 'Munch's symbok still remain totally 
free of symbolism here, do not have xled of paltry attributes." 

Whether or not Munch was directly iaBzxeneed by Pont-Aven and 
the Nabis, his st;ylistic purposes are clearly similar; thus in The 
Voice l1641 the desiw of repeated verticals is akin to the serene 
campasitions sf Maurice Denis and the early decorative screens of 
VuifIard, thaugh the dusk-darkened hues and XarrXen atcnzosphere 
express an altogether digerent kind of melancb~ly exaltation, whge 
h MelancFsolg E381 tbe rocks become semi-abstract colow shapes, 
tbe wdulating shore line etantinus in the bands sf the sky, and the 
saEerixlg figure squeezed into the foreground corner turns away 
from m indiBerent world, Like the Eauguh C h ~ s t  of his Gethsernatne 
E8 r aware only of his own sui"ferbg. 

The last painting ixx. the series of six, now k n o w  as The &ream 
[sg], is stylistically and emotionally the most %expressionist" It was 
originally called Despair, and its compositicrn not only combines 
dramatic perspective and swirling planar colour (like the earlier 
pictwe of the same name) but it also moves both inwads and out- 
wards, The desperate figure is overwhelmed and &minished by the 
expressive energies which converge upon it, yet the cry that issues 
from its hollow oval mouth expands h waves to encompass, in fact 
t;o become, the visionary landscape which is the reason for its fright. 
The acuh nwvous tension of a single figure has revealed hidden 
pantheistic forces, and the two have become one. Neither figyre nor 
landscape is real, but rather thk: spthetist gicto~al equivalent of an 



idea. Like Redon, Munch is putting the visible at the servim of the 
invisil)!e, employing line to portray hidden forces, and putting the 
universal Scream of the title inta what Christian Krohg called 
'resonarrt colour" order t;o make it heard. The reference here is of 
course based on the korresgondence~etween colours and sounds 
which is m essential part of the symbolist attitude, When The 
Scream was shown in Berlh Munch" friend the writer Przybysmwski 
commented: %n a magic way a sound can evoke an entire life in 
endless perspective, a colow c m  become a concerto, and a visual 
impression c m  arouse tetrrgyizxg orgies in the depths of the soul.' 
And h his novel Overboard be has Munch say: Xave you seen a 
shrieking sky 2 X have seen it. It was as though the sky open& up 
into a thousand oral cavities, sh~eking colous into the world." 
this concept'lon, not only do m m  and the unlverse meet and corn- 
mun_icak through symbotk correspondence, but also reflecting 
Swedenborgian thinMng even further, tbe universe itsell" is con- 
ceived as having m analogous humm hm. 1t is the same so& of 
pantheistic awareness that Knlrt EXamsm was expressing in Hunger 
and his ather novels, 

Mmch's circle of friends in krtin (where he spent most of the 
years 1892-5) was very much aware of the symbolist trends in. 
Paris, and they, unlike the Germm critics, understood Munch" inin- 
tent;ions. Pmybys~wsk;l: d e h d  them in terms that would apply 
equally well t.o Redon, with whose lithographs Mmch was familiar : 

The old kind of art and psychology was an art and psychology of the 
conscious personal@, whereas the new art is the art of the individuaf, Men 
dream, and their dreams open up vistas of a anew world to them; it is as 
though they perceived things with their minds and ears, without having 
heard or seen them physieaIXy. What the personality is unable to perceive 
is revealed to them by the individuaXity .--- something that bves a life of its 
own, apart from the life of which they are conscious, 

This is language wbich Gauguin also would have understood, both 
in its vocabulary, and in its stress upon those unconscious means 
that esta'bksh the connections among men and between men and 
an invisible reality ; ft implies symbolism% idealist metaphysics, 
thou& It does not spell it out. 

August Strindberg was an. intimate of the Berlh group that in- 
eluded Pr~byszewski. The three shared m extreme pessimism 
towads life in genwal, which in turn gave rise t;o a violent 
mysogyny even though Mweh" attitude to women was a good 
deaf less violent. The mistrust of woman is a almost necessary con- 
comitant of symbolism: she is the constmt reminder of that world 
generdy called seal, but which is only a false appearance, she is the 
kmptress who reveak man" s i m d  nature m d  prevenib his union 
with the ideal, This attitude, common to the priad (as we have 



seen), was carried to its Iimib by Skindberg and Pmybyszewski 
whose obsession with sex was matched only by their fear of its 
aelractions, h June 1896, when Munch was given m exlclibition at 
the Revue Blanche, Strilndberg gave this interpretation of one version 
of The Kiss : The m m  who gives, giving the illfusion that the woman 
also gives, the man asking the favow of giving his soul, his blood, 
his liberty, his peace, his salvation, in exchange for what? h ex- 
change for the happiness of giving Eris soul, his blood, his liberty, his 
peace, his sdvat;ion.Yo a lesser degree, Muxrch shared these kars; 
some of his titles are a clear enou& indication: Vampire, fidousy, 
Separation, Woman in Three S&ges, Ashes, The Mgd~nna. These are all 
allegar;icd sub~ects, fieXXhg a story through the depiction of figures 
which refer to a wider meaning. They are also expressionist in their 
projection of an intense person& emotion (however mueh the char- 
acter of the times helped determine the nature af that emation). But 
Munch" purpose as m adist; who shares the aesthetic aims of his 
period (as well as an individud who sllarm its kelings) i s  to fuse 
message and pieta;t..id means. Botrh allegog and emotion; must be 
conveyed directiy by the methods proper to paint;ing, so that fine 
and GOEOW are perceived as their symbokc equivalents, and, without 
descxliption, carm h themselves the "intangible idea" So in Jealous8 
[I 6 7 )  there is a reference: to Eve who picb the sinfui apple, but it is 
the flame-red of her open cloak, and the spatial dichotomy #etween 
the couple and the figure who sees them though he does not look 



that cpnvey the idea of m obsessive nightmare - a realilty of feeling 229 
only, b Ashes (I 894), with the spermatozoa-like forms of its frame, 
there is again the same isolation, of the figure, the same suggestion 
that the womm exists only as man. conceives her, and that the 
dark pinewood is equally the projeetiian of his state of mind. 

It might be supposed that in these pictures the isolation of the 
figures, thdr self-absorption and lack of communication is a func- 
tion of their sgecidic subjeds. But they stem from a much more 
generill prjlLfcipIe of Munch's art and are a means whereby be 
suggests the ideational intention of his portrayals. h this he is very 
much of his period: Puvis, Gauguin, KhnspE, HodEer, ail h dif- 
ferent ways restrah their figures, min imi~  or eliminate all action, 
in order ta indicate that they have something other than a physical 
exisknce. As in tbe quiet, kieze-like quality of Puvis' paintings, of 
Gauguirak Whence Z)o We! &me? and Faa lkeihe, in which the 
'TurkisK manuscript's instructions to avoid all motion are still 
kept in mind, so in W Q M ~  in Three Skges fr681 and The Dance of 
L$e 11691, the figures are spread evenly across the canvas, hold- 
ing the 'plane surface-y their size and their pasition in the fore- 
ground, But with Munch (unlike PuvEs and Gaugctin), isolation 
never means relaxation, and there is always a strong sense of ten- 
sion felt across the separating space-s, This comectedrress is some- 
times described by iconographic means, as when, h Separation and 
Ashes, Bowing, reaching strands of the woman" hair show us the 
obsessive web in which man remains entangled, or as in Macilonna 
the hak billows out to become the expansive energies of creation 
&self. (In the 1895 lithograph, embryo and spermaWzoa complete 
the namative of birth [b i~ f ,  as the frame Bid in the earlier painting.) 
Here Munch, like Toorop and other symbofists, has learned from 
the Pre-Raphaelites, whose practice also infiuenced the more purely 
dec=orat;ive uses of hair and drapery ss widespred h the designs of 
art nouveau. But more basically (and more generally) the unifying 
consciousness is conveyed directly by the interlocking rhythm of 
the composition, whether of the shore-Xine or the figures; cantaws 
echo each other across htervafs, and internexling spaces take on a 
positive existence; thus the separate figwes are caught up in an 
ambience of myskry, which they help to create, but from which. 
they cannot escape. 

The fusion of permanence and time, the recornition of the im- 
mutablie repetition of change, is perhaps best seen in Woman in 
crhree Stages [I 681 and The Dance of L$e [I 691. Both interpret 'the 
sexud problem' in Mmch's characteristic way, with a pessimistic 
fatalism akin to that of Strindberg, Each is also a round of fife, in 
which the three women stand for that succession of yaut-fi, maturity 
and old age through which all must pass. (mere is also implicit an 



r 6 8, Woman in Three S&ges, r 894, Munch 

169. The ;Dean@ Lgg, 1899-1900, Munch 



ironic equation with the traditional dance of death,.) But each also, 2 3 %  
through pose and dress, and symbolic colour, c m  be read as setting 
forth the three aspects of woman's eternal nature, seen from the 
point of view of man. Described in Jungian terms, she makes her 
appearance first as the mother figure (which for Munch, because of 
his mather" ddeath, meant abarzdonjrrrent and betrayal), second as 
the object of desire, and third as the anirna or soul figure, mistress of 
the psyche. So in this way too the changing and the changeEess 
have been brought together; these agures, if they move at ail, da 
so nod of their own volition, but as-automatons caught up by sut- 
side forces, of which, in turn, they are the symbols. 

Mter zgao, and especially after his permanent return. to resi- 
dence in Norway In r 908, Munch" art relaxes. With the expres- 
sionist intensity subdued in favour of more cheedul moods, the 
uni@ of theme and style that characterizes the previom decade also 
diminishes. Now Munch werks mare directly from nature, in bath 
landscapes and portraits ; his palet& lightens ancl his surfaces and 
contours become more painterly. His interest in symbolist subjects 
nevertheles contiuxues, he adds to the series of paintings, begm in 
the early nineties that together make up 'The Fries of Life" and he 
execuks the allegories for the Aufa of Oslo University, But the in- 
creasing naturalism of these works, their deep space (of en in itself 

I 70. The Sun, c. I 91 I- a 2. Munch 



intend4 to c a r e  mystic meaning), the weight and three-dimen- 
siorra1it;y. of the figures, lessens both the Bat, decorative unity, md 
the immediate abstraczl; expressiveness typical of Munc[fik earlier 
style. Lge (I  g r o) is a renewal of an old symbohst theme h which 
details of costume, expession and the foliage d the centrslf tree of 
life seem to intrude ss that the rendering of appearance disturbs the 
synthe.tist rendering of the underlying idea, and imitation has inter- 
fered with symbolist correspondence. The same is true of most of the 
Oslo wall-paintings. Only in The SUM [1lj70] has perhaps a new ex- 
pressive unity been attained, but now on the basis of a fragmenta- 
tion of Ine and a breaking up of colsw areas in such a way that the 
two are hardEy to Ix: disenguished, In the brilIiartltIy coloured, radi- 
ating energy of th'k composition Munch coma close to abstraction, 
E this is also symbolism, it is of a new &ad, much closer to that of 
the contemporary works af Delirurray and Kandinsky, thm to the 
style and the meaning of aa eartier symbolism. 

Amang those art;isds invited by the S&r Petadan to exhibit at the 
8rst Salon d&r Za Rose -t- Groix was the Swiss pahder Perdinand Hdler. 
The year before, at the newly fourtded Sdon dc? la Nationab (Champ 
de Mars), whose presideat was Purris de Chavannes, and among 
whose organizers were Rodin m d  Carrikre, Hodler had ehibikd 
Night [ x ~ z j ,  the first of his large programme picbres. ( k l i e r  h 

171. Night, 1896. Hodler 

the y e a  the mayar of Geaerra had ordered it removed from the 
mmicipaE Sdan on the grorx~lcls of its immaraBty.f Following 
Puvis' recommendation, the S& sent Count Antsine de La Roche- 
foucaulid (who was helphg to h a n m  the exhibition) personally to 



request Hodler" ppart;icipatioxr; as a result Hodler showed The fl is- 
illusioned (I 891-2) at the Salon, and alsa suggested the incXrxsian of 
his ~ J h ~ v o i s  friend, the painter-architect Albert Trachsel. These 
two pictures, and the contemporary The Tired of Eve (189~-21, 

I 72. Dialogue with Nature, e.1884, Hodler 

marked a change: to m overt idealism, since unta then Hodler's 
style had been realistic and factud i_n its rendedng of bot;h genre 
and Imdscape subjects. But the inkntion which lay beneath the 
new approach had been present for some time. Almost a decade 



234 earlier he had composed a group of sketches of the rradaus Mmm of 
day and the& anatagous states of miirnd, indicated in their titles - 
Dawn, Evening, Ered oflve, Awakening, SIeq,  etc. There is a painting 
of the mid-eighties whose suhect is idealist - Dialogue with Nature 
[I 721 --. but its style is still essentially naturalist, a carefully modelled 

r 73. Communion with the LnJini&, I 892. Hodler 



nude in relief against a: detailed Eandscape; only the aspiring pose 235 
conveys the sense of the title. 

Now, however, Hodler began to carry out the programme in a 
series of large oils which employ 'rhythmical groups of human 
figures as metaphors of his o m  profound disiX2rxsiorrment. In Night 

r 74. 'Tfie my, 2899. Hodler 

the spectre of Death crouches over the suddenly awakened central 
figure who is Hodler's agoniang self-partrait (wfile the others, less 
powerfuHy modelled, sleep on unaware), and Hodler wrote out the 
message on the frame: 'More than one who has gone peacefully to 
bed h the evening, will not wake up the next morrzing,~t has been 
suggested that the pessimism expressed here and in the other pic- 
tures of the early nineties (e.g. The Disillusioned) had its origh in fhe 
extreme poverty and hardships of his youth and the deaths from 
consurmpTcioxl by the time he was thirty-two, of his father, mother, 
brothers and sister, It was the same kind of fakd, tragic loss which 
haunted Munch (aad indeed many artists of the pe~od)  and it pro- 
duced a similar sense of what Wodler called 'lffet"sever present 
despair" 

Whether because of a diBerent nature, or a diEeremt milieu, 
Ellodler's obsession vvw less tenacious than Munch's, or at least he 
was short;ty able to find release in such mystic themes as Communion 
with the Infinite [173]+ The Consecrated One (or Injancy) l471 and 
Reverence ( I  894). Then, after the European-wide success of these 
pictures, and the several years during which he was occupied with 
the Mat-ignarao murals for the Swiss Landesmuseum, he went on to 
the elegiac celebrations of The Dag [I ~ 4 . 1 ~  Spring Er 75 J,  Enzolion 



I 75. Spring, I g a r .  E-fodler 

(rga3), Gaze: into the Distmce (11305, which depicts young man- 
hood), Love (1908) and The b o k  in& Eternity (1915). Whatever 
their innmedia& personal roots, it is evident enough from their titles 
alone that these pictures belong ta the stream of idealism : their pm- 
occupatiorz with the stages of life (canwived as a sequence of refated 
pictures rather than in a single composition, its with Gauguin and 
Munch), thek matching of humm feeling with the moods of nature, 
their suggestion cJf m unseen reality all attest to this, Like other 
artists of his time Efodler htemre& the stages of life through the 
relations between the sexes, and throughout most of tfiese pictures 
the role sf womm is empbasbed. But characteristicalEgr for Hctdfer - 
and uncharacteristically for the priad -- she is never the fleshy 
ternptmss or the ernbodirnent of evil; as in the less pantheistic idylls 
of Maurice Denis, she is always 'the spiritual guide of man*. 

HodEer's inten~on, then, is non-naturalistic, As Benesch has 
said, 'His endeavour (like that of Munch and KEimt) is to represent 
pictorially the r e a h  of ideas that governs physical reallty."ut this 
ideatistic purpose does not kt ifseK constitute a symbolist art. When, 
as in I-iodler" painting, humizn figures arc: made to stand for a 
picture" subject the mare usugl result is persanification or allegory, 



and in this period often that kind of academic 'idealism' which the 
French4 iddistes expressly renouncedvl and to which Hodler himself 
objected in Biicklh whom he found to be too "iterary" Pictorially 
Hadler's symbolist tendencies are to be found in. several stylistic 
traits. The simplest is his renunciatim of any specific renderings of 
nature: though Night is dmker than. The D ~ B ,  the light in both is 
arbitrary and depicb no given moment; neither Adolescence (which. 
is also Spring), nor Autumn (which is also an Old Age), really show 
seasons af the year, thou* one is bright and the other black, h all 
these pictures cotow and tone are adapted &I the &erne, made to 
accord with it as expressive c;quivalents. Zn his 1897 lecture de- 
livered in Eribourg Hadler was quite clew about how 'colour in- 
fluences emotions, causing joy, especially in the case of bright 
colours which. we assoeiak with light, while dark colours engender 
melancholy, sadness and even terror" and giving specific symbolic 
readings to 'whik which usually means pwity, while black repre- 
sents evil or suffering. A vibrant red expresses Iviolence, a pale blue 
softness, purple sadness.' Here Hodler is employing the explicit 
expressive conventions of the period. 

Similarly line, instead of rendering the perspective depth of Wod- 
ler's earler pictures, is now used to establish a flat patterned design 
with a hi* horizon and framing sky against which is set the rhythm 
of the separated, repeated Egure silhouettes. Hodler" desire for the 
non-imitative brnamental' flatness of "primitive' wall decoration, 
which he like others of the time admired, is clearly evident in the 
sketches h r  his idealizing compositions. A drawing for The Day, for 
example, is arranged like a medieval manuscript with heavenly 
figures Boating abow the seated nudes. Tn the sketch far Spriny the 
smooth line of the Ggmes ties in wi& the curves af the landscape. 
At this stage lixrem freedom axld decorative mit;y are in evidence. 
But as the work progresses a conscious alteration ensues, the 
result, as Hodler said, of a struggle between the role of contour 
"hrough. whose afirmation art becomes arnamentalkand the 'need 
to stress the movement and the parts of the human. body'. There is 
almost always a ccmflid in this daubte search of" the art;ist: 'first. to 
exwess the logic of movements, and second to enhance the beauty, 
the character of the contourr. 

The fundamentd charwter of this conflict is illustrated in an 
1892 phobgraph which shows Wodfer pain~ng The Disillusioned. 
To c m y  out this idealist camposition. he had set up his monumental 
canvas out of doors, and is  painting Eram an appropfiately costumed 
model posed in tbe ylein-air : evidently what HodXer elsewhere calls 
%rutehfulness3is not to be sacriEced to symbolic or decorative Inten- 
tion. Since the 'logic of movement' and the "irnside rounded model- 
ling' & grounded in naturalistic representation the initial impulse 



a38 towards a fluid unifying line must be restrained; contour is inbr- 
rupted and broken by the 'opposition of long m d  sbo& lines20 
indicak muscular tension, and the sculpturesque figures are set in 
frieze-lib relief against the loose, open shapes of a rishg Xmdscape 
pattern. Xn The Painter$ Decalogue (1875)~ Hodler had procl 
that 'the painter must; practise seeing nature as a fiat sudacetr 
than balancing this, however, with a repeated insistence upon 
katbemsrticd accuracy" 'mastery of observation', and kccrxrate 
measurements" Mow, in the early nine~es, the implicit naturalism 
still holds, desgik the atkaction of the decorative contour, and it 
rules oue the deformafe"lons (both objective and subjective) which 
for Gauguin. and the Nabis (and for Mmch) were inherent h 
Maurice DenisYamous dehition of a picture as a Rat surface 
covered with colours, 

HodJerk stress on. the importance of 'bodies clearly separak from 
each other, wi& the figure seen as light against dark, or dark 
against Iight7cL the tonal alternation in Night), a met;hod of corn- 
position he valued h the old maskrs, may well have been h- 
fluenced by Hiidebrandk theory of gtanw vision and the pAmacy of 
outline ixr the ordering sf a subject. He did not in any case atlow it 
to diminish the volume of the separate figures, only their arrarrge- 
ment, as was recognized by Fel:lh Vallotwn when. (in. 1892) he 
campared HodXerk '"pwer of &awing . . . dignity of farm' to 
&cagna and Sigmorelli, 
h any ease it is the frte~-like composi~an af filgures, set in relid 

a g ~ n s t  a landscape back&op, that comprises the synthetist unity 
of these 'paintings of ideas'. Sometimes the break between figure 
and backpound is eompXete, as in the "naive materialfsm' of the 
realistic nude of Communion tvith t k  Infinite f173f, or the Dells 
Robbia-coloured columxlm angels, their feet resting solidly on air, 
who in The Consecrated One L473 adore the allegorical child so 
reminiscent of P. Q. Runge. Mare often the gap between figure and 
landscape is only partial, as h The Dag [S 741 and Spvirsg [I 751. (A 
mare mified rhythmic cantinuity seems alloweef, to remain in. occa- 
sional less innpodant themes - The Three Maidens [I 8941, or Evming 
Repose f I 9081.) Though the landscape is flattened and made deeora- 
tiw its rhythms never fuse with those of the figures, who, h their 
always tangible madelling, occupy a shallow but separate space. 

So it is above all through his figures that Hodler wishes to convey 
his idealist intentions. These rarely display those external attribuks 
of comvenrtjiomd allegory whi~h  inform us what they 'stand for'. 
Instead, p o s  and gesmre exteriorize states of mind and feeling 
which, h any one camposition, all seem to share. The c 
of the figures is not with each other - each is seifabso 
wih some more general idea. TheB movemenb appew 



(i.e. conkolfed) and dominated, mastered from within yet In. accord 239 
with unseen forces. Thus the confused emotion of the girl in AdoI- 
escence'makes her lean towards the youth but throw back her head, 
just as her arms withhaw while her fingers reach out. She is less 
fearful thm the fi-ighdexxed girl of Munch" Pubertg: partiaily, at 
least, she accepb her desire though she masters it, But the signs of 
her emotion remah withh herselS (does she see, or only imagine, 
the youth?), do not expand to encompass her sxzrround"tngs, and 
are not made visually manifest ixr the entire composition. Similarly, 
the figures in The Dcly take their positions in accordance with a 
power their actions seem to demonstrate, rather than, like Munch's 
figures, being overwhelmed by it. The resuit is less a sense of in- 
evitable emotion thm of willed feeling, As Beenken has said : 

What is bodied for& here is basically only an analogy: as the tight of day 
an the hills rises from below on high, so the figures lift themselves from the 
ground. The intentional representation of the natural . . . and of feeling 
itself, by a bodily analogy . . . supposes a separation of form and nature as 
well as a division between the r e a h  of art and the 1 of the beholder, 

The mtist, however, saw things digerently, He ordered his pic- 
tures according to what he called the laws of "parallelism', thus 
giving them 'a feeling of unity" ParaXlelism he described as 'the 
principle of repetitionhhich underlies the order of nature, the 
symmetry of the body, and all of humm experience, and which 
dornivlaks all diversity. 

If 1 go for a walk in a forest of very high tir trees, 1 can see ahead of me 
.. . . the innumerable columns formed by the tree trunks. X am surrounded 
by the same vertical Iine repeated an infinite number of times . , . The main 
note, causing that irnpressian of unity, is the paraIlelisrn of the trunks . 
[In] our daily life, we again find the principle af parallelism. We know, and 
we feel at aU times that what unites us is stronger than what divides us . . . 
[It] is easy to see a cornman principle and to understand that the parallelism 
of events is at the same time a decorative parallelism. 

AB Wodler says elsewhere, his figure groups, which are really the 
varied krepetitionkaf a single figure (e.g, The Dog or Eurgthmic [I 894- 
I 8 9 5 ]lt are based upon, this pr'mciple, But ' pgarailelism" more than 
the farm& ordering of a perceived world, oir even of experience. In 
Beneschb phrase, it expresses the pervasive uniq of 'a spiritually 
transcendent world that reigns over the world of materid acckdentyr 
in which, behind appearances, nature and man are one. His com- 
patriot, Heinrich WCXARin, who h e w  Hodler and admird his art, 
summd up the effect of his compositions in this way: 

[In aU his vvo~ksJ it appeam as if the accidental, indfvidual instance has, 
se do speak, been brought inta coherent c~nraection with a general world 
order. . the occurrence has been lifted from the world of the single instance 



240 and given its glace in the sphere of' the genercll and ever recurrent . . . the 
ethereal character of an ordered universe has been reveafed, 

This desire to express the 'eterad element of nature* (as Hodfer 
put it), the "m& behind Appearance" is altogether symbolist; 
what distinguishes Hodler is precisely his faih h the "thereal 
characterhf the universe. tfnbke most of the artists of the time, 
there is for him neither doubt nor struggle, Redon's sense of bony, 
Gauguin" subjective feeling of the waking dream, Munch's per- 
sonal few me all foreign to him. Just as there is m plam in Hodler's 
world for the truly sensuous - his nudes are chaste and his sleepkg 
couples passive - so he refusm the equivoed in favow of claAty and 
order, Mystey is  absent fram HodXerk sdoubting, confident faith, 
and suggestion plays no part in the positive revelation of truth. Qnly 
in a few of h& late landscapes has Hoder restrained the desire for 
that sepmating sharpness of form which isolates his symbolic figures 
and gives his earlier landscapes a sens  czf airlessness, The gara- 
IleXistinduced symmetry of Eiger, Mtncih and fundrau in MoonXlgCrf; 
[I "71 or Landscap Near Caux with Rising CIcluds (I 91 7.1, is no less 
than h the earlier more briale canvases, but now fluidity and soft 
outline have been allowed their role of suggestive unity. Planar 
desip and perspective deph have an equivocd relation, and now 
that myste:ery (ral;he:x" thm clarity) inhabits these ~ e w s  of nzsunbin- 
t o p  and sky they induce that sens  of unseen (religious 2 )  powers 
far which HadXer strove in his figure painangs. 

For it is this sense of pantheistic coxliMnulity that f-fodler intends to 
embody ixx the rhythmic repetition of his Egurm md  in the more 
fragmented, decorative designs of settings often composeb in the 
undulating tine and round& colow areas of art nauveau. Figures 
and landscaw are to fae understood m echoing each other in. a 
'parallelf relation. h the styXizd movemenb of their bodies, in their 
awareness of both the inward source and the outward display of 
those movemen& (as towards m audience), ftXodXer3 figures are 
very much kke dancers gedorming on a narrow stage witt.r a flat, 
backdrop that suggesb infinity, (Lak in hk Me he was Er'Ierrdly with 
Jacques Relcroz, professor at the Geneva consematmy of music, 
whose o m  teachings d' eurythmies grow out of ideas widespread 
before sgsa.) Far MaHarxn6 and Yea& &be dancer was the ideal 
symbol, direct and non-discursive, but only when she was seen not 
as a dancer wi& m expressive message, but as the complete fusion 
of form and meaning: 'the visual incoworaeon of the idea" In t;his 
HdEexl belonged to his time, But his insistence upon flgurd clarity, 
upon a scdpturai, even if flawned, modelling, breaks more than 
the synthetist unity of his compositions, (Puvis9endencly to sink 
his figures into their setting, to, soften and give distance to the whole 
was the surer impulse, thou* his style was more tradil;ionral.) 



x 76. Eiger" Maneh and Jundrau in Mo~nlfght,  1qo8. Hodler 

Hodler empXoys the visible world as intermediq, imead of allow- 
ing the work to speak directly 04' the intvisible. Because he never 
refinqutishes iUusionistic reference, fie allso forgoes any dmly sym- 
bolist {Swedenborgian) correspondence, Finally, Rodler" self- 
conscious groups belong to the inrtellecmd reab of allegory. 

Hodlerk still pessimistitc themes of the early nineties soon re- 
ceived exhibition honours in Germany and Italy. h Vienna, just 
dter m goa, the Swiss aftist fomd a 'modern"ptxbjtic which bought 
his painlings and this success helped to reinforce his newly opti- 
mistic frame of ~ n d ,  The first invitation to Vierima came from 
Cllistav KItmt, founding president of the Sezession (I 89 71, and like 
Hodler a camposer of ideamng sut?jectsi as well as a landscap and 
portrait painter, Klirnt % early decorations - at the Burgtheakr 
(I 886-8) and the Kunsthistorisches Muse= (I 890-92) - are in 
the eclectic-academic tradition of the much admired Hans Makart. 
Whether histarici.21 or alXego~calt they tell theQ stories in a styXe of 
preciw illusion, the deep space of their compositions inserted into an 



unrelated arckritecturd framing, their manner varying to suit their 
subject. Klirnt" symbolist orientation comes only at the end of the 
decade, undm modernizing influences ficom beyond AusWa mir- 
rored in, the work of thosc: ar.tisls who were ixlviter3 tu show in the 
exhibitions of the Sezession. 

Like the Belgim group of &S XX a decade earlier, the Sezessian's 
somewhat belatd opposition m academy under the direct 
patronage of the Emperor was far from dogmatic. It wm in principle 
open to anything "ropessive" ,actuaf" and 'new" Its stance was 
more mord thm stylistic, as m article in the first number of its 
charaaedsticalfy named publication Ver Sacrum clearly stated: 
'You [the academy] are manufacturers: we want to be artists' : the 
qumrel is between 'the commercial md  the adistic spirit" 'There is 
no Sezessioaist style . . . only each one" individud feeling and the 
fom that grows naturally from that feeling." pprctice this meant 
that it welcomed Pram Stuck, Mm K1frage-r and Anders Zom done: 
with KhnopE Toorop and Meunier, Whistler, Sargent, Frank Bran- 
g w p  and Segantini, as well as Puvis de Chavclnnes, Carrigre, 
Aman-Jem and Rodin. (Significantly, Van Gagh, Cezanne, Seurat 
and Munch were recognizd only somewhat later, and without 
much unrlerstanding.) All these artists could be induded under the 
theoretied banner of the new and tbe sincere. 
h the third number of Ver Sacrum (March 18982, all of whose 

illustrations were given over to worh by KEimt, the mah a&icle 
(unsigned, but probably by its chief spokesman, Hermm Bahr), en- 
tided 3ymbolist;s of a Hundred Years Ago', calls upan the early 
Germm Romantics - Tieck, Friedricb and Runge -- for ancestral 
justification of the rrew art, t36ckli;t-x, in whose work there is that 
fusion of painting, music and poetry which the romantics called far 
and prophesied, is a connecting link to the present. The a~ i c l e  
begins wi& a sentence from Friedrich SchletegeE: 'AB the sacred 
games of art are only distaM copies of the unending games of the 
world, the eternally self-po&raying work of art. In other wards, all 
beau@ is allegory.' The author cites Tieckk conclusion in Franz 
SternbaM that the poirrt where philosophy, religion and poetry meet 
is mysticism, i.e. a dire& feeling of oneness with the world and with 
God: art is applied mysticism which when conscious is allegory and 
when unconscious is symbolism. Agreeing wi& P~edrich that art 
should not be 'inventect" but must bz: 'felt' into being, he cornmends 
Range's ideas of landscape and calom symbolism and quotes with 
approwd his statement: 'l wish f did not have practise art, for we 
should go beyond art, and W& wiU know no art in Eternity." 

Kbxntb sew symbolist orientation. reflects something of this 
mystical attitude but gives if a peculiarly Viennese inflection of 
sparkling erotic refinement. The earlier illusionistic spach is not 



r 7 7. The Xhs, I 89 g. Khmt 

abandoned all at once, but it now begins to be filled with. a dream- 
like but; none the less naturalistic space like that from which heads 
represengng infancy, youth and old age emerge as a warning back- 
ground to the elegant profiles of the two levels in The Kiss. f J 775. He 
is also indebted t;o the decorative tenderrtries of the ligos style: 
languid gestures czf gracefully attenuated figures, slim hair-strewn 
nudes and checker& costumes: the sensuous use of mosaic-like 
colour and shining opaque gold. Many of Kftmt's arabesque back- 
grounds were based upon tfne mural patterns of early Greece and 



a44 the early mddle Ages; they offered the same kind of 'primitive" 
inspiration that Gauguh and the Nabis sought h folk art and the 
art of the South Seas, 

A hazy illusionism still characterizes the three panels of the 
Vienna UniversiQ murals (1897--I 903, now destroyed). fn the 
sdused, baroque-perspective atmosphere float crowded groups of 
realisticauy foreshortened ~ u d e s  joined by their curving contours 
and long strands of Rowing hair. The mass of figures in Philosophy, 
the embradng couples and the suffering aged with bent heads sug- 
gest that KEimt has studied Kodink Gates of Hell. The space of 
Medicine too is deep and hazy. Only in the furisprudence does Klimt 
first attempt to reconcile (by means of keyhole cut-oats) realistically 
rendered heads and bodies with flat, brilliaxltfy coloured abstract 
ornament, These sudden alternations -- or interruptions - are ts  
become a characteristic mark of his style. 

The Beethoven Frieze f r 902)~ on the four walls af a room specially 
design4 by Jwef Hofmann, off which was displayed Max Klinger's 
multicoloured statue of the composer, employs the decorative style 
mare fully, There is a gfeatcr exnphasis on lateral rhythxn and 
linearity, though the influences of Beardstey, KhnopB and especially 
Jm "Soorap are all evident in the figure groups of The Dark Powers' 
and 'The bnging for Happiness' - emaciated, hair swept, with 
angalair gestures, pinched features and ecstatic eym -- they emerge 
from a richly fiI1a;d mosaic-lik patterned background (employing 
adaptations from Mycenae and Byzantium) that is pecdarly Klimt's 
own. The stylizd figures are char& not of this world, the mow so 
as t b q  tend alternately tn emerge and lose: themselves h the space- 
less expanse of the coloumd wall; they enact a static ballet which 
culminates in tbe nude couple who embrace in. a symmetric bower 
beneath the mash of tragedy and comedy. 
h embrace is again. the culmination of Himt% four-wall f r i e ~  in. 

the dining room of the Palais Stocfet & Brasseh (I 904- 9) designed 
by Hafmann, Were Klimt has allowed his charackristic decorative 
style, with its lines of gold and irregula patches of closely fitted 
green and blue and pi& and rose, to obscure the subject, which is 
again m allegory of love. The few, flattened stylized figures - the 
womm who awaits her lover, and the couple who clasp each 
other - are barely distinguishable: within the continuous design 
inspired by the mosaics of Ravenna, That desip is meant to be more 
than a pleasing visud continuum, more than a visual play. Eke 
Rungek arabesque, which his contemporasy. G6rre called 'a hiera- 
glyph of art, a visual symbolism" it is m abstract, expansion of the 
work" theme, the pantheistic presence of Love, conveyed equally 
by design and figures, But here the two are hardy in balanw and a 
rich and tastefd reticence is dominant, Given this "retreat into 



x 78. The Kiss, 1908. KUmt 

decoraMve craftsmanship dominated by its own. materia1s"Max 
Elislier), the initid subject maf;ter, far from being express4 by the 
form& elements of the composition, has became merely incidental. 
(Much" smaE Meeting in Xvlfinity L18981 has essentially the same 
subject; its naked figures, adrifi; In. a cosmofogical and emotional 
void, are in striking contrast with the sensuous elegance of MIirnt's 
lovers.) 

The: Stoclet frieze, which was the last of Klimtk monumental 
works, was also the hi& point of his purely decorative tendency. 
(Though it also marks The Kiss 11 fi"t31j and Hope XI; painted during 
the years Kfimt was working on the execution af the frieze.) h The 



Three &es ctf Lge [I m] figura and background are more in balance, 
although they are diskin& in their can&ast of modelling and Bat- 
ness, despite cerlah overlapping of outline. In the later works --- e.g., 
The Familg (rgro), The Maiden [r8o], Death and &$e (~gzs-16) - 
figures and d e s i p  are mare nearly integrated into a single rhythm, 
bodies less obliterated by an averlay of abstracted costume pattern, 
and the dransidians from filed, flint surfam ta stylized modelling are 
both Iess abrupt anid more generally distnribuded. Yet, despite the 
mom consistent scale and tha resulting increased unity, the incon- 
clusive relatiorr, between subject and desiw, between the idea and 
its visud formation sti8 persists. 



The suibjecb of Klimt's University murals are those of mare tradi- 247 
@on& allegory. They represent h humm farm religious or social 
ideas or 'institutions. Conventional attributes, whether classical or 
Christian, are lacking, and the poses express a contemporary 
anxiety: but t h m  are stilil public subjects which individuals ex- 
emplify. h contrast MXImtk later idealist paintings embody the more 
ernotionaljy personal, intedodzed themes already common t;o the 
symbolst art of the previous decade. Like Gauguin, Munch and 
Carri&re he po&rap man" fate not h terms of personified abstrac- 
tions, butt through the individual. round of life, the emations of birth 
and maternal love, soktude md  death, and he gives a central role to 
the erotic. B a  fo-r Klimt the sexual is never the sinful; you& may 



248 suggest the sadness of old age, and birth m inerritable death, but 
the sensuow is not evil and worn= is neither the incarnation of 
temptation, nor the image af all &at is ideal, Here Klimt is as dif- 
ferent from G a u g ~  and Munch as he is from Khnapff and Hodler. 
Nevertheless, like them he is  now concerned, not with abstract ideas 
depicted through signs approved by tradition, but with the generali- 
zation: of individual feeling. Once: again, we are presented not with 
action and interaction, but with mood and isola~on; the goups 
that cling most closely together (in Death and Lge, for example) seek 
a. despai~mg escapet from a dream-like solitude. m e  closed eyes, the 
bent heads, the limp gestures, the Bukd sithauettes all point to a 
tranw-like condition; while the invasion of the figures by the 
formal pattern and the marsying of the pattern to an airless, space- 
less surface indicate that these figurm have no real physical exis- 
tence, but are symbolic of feelings oF tkre states of being that qualify 
man" destiny, 

As Novatny has written, Klimt's aim was to evolve 'a more or 
Iess conscious programme fsr achieving a stronger dire& bond 
between thematic content and pure fom . . . To creak a new md  
immediate method of expressing conceptuaf and emotive con- 
tent . . .' This aim was that of the symbolis& of the previous decade, 
who also sought ways in which fom could be directly 'required to 
express somow or comfot-t, oppression or relief" and so be able to 
dispense with those extraxleotas associations not inherent in the 
forms themselves that destroyed the work" s i t y  and made it 
literary.. KLimt's method was to give full freedom to the decorative 
constituenb of his art. Unlike Hodler, whose et-lhicait reticence mdes  
him insist upon maintaining the willed integrity of his figures (and 
so aIw their existentid mass and space), Mlimt is ready, even eager, 
to give up aU pretence of naturalism ixl, order ta give parmount 
impartan= to the decorated sarface, So in one sense their styles 
are at opposite extremes: where Hodter" puritanism, the ultimak 
source of his "naive materialism', compels him ta renounce his im- 
pulse towar& decorative vanity (Le., the delight of 'objective 
deformation'), Klirrrt" sensibili@ ta decorative nuanm makm him 
attenuate his desire for expressive meaning (i.e., the impact of 
'objecLive deformation"). The results, however, are very much the 
same. In both Klimt and Wodler style and theme remah d i~ded  (far 
very different reasons) ; neither achieves t;he inevitable unity which 
was the aim of symbolism - for only in this way could it 'go beyond 
art'. Novotny suggesb that KIimt first cornwirred his thought, and 
then translakd it ints 'imagistic speech . . . his forms thwarted his 
symbolic programme [because] where metaphysical themes were 
to be illustrated . . . the distinctness and intensiQ of the thematic 



content' have been lost* Bust perhaps it is precisely that the "Ithemittic 249 
content-oes rernah distinct from its Yllustration" and the 
'imagishc speech', separate from the thought, becomes a manner. 
For Klimt (as much a for Hodler) this synthetic "ision' of which 
Gauguh spoke, the 'equivocal' which Redon stressed, the power of 
suggestion arising from the fusion. of theme and style is, finally, 
lacking, so that despik (or because of) tbe sensuous briliiancsr: of his 
idealistic art, it remains literary and intellectual. 

Orrly in. some few of Klimtb standscapes is this dichotomy over- 
come. Most sf his carefully observed studies of wood& clearings, of 
single trees, of massed fiowers, all seen from close to and painted in 
great detail, rernah within. the realm of naturalism. By the use of 
m exceptianally low or high horizon, the frequent elimination of a 
horizon, and the repetition of tree trunks, stalks or flower blossoms, 
Klimt maintains the desired patterned surface of brilliant colour, 
reconciling depth and plane in aa almost neo-impressionist 
vibrance. But in severd ofthe wooded scenes --- Pl'm Forest I ( ~ q o r ) ,  
for example - a breathless presence seems to inhabit the intervals 
between the forms, m evocative silencc: that gives a "secret emotive 
meaning to appearances'. Xt is true, as Novotny says, that these 
pictures lack precis conceptual content, Perhaps for this very 
reason they achieve that 'correspon8encre"etween outward 
appearance and hidden meaning which was the goal af ~yxn-bofism~ 

D U T C H  AMT) SCOTTISH 

The oldest, and the most prominent, of the Dutch symbolists, Jan 
Tsorop, had many links with the Belgian movement. He had been 
at the EZrutsseXs Academy for three years when he vvm elected to 
membership in LES XX h I 888, one year after it was founded. Later 
that same year he went to England with his friends the writers fules 
Dest;rke and Emite Verhaeren, the latter especially attuned to the 
new iinfluencm coming from Paris. Toorop" first paintings of this 
time were in. the manner of Ensor; sombre iinteriors whose heavily 
painld detail seems to overwheh their contemplative inhabitants. 
But by at 888 he was working in, the aeo-impressionist style that had 
been adopted by V m  Rysselber& and ather members of Les XX. It 
is not mtil about 1890, when Taorop returns to Holland, that the 
symbolist orientation. begins to take hold, at first somewhat mildly 



r 8 1 ,  Organsounds, c, r 889. Toorop 

and more h subject: thm in style. h 0rgansound"s [1811, with its 
English Gothic setting (based on. an earlier &awing) and its Redon- 
esque Osating skulls, the organ-tones are translated into tremuEous 
outlines which suffu* the atmosphere ; the Venus of the Sea (c. I 89s) 
(recalling Xbsenk  lad^ of the Sea) mingles naturalism and illusian, 
with womm cast in the typical role of destruclcive fernme fatale, as 
the accomanying serpent clearly informs us; h contrast Mother- 
h o d  ( X  8 5 r ), drawn in the naiw manner of Walkr Crane and Kate 
Greerzaway, portrays her as the embodiment of puri.i;t.y and 
innocence, 

During the next few years these rather pleasant treatments are 
replaced toy pictures of m emot;iond intensily rare in the repertory 
af symbolism. Their tone is at once mysticd and dlugrxbi-ious. Nature 
becomes alive and menacing, foresb close in upon lost, innocent 
souls, and graveyards open. The atmosphere is that of Minne's 
illustrations of 1888-90 for Maeterlinck and Crkgoire. b Roy, but 
with more explicit a leg~ried detail. It suggests that Toorop had 
read Maeter1jinck.k translation. (1889) of the mysticd writings of 
Ruvsbroec. In any case, as 'Spaanstra-Polak notes : 



Under the influence d Maeterlinck's dramas, h which trees are animated 
beings, 9 change takes place in . . . Toorpp's paintings. With chalk and 
pencil be draws gloonry scene of ghostly gardens with dark ponds, over- 
shadowed by weeping wilXovvs XiLe living beings whose arms writhe like 
texltaicles. From the branches women's hair streams down, En such a Garden 
of Woes (1891) death"-heads grow on thbmr; - symbol of the destruction 
caused by lust, The church-yard - background to the sordid seducers of 
innacence, Les RGdeurs - makes its apwarance again as the stage-setting 
for Death. 

Toorop also draws upon, otber sources for his iconography. He 
turns the anyang pupp& figures of Java (where he had been born) 
into slim, curved fioating spirits with biflo~rng hair who rescue the 
dead soul from the thorns of passion (0 Gwlrt! Where is Thy Vict.org 
f18zS) ; he adapts the evil spfiim of KXrnopB and the S& Peladan 
(who was in Holland h 1892), m d  employs such common symbols 
of puri-ty as the swm and the lily along with the medievahzing dress 

182, O Grave Where is I"hy Victory, 1892. Toorop 



252 and flowing tresses of the Pre-Raphaelitm (Girl with Swans, 18~)s- 
6). And some of his backgrounds are based upon the Celtic inter- 
lace* In aU these pictures line is paramount; it holds the sudace as 
a decorative desim which permib only the suggestion of space; it 
is atso the theme's visually expressive quivalent. For in almost 
all of these compositions Toorolp denotes the dangers of evil, or 
temptation, by a nervous, broken, angular line, whicb often takes 
the representational form of thorns, but which can also be ab- 
stractly staccato, irregulz and painted, in opposition to a smoo't;hly 
Bowing Ine, which unmarred by shaq  edges and sudden reversals 
of direction conveys, &rough hair, or drapery, or, again, in. its o m  
dght, the peace and harmony that stems from the recognition of 
the good. Sa in Q Grave Where is Thy Victory the good angels in the 
foreground disentangle the sod from the gnarl4 and twiskd 
branches in which the demons of evil have enmeshed it, while in The 
Song ctf the Times [ f ix ]  both the evil agitation of the left side, with its 
disorder and tangle, and tbe rhythmic order of salvation of the right 
retab thek expressive character as they overnow into the abstract 
decoration of the frame. 

All these elements are present: h Tnoorop" best picture, The Three 
Brides [525, which like so much of his work is a black chak drawing 
heightened by colour. 12 theme that might also be cdled 'on the 
nature of woman' it is the mystical equivalent; of Mmchk mare 
sensuous (and personally expressive) &eatmen& of a similar sub- 
ject. The pure but eadhy 'bride stands in the midde, her breasb only 
partially hidden beneath the madage veil, As Toorop exlglained, 
she is k pedumed, hardly blossomed flawer which hides under its 
veil both things: the pure aroma of tendemem and the burnix gift 
of sensual pleasure" On either side stand the nun and the whclre; 
the sabtly bride of Christ who is "nothing but ardow Wed with 
gruesome ascetism" and the infernd bride, 'a hungry unsatisflable 
sphinx, a dark passion Bower dripping with pleasure', her hair 
bound by snakes, her neck_ia.ce made of skulls, hdding a dish into 
which flows the Mood of the vfc&ims of senscrallity. h the two upper 
corners are the hages of Christ" hands naged to the cross; they 
hold belh from which stream sounds which, descenang, become the 
billowing hair of Roaiting angels - half Javanese puppet, and half: 
Pre-Raphaebte madonna, The lines af the background have their 
own expressi~ meaning: those on tbe good side are relaxed and 
curved, those on the side of evil are taut and sham - Toorog himself 
called them 'yell and bang; lines', h these ways Toorap praposes a 
meaningfd congruence between the complicated iconography of 
his subject and the intricate fiat pattern of his desip: the inherent 
form of the image is to match and 'clothe' the idea. His congem for 
dsual synthesis is ctearl,y evident in the simplified design. of the 



preparatory study [I 8 31. But h the finished picture t b  programme 
is so weighted by representational detail - facld expression (which 
however hystical" is inevitably imitative) and gesture so cankadiet 
the styIization of space and proportion - that; decorative synthesis 
is fragmented[ and symbolic inknsity is drained away. 

The yew lc 893 marks the high point of Tczorop% systicafiy moti- 
vated styXe. Faiths in Decline f I 8~f.1~ showing mankind being rescued 
from the sea of illusion and the oppression of the stak by mrr. angelic 
maiden drawrz by swans (shades of bf-rengrin!), is still closely 
packed wiLh figurative symbols, But as Toorap" sm crisis of faith 
(perhaw first set in motion by m earlier ilXrxess) is: gradually re- 
solved he relinquishes his richly tortured iconographic programmes. 
The symbolist preoccupations - ecstatic vision, the round of life, 
with its pessimistic and moralizing implications -- a sense of the 
beyand still remairx (me Sower, c.1875 ; Procession c?f Souls Beside 
the Ocean, c.sguo); but the allegories are less hemetie, the com- 
positions less crowded, the proportions and the space less stylized. 
Although even at its most intense Toorop's art is never truly syxl- 
thetic in its impact, his development here parallels that of the Nabis, 
As his religious faith grows more assured and more pubIic (he was 
finally converted in I 905) his art, no longer required to convey the 



184. Faiths in Decline, 1894, Toorop 



whole bwdm of unresolved emotion, c m  employ the easier, more 2 5 5 
comTon (but less symbolist) vocabulary of illustration. 

Johm Thorn-PriBer, who stu&& at The Hague Academy, was 
converted to symbolism as a young m m  of twenty-hus. A. number 
of his drawings and paintine of the life of C k s t  are composed as 
Bat designs in which a strongly linear, gracefully c 
marks off areas &iled wi& a stippled, or neo-impressioxli&, textured 
swface, Thorn-Prikker is here following the lead of Henry van de 
Velde (whom good friend he became at the time), whose own 
painting was strong$ inguenced by the syathetist practice of the 
Nabis, and the more theoreticat. symbolism of Seurat and hk cirde, 
h his lettern to the wdter Henri Bore1 (between I 892 and r 89 7) 
Thorn-Prikker explahs that 'his basic intention [is] to . . . the 
essence of things contained h general abstract concepts such as 
life, pudty, mysticism, but also h the emotions of love, hate, de- 
pressicm" Like van de Velde, who believed that line is not something 
that describes m object but 'a force that works on humm beings" 
(at the same time that it is decoration), "fora-Prifier, by varying 
the 'sspeedkf his line, its hickness, tangibikty axld colour, seeh to 
express the mlations and the meaning of his farm* His subjecb are 
Christian (Madonna, r892), but like Mawice Denis, the best of 
whose early work has the same serene and lyric mood, Thorn- 
Pxikker is also voicing his o m  private emotion. The Bride [185f, 
herself only an insubstantid nearfy transparent veil, is & a m  with 
m appropriately ttfh whik line; but she is bomd to suffering 
(Cbdst) by heavy black lines and 'by the myrdle branch that gradu- 
ally turns into Christ's c r o w  of thorns. Misery is already lying in. 
wait for young love, it will be ensnwd by treacherom sensuality 
in the sharxl; of the phallic tulips and the skull-like snap&agons." 
Thus line and colow (duU, purples and meens) take on an ixldepen- 
dent symbolic meaning expressive of the pfctmek tender subjects. 
Thorn-Prikker exhibited wi& Ldes XX h 1893 and also executed 
smaments for 't7an Nuen Strake. Under v m  de Veldeh iirzfluerxce (and 
f u ~ h e r  prompted by opposition to his p ~ a t h g s  in Itis: o m  Dutch 
milieu) he gradually shift& his energies to applied design. 

The mysticism of Toorop and Thorn-PriBer was only one asgwt 
of the brief flowering of Dutch symbolism, There wm aim a social 
side, s&on@y influenced by both the ideas and the medierralizing 
style of Rossett;i and Wilfiam Morris, and sharing the& goals of the 
revival of a true and honest crafbmamship, h the words of 
Spmnstrra-Polak, 'According to [htoon]  Derkinderen and [%chard] 
Roland Wolst the function of the artist, who at the same time was a 
craftsman, was that of the pflest - to disseminate his ideas among 
the people, the cornmrmi@ . . . Not beau@ but ethics played the 
impadant part in this aspiration,Werkinderen based his ideal of a 





'commund a r t o n  the wri~ngs of Morris and Walter Crane in 257' 
England and Henry van. de Velde and August Vermeleglen in Bel- 
gium and related it to his belief in acoming socialism. In practice, 
Derkinderenk many book illustrations of the nineties (and his two 
murals for the town hall of %-Hertogenbosch) have little to do with 
symbolism, except in the& xrastalgfc anti-naturalim. The inter- 
laced borders, the s l h  and Battened figures lin gracehf, Ruted robes 
that accompany the gothicidng type-faces are belatedly Pre- 
Raphaelite in both spirit and design. For both Rerkinderen and 
Roland Holst (who% work is largely influenced by Rossetti) the ex- 
pressive relation. of style and subject depends almost entirely upoa 
the generally 'spiritual' (if not specifically rdigious) associations of 
m old tradition that had fallen into disuse. Theirs is a revival style 
which makes no attempt to creak in iits o m  right a contemporary 
marriage of style and meaxling. 

During its comparatively short existence the Dutch symbolist 
movement was thus heavily indebted to the ideali~ng medievalism 
of its bgtish forerunners, even if its more intense religious zed and 
mysticism was distinctly its own. In return, Taoropk mast impor- 
tant picture seems to have been one of the specific sources of inspira- 
tion in. the creation af the style of the 'Glasgow Pour" The Three 
Brides was illustrated in the March 1893 number of the: newly 
founded Studfio; there it was seen by Charfes Renaie Mackintosh, 
Herbert MacNair and Margaret and Frances MacDonaEd, a close 
group who adapt& its emaciated figures and ecstatic pro61es for 
the purrposm of their o m  art of 'ethered melancholy', Theit- idio- 
syncratic style was subjed to other infiluenees: BeardsXeyk sharp, 
drawn-orxt; line and Bat sudatze; the medievalizing reverie of the 
late Pre-Raphaelites; the Celtic =viva1 in. Scotland, heralded by 
YeatsThe Wanderings of Osin (1889) and Grant Allen (I 891) and 
perhaps works of Carios Schwabe and KhnopE also seen in the 
Studio; but as Thornas Howarth has pointed out, their work 
"approximates far more clasety to (hat of the Dutchman's painting 
than to any work by contemporary British artists'. 

Although it begm to evolve as early as 1890, the style of The 
Four is seen at its most characterisMc in their designs of the middle 
of the decade, Margaret (or Pranmsl) MacDonaldk Fountain 14.81 
and Frances MacDona1d9s A. Pond combine in m elongated format a 
syrrmnetrical arrangement of reed-like, bulbous-topped plan& with 
stretched-out emaeiakd nudes whose hair flaws into the natural 
forms. Mackintosh uses similar juxtapositions h his Diplsma Award 
desim of I 893* where the extremely stylkd vines, bearing Bovvers 
or fruit fom a grifle-work that frames the three agures. In m 1896 
bookplate by Herbee MacNrzir (who told Howarth that in his 
decorative wark 'not a line was drawn without purpose, and rarely 



258 was a, sixlgEe motive employed that had not some allegoric& mean- 
ing" the tree of knowledge enfolds two sad female Ggures represent- 
ing the sgirib of art and poetry, holding in their hands rosebuds and 
lilies, emblems of painting and sculpture, and is itself nourished by 
the dew of inspiration. This kind of symbolic formalism is typical of 
the Glasgow style, thou& its significance may be obscure (Mackin- 
tosh's The Tree of Influence, r 895) or vague (Margaret Macl2onald"s 
November S th, e.rSgq), while the later work its atknuakd and 
stykzedl anirnal-vegetable form tend to become more decorative 
formda than meaningfd eonknt, But whatever the details, and 
whether the mood is mum or less nzetancfioly, 'the fiur intended 
the& work to be inhrmed by a general sense of gro* and renewal. 
The closest parallel is h the short-lived Scottlsb review of Patrick 
Geddes and Willim Sharp-Fiona Macte~d, the Evergreen, whose 
titb echoes its continent& paraHels: Pan Jugend, Ver Scxerum. 'The 
whale characeer a f  Evergreen, with its emphasis on nature and the 
seasons, on birth, flowering, harvest and death is the precise 
literary equivalent to the MacDonald sistersa craft work and 
painting.' 
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1. P O P L A R S  O N  T H E  BPTE, By Claude Monet, reigo. Oil on canvas, 
539 x 7z cm. The Tate Gallery, -don, (Photo: Museum,) 

2, N O C T U R N E  B L A C K  A N D  GOLD: T H E  P A L L I N G  ROCKET.  By farnes 
A. McNeiU Whistler, c.1876. Oil on panel, 76 x 53.3 cm. Detroit 
ilns~tute of Arts, Detroit. (Photo : Museum.) 

One of the Nocturnes exhibited at the Crasvenor Gallery, London, 
in 1877 about which Ruskink comments - 3 . . . never exwcted to 
hear a coxcomb ask zoo guheas for flinging a pot of paint in the 
pubhcb face" led to mistXerk famous Iibel action, 

Lit. : A, Staley, From Realism to S~mbol-ism, Whistlr and His Worldld, 
exhibition catalagae, r 969, pp. 4 S -6, 

3.  HOPE,  By C. P. Watts, e.1876, Oil an board, S6 x 53.3 em. Walker 
Art Gallery, Uverpool. (Phato : Museum,) 

This is the earlied version of the once-famous HOP painted in 
188 5-6 and now in the Tate Gallery, London, 

4. V I T A  S Q U N I U M  B R E V E  By Amold iB6cXclin. 1888. Oil on canvas, 
r 80 x r I 4.5 em. a~ent~ iche  Kunstsammlung, BasIe, (Phato : 
Museum.) 

fi. T H E  Y E L L O W  C H R I S T ,  By Pad Gauguin, 1889. on canvw, 
92.5 x 73 em. AIbright-Knox Art Gallery, Buffalo, New York. (Photo: 
Greenberg-May .) 

Painted at Pont-Aven in the late summer of r 889. As regards the 
inner impulses which hove Gauguin to identify Mrith the 'primitivism" 
and %sincePity9 of the Breton people and inspired him to pant The 
Yellow Christ and other religious works of this perid in Br"ttaxry, see 
Robert Goldwater, Gauguin's Yellow Clfirislt' in Callerg Notes, Albrfght 
Art Gallery, Buffitlo, June K 947, vvl, X I ,  no. 3 ,  pp. 3-1 3. There are 
two studies for this painting, see J* Rewald, r 958, nos r g and 20, 

Lit,: G.  Wildeostein, 1964, no. 327;  W. Aodersxl, 'GauguinPs 
GEifvary of the Maiden" Art Quarterl~, spring r 971, pp. 84-104. 

6 ,  S P R I N G ,  By Mvard Mmch, 1889. Oil on canvas, 169 x 263.5 ern. 
National Gallery, Oslo. (Pfioto: 0. Vaering.) 

Exhibited in Munch" first one-man show at the WsMania 
Studentersamfundet in 1889. Although painted four years after The 



Sick ChlkI (see no. lgrS), Spriutg is a more traditional treatment uf the 
subject, compare for example Christian Krogh's A SiGk Girl (1880, 
National Gallery, Oslo) and Hans Heyerdahl's Zfhe Death o f a  Mrorkr 
( r 88 8, Trondhjems faste galleri, Trondheim). 

Lit.: C.. van: Glaser, Edvard Munch, Berlin, 1922, pp. 93-35 : 1. Thiis, 
Edvard Munch, Berlin, 1934, pp. 6-7.30-33 ; A. Moen, Edvard Munch: 
Woman and Eros, bndon,  1958, pp. s s  ff; R, Heller, r 969, pp. r 01 -5. 

7. S U N F L O W E R S .  By Vincent Van Gogh, 1889. Qil an canvas, 67.30 x 
5 7. r 5 ern. Rijksmuseurn Vineent Vm Gogh, Amsterdam. 

Paint& in January 1889, this is a replica of the painting now in 
the National GalIery, London, which was painted in August 1888. 

8. C A T A L O G U E  C O V E R  FOR V A N  G O G H  EXHXBITXOM. lEjY Richard Nico- 
laus Roland Moist, rSgz. Lithograph, 16 x 18 cm, Rijlismuseum 
Krailer-MfiHer, OtLerlo. (Photo: Museum.) 

Executed for the cover of the catalogue to the exhibition organized 
by Roland Holst at the Panorama in Amsterdam in December a 892. 

g, S IN ,  By Franz von Stuck, 1895. QiE on canvas, 95 x 60 cm, Bayerisehe 
Staatsgem&tdesammtungen, Munich. (Photo: Museum.) 

One of several versions of this subject. Stuck built a special private 
altar as a setting for another version in. his villa in Munich. See W. D. 
Hofman, The Villa Stuck, rs Masterpiece of the Bavaria Attic Style*, 
Apollo, November r g  7 I ,  pp. 388-94. 

10. ACCORDE: BRAHMS-PWAhiTlhSXE OPUS XIX, BY hila~ singer, 18134. 
Aquatint and rne~otlnt, 27.7 x 39.1 em. Kunsthalle, Bremen, (Photo: 
Museum.) 

r r , T H E  PL A G U E, By Arnoid Biieklin, r 898. Tempera on panel, 149.5 x 
ro4.S cm. &ent~iche Kunstsamnrltmg, Basle, (Photo: Museum.) 

12. S P I R I T  Q P  THE D E A D  WATCHING ( M A M A Q  T U P A P A U ) .  By Paul 
Garzguln, 1892. Qil on canvas, 73 x 92 cm, Albright-Knox Art 
Gallery, BufFalo, New York, 8, Conger Goodyear Collection. (Photo : 
Museum.) 

Gauguin wrok repeatedly about this painting" symbolic nature, 
e.g. ' X  see here only fear . . . The tupapau (Spirft of the Dead) is clearly 
indicated., For the natives it is a constant dread . . . The title . . . has 
two meanings, either the girl thinks of the spirit, or the spirit think 
of her , . . The literary part: the spirit of a Iiving person linked to the 
spirit of the dead. Might and Day."(Frorn Gauguin" manuscript 
Xahier pour Aliine', 1893, quotd by H, Chigp, 1968, pp, 67-9.) A 
sumnnaw watercofour sketch of this painting accompanied the letter 
t;o Aline (f, RewaId, I 9 58. no, 67). This painting appears reversed in 
the background of SPY-Portrait with Hat: (1893, jeu de Paurne, Paris), 
Nevermore O Tahiti (xX5)7. Gourlauld Institute Galleries, London) is a 
variation of the same subject and compositioir. The hooded hanestrai 
presence' or spirit appears in later works S U C ~  as the rnon&ypes The 
XVightmare (I  895-1901) and Escape (1901). see J. Rewald, 1958, 
nos r o l  and ro7. 

Lit,: R. GoIdwsbLer, x g ~ 7 ,  p. 114;  J. Rewald, 1962, pp. 526-8; 
W, R. Rookmaker, lq72, pp. 227-30,  



13. M Y  P O R T R A I T  S K E L E T O N X Z E D .  By James Ensor, 1889. Etching, 263 
I 1.6 x 7.5 cm. Mudes Royaux dm Beaux-Arts de Belgique, Brussels. 
(~hb to  : A.C.L.) 

This is the rare second stak af this etching. The conception derives 
in part from ;m etching executed the previous year, iY& Portrait in 
I 960, For a discussion of the skeleton motif in Ensor's work see M. de 
Maeyer, Be genese van masken travestke en Skeletmotievexl in het 
muvre van James Ensor" Bulletin des Musees Roguux des Beaux-Arts 
de BeEgique, 1963, pp. 69-88. 

14. S E L F - P O R T R A I T  W I T H  D E A T H  P L A Y I N G  T H E  PEDDLE. BY Arnoitd 
BBcMin, 1872. Oit on canvas, "1 5 61 cm. Nationalgalerie, Staatliehe 
Museen Preussischer Kulturbesitz, krlin. (Photo : Watter SteinkspC) 

IS. P R I N C E S S  A N D  THE UMICORN. Armand Point, 1896. On 
canvas, 89 x 69 ern, Privak collection. 

Lit, : G, Lacambre, xg 72. 
16. T H E  B L E S S E D  D G M O S E L .  By Maurtce Benis, 1893. Lithograph, 42 x 

30 cm. BibIioth6qtte Nationale, Cabinet des &tarnpest Pads, (Photo: 
13.N.) 

Executed for the first edition of Claude Debussy" setGng of 'La 
darnoiselle htue, pobme lyrique, dVaprli?s D. G. Rossetti" published by 
Edrnond Bailly (La Librairie de I%rt Xnddpcndanl, 1893) in a limited 
edil"lsn af 160 copies. The poem of Rossea were known in Eranm 
as early as r 871, but it was the translation published by GabrteX 
Sarrazin in I 885 as part of a series - k s  po&tes modernes de I'riulfdbterre 
- that provided Debussy with the text; for his compor;iition of 1887 for 
orchestra and voices. Denis met Debussy around 1891. 

17. ~ o v ~ a ~ ~ o ~ ~ ~ , B y ~ e a x z E ) e l v ~ l e ,  1900. Ogoncanvas, 238x 150crn. 
Muske C~omnnunat, Ixetles. (Photo: Studio Duliere, Brussels.) 

Lit.: F,-C. kgrand, rq72, pp. 76-85, 89-94, 260. 
18. ENCOUNTER I N  SPACE. E3y Edvard Munch, 1899. Coloured wood- 

cut, x8.1 X 26.1 em, Museum of Modern Art, Mew York (Abbg 
Atdrich. RockefeHer Fund). (Photo : Museum,) 

Relalrtd by the spermatozoa motif to the lithograph Madonna (see 
no. 65). 

Lit. : G. Svenaeus, edvard Munch, Das Unlversum dcv Mefancftolie, 
Land, 1968, pp. 125-8; W. Hofmann, "ITurning Points in Twentieth 
Gientury Art 189s-1917, London-New York, 1973, pp. 37-8 ; G .  
Schiefler, Edoard Murzch, Das graphlsche Werk I 906-I 926, Berlin, 
1974, no. 135. 

19. TASSEL H O U S E  S T A I R C A S E ,  B R U S S E L S .  By Victor H0rt.a. 1892-3, 
20. C A N D E L A B R U M ,  By Bgide Rornbam and Pranz Woosemans, 1900. 

Ivory, silver and onyx, height 36 cm. Kunstgewerbemuseurn, Berlin. 
(Photo : Museum,) 

2 I. DO M L N X C A  L, By Henry van de: Velde, x8q.z. Wad engraving, 32.5 x 
26 cm. MusBe des Arts Dkcoratifs, Paris. (Photo: Museum.) 

Designed for the cover of M m  Elskamp's first volume of poetry, 
Bminicaf (Antwerp, 1892). Julius Meier-Graefe wrote: 'Ces lignes 
montantes, cornme oppressbes par Ie noir qul les interrompent intro- 



264% duisant Xe leekm dans I"esp~t du kvre, Daas celt-te composition 
sehknratique, mer, rivages, nuages, se devinent, encore." ((L'art 
dkoratq, I 898, no. I ,  p. 7.) 

22. T R O  PO M. By Henry van de Vetde, 1898, Coloured Lithagraph poster, 
29 x 22.5 cm. Mush des Arls Dhcoratifs, Paris. (Photo: Museum.) 

Executed for the 'Tropon~rmd of prepared faad at MiiEheh. 
23 ,  T W E K I SS. By Edvard Mmch, I 892, Qil on cardboard (transferred to 

canvas), rso x 80.5 cm. Oslo Community Art Collection, Munch 
Museum, Oslo, (Photo: Museum.) 

Lit. : R. titelfer, 197 J, passim. 
24. THE K I SS, By Peter Behrens, 1896-7. Coloured waodcut, 27 x 22.6 

cm. Musew of Modem Art, New York. (Photo : Museum, f 
2 5 .  T H E  D A Y  O F  T H E  GOID. By Paul Gauguin, 1.894. Oil on canvas, 70 x 

90 cm. The Art Institute of Chicago (HeIen Birch Bardett: Memorial 
@ollection), Chicago. (Phato : Museum.) 

Lit,: G. Wildenstein, 1964. 
26, T H E  S C R E A M .  By Edvmd Munch, 1896, Lithograph, 32 x 25 cm. 

Mweum of Modem Art, New York. Mathew T. Meiloxr Fund. (Photo: 
Mtxseum,) 

Lit. : R, Heller, 1073, passim. 
2 7 .  sr~zr(rea,By~dlloxrRedon, xg~~.Oif.ongmsoonpaper, 54x 55cm. 

Museum of Modem Art, New York, Utke P, Bliss Collection. (Photo: 
Museurn.) 

Another version, possibly a preparatory drawing, is in the Min- 
neapolis 1rrst;itutd: of Pine Ads, For a cliscussion of Redon" Bterary 
and Iconographic sowces - rzotabEy Rdenbach's poem Du Silence 
(I 888) and Pr&adt% rrelid (1849) - as well as his own ewBer and bter 
t-ceaitmeats of the same theme, see T'. Reff, 'Redon" Le Silence: An 
Iconopaphic Interpretation" Gazette des Beaux-Arts, m 96 7, pp. 3 5 9- 
68, 

28. C L O S E D  E YES. By OdiBon Redon, 1890. Oil on canvas, 44 x 36 ern, 
Jeu de Paume, Musk rlu huvre, Paris. (Photo: RBunion.) 

Lit. : G, Lacambre, 1972, na, 236. 
29. S I L E N G  E, By Lucien L&vy-Dhurmer, 1895. Paste1 on paper, 54 X 

ag cm. Privak collection. (Photo: Agraci,) 
Lit. : G, Lacambre, 1972, no. I r 3. 

30. T H E  S O U L  O F  THX NCS. By Xavier Melery, c.x8go., Crayon an paper, 
93 x 67 cm. hlfuske Royaux des kaux-Afts, Antwerp. (Photo: 
Museum.) 

31. L A  vre MUETTEI ( T H E  WORDLESS L I F E ) ,  By Bouard Vuillard, 1894. 
Lithograph, 3 x x 23 cm. Muse= of Modern Art-, New York. Gift of 
Abby AIdrich RaekefeIXer. (Photo : Museum.) 

Designed for the programme for Mawice baubourg" play, La Vie 
Muette, presented at Lugnk-Poe's ThCatre rle i'0euvre in Paris in. 
November x 894. 

Lit. : CIaude Roger-Marx, L'Oeuvre grave de Vuiflard, n.d., Monte 
Carlo, no. 20. 

32.  M A T E K M ~ T Y .  By Eugkne Carrikre, c.r8qz. Oil on canvas, 96 x 
116 cm, Museum af Modern Art, New York. (Photo: ~ u s e u h , )  



3 . L A C l A M E S Q M B R E . E 3 y ] a r n e s h s o r , 1 8 8 1 . Q i l O n ~ a n V a s , 1 0 o X  265 
8 s  cm, Mus&es Royam des Beaux-Arts, Brussels, (Phdo: A.C.L.) 

kit. : F.-C. &grand, r 972, p. 1 3 5  
34. L I S T E N I N G  TO S C H U M A N N .  By Fernand KhnopEE, 1883, Qif on 

canvas, Iar.5 x 116.5 cm. Musk= Royaux des Beaux-Arls de 
Belgique, Brussels. (Photo : A.C.L.) 

This painting caused a sensation w h n  exhibited at the Grcle 
ArGstiqlue in Brussek in. I 883 (see L%rt M ~ d e m e ,  z 7 April I 883, p. 
127). a n o p F s  was probably inspis& by Ensor" k Muslqur! vusse 
(see no. 35) but, as P.4. kgraxld points out, where= the music in 
Ensor" painang forms a link htween. the flgwes; in Khnopfs it 
actually divides them . . . Thus the theme of solitude reappears and 
in a setting that might well have s ~ m e d  to rule it out. With KhnopR 
it was almost an obsession. (F.-C. Legrand, Tern& KhnopR- Per- 
fect Symbolist', Apolb, April 1967, p. 279,) 

35. L A  M U S I Q U E  RUSSE.  @ James Ensor, 1 8 8 1 ~  Oil on canvas, 133 x 
rzo cm. Musees Royaux des Beaux-Ar& de Blgique, Brussels. 
(PhsW: A. C, L,) 

Bnsor claimed that Mbnopff had plagiarized this work in his histen- 
Ing to Schumann (see- no. 34). Mth painleings were exhibited at the 
Cercfe Artistique in Brussels in 1883. See 'Les kttres de Jaxnes Ensor 
B Octave Maus'. Bulletin &s Musdes Royaux des Beaux-Arls de Belgique, 
1966, nos 1-2, p. 24. 

36. E V O C A T I O P T :  B R A H M S  P H A N T A S X E  O P U S  X X X ,  By Mart XClixlger, 
1894. Etching, engraving, aquatint and mewtint, 29.2 X 35.7 cm. 
PrivaLe coXfection. 

37.  P R E L U D E  TO L O H E N G R I N .  By Henri Fantin-Latour, 1882. Litho- 
graph, 49.4 x 34.4 cm. New York Public Ubrstry, New York. (Photo: 
Ubrary .) 

Exhibited at the r 882 Safsn, a painted version was exhibited at the 
r 892 Salon and a later revvor&ng in oils was executed in 1902 (see 
C. Lacarnbre, 1972, p. 48). Fantin-Eatour made some 200 Utho- 
graphs inspired by German Romantic music and from r 88 5 onwards 
Bsjstrdin" Revue wndrienne reproduced several of his Wagnerian 
lithographs. 

Lit.: G. Hddiard, Les tna"xtres de Ia lithographb. Fantin-Latour, &l& 
suivi du catalogue dt: son ceuvre, Paris, r Sgz, no. 39. 

38. M B L A N C H ~ L Y  or J E A L O U S Y .  By Edvard Munch, 1893. Oii on can- 
vas, 65 X q3 cm, Nationaf Gallery, Christian Mustad Bequest, Oslo. 
(EzhoW: 0. Vaering.) 

The first vemion, now Lost and entitled MeXrxncholg or The Yellow 
Baat, was painted in 1891 and exhibited in Berlin in r8gz as part of 
The Frieze of Lge. Chrjsaan Krohg wrote in, its defence against hostile 
critics: 'Thank you for the klelfow Boat --- A long shore curves into the 
painting and ends in a beautiful fine, wondeduBy harmonious, ft is 
music . . . Munch deserves thanks because the boat is yeklow; if it 
bad not been yellow, he would never have painted the picture . . . 
The latest slogan is 'bound irn coilour'" Has anyone ever heard such 
sound in cotaurs as in this painting?" 
Lit. : N. Stang, Edvard Munch, r 972, pp. I r 4-1 S ; f. P. Hodin, 



Edvard Munch, London, 1972, p. 5 5 ;  R. Heller, 1973, pp. 55-6.  
K N B E  L X N G Y o U T W. By Georges Minne, c. I 898, Bronze, hei&t ?g cm. 
Musee des Beaux-Arts, Ghent. (Photo : A.G.L.) 
x Lacg M Y  DOOR U P O N  MYSELF,  By Pernand KhnopE, 1891. Oil on 
canvas, 72 x m 40 cm. Baye~sche Staatgerngidesa 
(Photo : Museum,) 

Pirst exhibited wfLk h s  XX in Bruss;efs in 1892 and then h z8q3 
with the Salon fie la Rose -P- Croix. The titk is taken from Christina 
Rossetti" poem, "Who shall deliver me?" About bolation Klxnopff 
wrote: 'My soul is alone and nothing influenws it. It is like glass 
enclosed h silence, completely devoted to its interior spectacle,' (B, 
Jullian, Dreamers of Decadence, London, 1971, p. 261). %hind the 
figure is a ninekmth-century copy of a fourth-century Greek head of 
Hypaos, the Creek god of deep, which finopff owned and placed on 
the top of m elaborak aItm inscribed. Wn n'a que wi' [One has only 
onczseK). 

Lit.: B. S. Polak, 1955. p. 79: ~ . - ~ . k e ~ r a n d .  'Fernand KhnopE- 
Perfect Symbolist', bol lo ,  April .I 96 7, p. 284-5 ; F.-C. Legrand, 
1972, PP, 69, 72-3. 

'3 
U N  E A X L E B L E U E, By Pernand KhnapEr E 894. Oil on cmvas. Present 
wihereabout;s mknown. (Photo: Bibliath&que Rayale, Brussek,) 

A later but almost: identical version entitled Blanc, noir et or of r goz 
is in the Muskes Royaw des kaux-A& de klgique in Brussels. 

Lit.: Le Sgmbolisme en Burop, exhibition catalogue, 1976, no, 73,  
T H E  BLESSED DAMOSBL,  By Dante Gabfie1 Rosset~, 1875-9. Oil on 
canvas, 152 x 80 cm. Lady Lever Ast; Cafiery, Port Sunb&t. (Photo: 
Gallery.) 

Lit. : V. Surtees, Thg Paintings and Drawings r?f mnte Gabrig1 Rossetti 
1828-82, A. Catalo,tlrlt(e Raisonnd, Oxford, 1q;71, no. zq~g ; XR Siymboll~me 
en Europe, exhibition catalogue, r 976, no. 206. 
vxaGxrJ OF T H E  LILIES.  By Car108 Schwabe, 1899, Watercolour, 
97 x 47 cm, Privak coflee~on. (Photo : Agraci,) 

Although exhibit4 at the 1898 Soci&tC Naaanale des ham Arts 
in Pafis, it was not until the following yew thht Schwabe touched up 
ce&ain detaib and signed and dated this work, 

I t ,  : R, Pincur; Witten, '1Ede;if Interlude: The Pirst Retrospective of 
the Salons de la Rose-Ctroix" Art Forum, September I 968, pp. 5 r,  54 ; 
G, Lacarnbre, 197.2, no. 316. 
so 1, I T  U DE. By Pad Skmsier, c, r 890-92, on canvas, 75 x 70 cm. 
Musee des Beaux-Arts, Rennes. (Photo: R&union.) 

Lit, : Le S~mb~lismt: en Europe, exhibiaon catalogue, 1976, no. 22 I. 

T H E  POOR F I S H E R M A N .  By Puvk de Chavannes, 1881,011 on can- 
vas, r 5 5 x I 92 cm;, Musk du huvre, Paris. (Photo : IRCtunion.) 

Though it was appreciated by Seurat when first exhibitd at the 
1881 Salon it was not weU recQved by the cdl;lics, aparli from P&ladan 
(L%rt orchlocratique, Parts, 1888, pp. 23-4). In 1883 Huysrnans 
described i-t as 'a curious pmel . . , a crepuscular painting, an old 
freseo &h has been eaten, up by the moonbeams and washed away 
by rain . . . X shrug my sbaaitders in front of this canvas, anmyed by 



this travesty of biblical grandew achieved by sacrificing calour to 267 
line . , .'((LiArt moderne, Paris, 1~883, pp. 178-9). It was bought for 
thq Musde du Luxembourg in ~ 8 8 7 .  A gouache and pencil study, 
with eomp~sitian reversed, of c.1880 is in the Cabinet des Dessins, 
MusCe du Lxtuvre. 

Lit. : Le Symbolisme en Europe, exhibition catalogue. I 9 76, no. I 73. 
46. A P R  X L .  By Maurice Denis, r 892. Oil on canvas, 38 x 6 I cm. Rijks- 

museum Kriiller-MGXter, Otterlo. (Photo: Museum.) 
One of a set of four paintings which loosely represent the Seasons 

and were exhibited at the Salon des Indkpendants in r 892. 
Lit: G. Lacarnbre, 1972, no. 37 ,  

42.7. T H E  C O N S E C R A T E D  ONE.  By Perdinand Zilodler, 18533-4. Tempera 
and aiX an canvas, 219 x 296 cm. Kurxstmuseunr, Berne, (Photo: 
Museum.) 

Exhibited at t h e  Salon du Champ-de-Mars, Paris, in 1894 and 
again at the Vienna Secession in rgox when it was bought for the 
Munstmuseurn, Winte&hur, In 1903 Wodler made a replica which. 
was placed in the Eohenhoff designed by Henry van de Velde for KarX 
Erxlst Qsthaus in Hagen (now the Karl-Ernst-Qsthaus Museum), 
Hodter commented on the painting: 'A child surrounded by female 
figures, The picture is like a rose. What is a rase? Sirnllar forms 
grouped round a centre."fF. Hodler, MSS. Notebook, Muske d%rt et 
dtHWistolre, Geneva, Inv. no. r 958, pp. I 76-234.) 

Lit, : S, Latchaw, 'The Consecrated One: Approaches to Hodler's 
Iconography ', Abstracts of Paperrs Mivered in Art History (63rd Annual 
College Art Assoc, of America), January 1975, 

48. .c H E F o U nu T A  r M. By Margaret (or Frances ?) MaeDonald, c ,  r 894. 
WakrcoXour, 40 x r S .S cm. Hunterim Art Gallery, UniverslQ of 
Glasgow, Mackintosh Collection, Glasgow. (Phsta: Unfversity.) 

49. FRONTISPEECE TO MAEJBICE NLAETEBLINCK'S S B R R B S  C H A U D E S .  
By George Mfnne, 1889. Waodcut. Biblio"F&que Royal de BeXgfque, 
Brussels, (Photo : Ray al Library .) 

ER r 888 Minne executed sever& woodcut illustrations to Maeter- 
Ilnck's Sevres ehaudes, published in Paris in a limited edition in: r 889, A 
preparatory study, in pen and ink and wash, was published by L. Van 
Puyvefde, Geovgt? MInne (Brussels, r 930, no. I so). 

Lit. : A, AlhadeR, '"George Minne, Maeterlinekk fin de sigcle illustra- 
tor', A~nnales de fa X;"on&tim Mauritre Maeterlinck, no* 12, 1966, p. 
r o  E* 

50. L E S  A D O L E S C E N T S  D A M S  LES   PI PIE-S. By Cearge Minne, 1892. 
Pencil. Present whereaboub unknown. 

Exhibit& with &S X X  in, Brussels, at the Rose -t Croix and again 
with Henry van de VeXde" LL"Assoeiation pour l'airt, aU tn 1892. It was 
commissioned by Edmond Pica@, an editor of L'Arl Mollerne, as a 
coming-of-age present for his son, Robert;. 

Et. : L. van Puyvelde, George Minne, Brussels, r 930, no, r ; A. 
AlhadeE, Cearge Minne: Fin de SiZtrle Draurlnf~s and Sculpture (un- 
published Ph.D, disserdat;ion, Institute of Fine Arts, New York 
University, ~ q ~ r ) ,  pp. 97-108. 



268 g I. T H E  Bar A R  WOOD. By mwaPû i Burne-fones, r 884-90.01 on panel, 
48 x (38 cm, Faringdon Collection Tmst, Buscot Park. (Photo: 
CourtauXd Institute of Art.) 

One of the four figttrai paneh from the Bxlest complek Briar-Rom 
cycle, still in its origin& setting, Each of the large paneh bears on the 
frame a stanza from WiElam Morris: &erns EElJ the Wag (1871): the 
stanza under this panel reads - 
The fateful slumkr Boats and flows 
About the tangle of the rose 
But Is ! The fated hand itnd heart 
Do rend the slumbrous curse apart f 

Lit. : B. Waters and M. Wenderson, Burne-fones, London, 1973, 
pp. 149-53; M. Thau, The B~ar-Ros meme in the Work of 

Edward Burne-Jones"unpub1ished disse~ation, New York University, 
I975). 

52. T H E  T H R E E  BRIDES. By fan Toorop, 1893. Chwcoal rand coloured 
pencils, 78 x 98 cm, Rijksmuseuz KriiIler-Mfili_IXer, Qtterlo. (Photo: 
Museurn*) 

The first of three studies, dated 1891, it was dewribed by Charim 
Rickem as being in 'a typical Art Nauveau spirit, designed [as] an 
almost abstract ornament, a kind of fomal "'vessel" which. only 
later was filled with figurative e1ement.s that explained its meaing 
and translated it inw term of concrete illustradian."(IZ". S. Moore, 
Charbs Rieketts, foreword (umpaged), London, 1932.) The Three Brides 
was reproduced in the first issue of T"he Stdio, ]London, I 893. Tosrop 
gave a detailed explaxratiom af the work's meaning in r $394 (see B, S. 
Polak, 1955~ pp. 1x9 B.). 

Lit. : k S~mbolisme en Europe, exhiktion catalogue, 1965, no, 242. 
53. T H  E E V 1 t MOTHERS.  By Giovan~ Segmti~ri, 189 7. PwteE on paper, 

40 x 73 cm, Kunsthaus, Zurich, (Photo: Museum,) 
Also caUed k eitrdtimtrnt des mauvakes mtres and LCS infanticides, 

this is a variant of the oil p;iinting of 1894 in Vienna, Kuxlst- 
histarisehes Museum. Together with Lusurieuses (I Sq 1, Ku~sthi-tus, 
Zurich and WaUEer Art Gallery, Liverpool) it, was inspired by a passap 
from the Indian, poem PangiavaM much admired by Schopenhauer, 

Lit,: Le Sgmbolislme en Europe, exhibition catalogue, 1976, no, 21 5 .  
54. O E D I P U S  A N D  T H E  S P H I M X .  By Gustave Moreau, e,1864. Oit, on 

canvas, 206 x ro5 cm. Metropolitan Musew of Art, New York. 
&quest of William H, Herrimm, r 92 I, (Photo : Museum.) 

Lit.: G. Lacarnbre, 197.2, no. 151;  H, Dorra, 'Guesser Guessed: 
Gustave Moreau" Oedipus" Gazette des Beaux-Arts, Mmch 1973, pp. 
12.9-$1; M, Amaya, 'The Enigmatic, Eclectic Errstave Moreau', Art 
in Amerlea, 1974, pp. 94- 7. 

S 5. T H E  S PIJ I NX. By Eernand Khnopftf, I 884. Me&um ancl location un- 
known. (Photo: Bibkoth2que Royale, Brussels.) 

56. POR N OCR A T  ES, By FkXiCien Raps, P 883. (Photo : Gira*udon.) 
The frontispiem to Barbey d'Aurdvililyk k s  diaboligues. 

57 .  T H E  I S L A N D  O F  T H E  DEAD. BY Arnold BiickIin, 1886. @l on panel, 



80 x x ~ o  cm. Museum der bildenden Kgnste, Xleipzig. (Photo: 269 
Mlilseum.) 

Between I 880 and 1900, ~ ~ c k l i h  painted six versions of this sub- 
ject which he characterized simply as 'Ein Bild zum Traumen'. The 
popular title IX7oleninseI vvw given it by the a& dearer, Pritz Gurlie* 

Lit. : R. Arzdrke, Arnofd Backlln I 82 7- x goa , exhibition cakilogue, 
Dfisseldorf, 1974, no. 46. 

58. MADBLerrJE A U  soxs D ' A M O U R .  By Bnxile Bernard, 1888. Oil on 
canvas, I 38 x r 63 cm, Private collectian. (Photo: Cauvin.) 

Et. : Ld! Sgmbotr'sm en Eurqe, exhibition catalogue, 1976, no. 7. 
59. aws SCREAM,  By Edvard Munch, 1893. 011, pastel and casein on 

cardboard, 91 x n3 cm. Naltiond Gallery, Oslo, (Photo: Vaering.) 
Lit, : R, EIeLIer, 1973, pmsr'm. 

60. T H E  BRIDESMAID.  By John Everelt Mifltais, 1851. Oil on canvits, 
25.5 x 35 cm, The Fftzwgkam Museum, Cambridge.. (Photo: 
Museum,) 

61. T H E  S O N G  O F  THE TIMES.  By Jm To~rop, 1893. Black chalk, paskl 
and crayons hetghlened with white on brown paper, 32 x 58.5 cm. 
Rijhmuseurn Giiller-Miilier, merlo. (Photo: Museum.) 

The paint-ing depicQ Icb farm of Good and Evil, vvi& Gain on the 
left and Abel on the t.ight, either side of the enigmatic centrd 
@ g m  stand 'Lharchir: matkriellebd "Ianarchie id6afisk et 
spiritue1leB. 

Lit,: B. S. Polirlr, rgf;s, pp. 142 AF. 
62. DELFTSCHE S L A O L  I E. By Jan Toorop. 189 5 .  Cqloured lithograph. 

92 X 61 cm. StedeXijk Museum, Amsterdam. QPhota: Museum,) 
6 3 .  T H E  GaDaBss O F  LOVE. By Giovarnni Segantini, 1894-17. Oil on 

caxlvsls, Galleria Civica d%rte Moderna, Milan. (Photo: Museum.) 
64, T W E B A RTC e R ' S R E W A RD. By Aubrey Beardsley, I 894. IIlustration 

to Oscar WiXde's Salomd (1894). 
65. M A D O N N A .  By Bdvard Munch, 1895, Uthograph, 61 x 44.5 cm, 

Museum of Modem Art: (The WiIEam B, and Evefyn JaB6 Fund), New 
York, ( Photo : Museum.) 

66. ~ x s w s ~ a o ~ .  By Gustav Klimt, 1898. From Ver Smrum. (Photo: 
Stanley 1. Coleman.) 

57. J E A L O U S Y ,  Edvard Munch, 1896, Lithograph, 4 ~ 5  x 57.2 ern. 
Muse= d Modem Art (The Wittiam B, and Evelm J a g  Fund), New 
York, (Photo: Museum.) 

68. T H E  V I S I O N  A F T E R  T H E  S E R M O N  ( J A C - O R  W R E S T L I N G  W I T H  T H E  

A N G B L 1. By Paul Gauguin, x 888.011 on canvas, 7 3 x 92 cm. National 
Gallery of Scatland, Edinburgh. (Ph0t-o : Annm,) 
On the much discussed ques~on of Cauguin" ddet to kmard  in 

connection with this paintkg see W. Dorra, "mib Bernard and Paul 
Cztuguin" ,awl& des Beaux-Arts, 1955, pp. 227-46. 

Lit.: 6, Wtldemtein, 1964, no, 245; M, Bodelson, 1964, pp. 178- 
82; M. Roskilt, rqyo, pp, 103-6. 

69. T H E  LOSS O F  V X R G X P J I T Y  ( L A  PERTE DU PUGELAGE).  By Paul 
Gatuguin, 1890-91. Qif on canvas, go X 130 cm. The Chrysler 
Museum, Nosfolk. (Photo : Museum.) 



Lit. : U. Suttan, '12 perk du pucefage by Paul Gauguin', Bffurlington 
Magazine, A p d  1949, pp, 103-5 ; G. Wilidenstein, 1964, fro. 412 ; 
W. rindersen, %arxguines Caivary of the Maiden', Art Quarterl,tt, 
spring rg 71, pp. 84-104. 

70. B R s T a H  C A L V A R U .  By Paul Gauguin, 1889. Oil on canvas, 92 x 
73 cm, higushes Royam des Beaux-Ar& de blgique, Brussels. (Photo : 
A.C.L.) 

Lit. : C. Wildenstein, I 964, no. 328. 
71. V I N E Y A R D  XPJ A R L E S *  Pild Gauguh, 1888. Oil on Canvas, 73 X 

92 cm, Or&upgaardsamlingent Copenhagen., (Photo: Museum.) 
Lit,: G, Wildtenskin, 196.4, no. 304. 

72. H U M A M  M X S E R Z E S .  By Paul Cauguin, 1888-g., Zlncograph, 29 x 
23.3 cm. Nation& Gallery of Art jRosenwaM Collection), Washington 
D.C. (Photo: Museum,) 

Lit,: M. Guerin, L'Beuvre gravd de Gauguin, Paris, rqz7, vol. 5 ,  no, ii. 
73. S O R R O W ,  By Vincent Vm Gogh, 1882, Ethagraph, 38.5 x zlq cm. 

StedeXijk Museum, Amsbrdam. (Phota : Museum.) 
Executed during Vm Cogh" liaison with the thirty-two-year-old 

Christine Wlsomik, a prostituk with whom he lived openly for two 
years. She was pregnant and ilt when he met her in 1881. 

Lit. : P. Cabanne, Van Gogh, Bngfewood CEiEs, N.J., r 963, pp, 29, 
68-71; H. R. Craetz, The S~vnbolic L~nguage of Vincent k n  Gogh, 
New York-Toronto-London. r 963. pp. 2 7 - 9  

74. A tix R a c a E s  NOIIRES. By Paul Gauguin, 1889. Lthograph, 
Ut.: C. Gray, Sculpture and Ceramics oJ Paul C;auguln, Baltimore, 

19631 P. 44. 
75. W O M A N  I N  T H E  W A V E S ,  By Paul Gauguin, 1889. Oif on canvas, 

92 X 72 cm. Private collection. 
Lit.: G, Wildenstein, 1964, no, 336. 

76.  ss o n r f t ~ ~ ~ s .  By Pad Gauguin, 1889-90. Oak, Mackened and 
tinted green, 18 x 5 7 cm. Private cdlection, 

Ud.: C. Gray, Sculpture and Ceramics of P ~ u l  Gauguin, Baltimore, 
19631 PP. 43-51. 194' 

7 7  B =ET o rir EVE. 13y Paul Gauguin, r 889. Past& and watercolout., 33 x 
31 cm. Marion Koogler MeNay Art Institute, San Antonio, Texas, 
(Photo : W. Pair.) 

Lit.: H. Dorra, "be Pirst Eves in Cactgulnk Eden', Gazette des 
Beaux Arts, 1 9 5 3 ~  pp. 189-aoz; J. Rewald, 1958, pp, 25-6,  

78a, b and c. L E D A  A N D  T H E  SWAN,  By Paul Gauguin, c.1889. Stone- 
ware, height 22.5 cm, Private collection, 

Lit,: C, Gray, Sculpture- and Ceramics of Paul Gauguin, Baltimore, 
1963, no. 63, pp. 65-7; M. Bodeison, 1964, pp. 23;2.--4. 

79. S E L F - P O R T R A I T  ( ' L E S  M I S B R A B L E S ~ .  By Pad Gauguin, 1888, 
Oil on crtnvas, 45 x 56 cm. Rijksmusem Trincent Vm Gogh, Amster- 
dam, (Photo : Museum.) 

Inscribed 'h MfsCrabies - B IXAnzi Vfncent - P. Gauguin x 888'. 
Xn. a letter to Van Gogh he wrote: 'By pahting him IJem VaI-jem in 
Hugo's t e s  Miskrables) in my own likeness, you have an image of 
myself as well as a portrait of all of us, poor victims of socikty. who 
retaliate only by doing good."(See H. B. Chipp, 1968, p, 67,) Van 



Gogh gave Gauguh his self-portrait (see no. 83) in exchange. 2171 
Lit.: f. Rewald, 1962, pp, 210-rr;,;M. BodeIson, 1964, pp. 111- 

12. k82-6: G. Wildenstein. 1964, nq. 239. 
80, S E L F - P O R T R A I T  W I T H  H A L O .  By Paul Gauguin, 1889. OsiX on 

panel, 80 X 52 cm. Nation& Gallery of Art: (Chester DaIe Ieoffectkon), 
Washington D.C. (Photo : GaIfefy,) 

Painted on the right-hand door of a cupboard at Marie Henry" inn 
at Le Pauldu, On the left-hand door he painted Portrait ~ l f  Meger de 
Haan: Nirvana (Museum of Modern Art, New York,) 

Lit.: K. Van Hook, X Self-Port.rait by Gauguin . . ." Gazetle des 
Beaux Arts, 1941~ pp. 183-6 ; G. WildensLein, r 964, no. r gq. 

8r. C H  RXST X N GET WSE M A N B, By Pad Gartgutn, 1889, ail on canvas, 
73 x 92 cm. Norton Gallery, West Palm kaek,  Florida, (Pboto: 
Gdlery, j 

Lit, : G. Wildenstein, xqh4, no, 326. 
82, S E L F - P O R T R A I T  W I T H  YELLOW CHRIST.  Paul Gauguin, e.18go. 

Oil on canvas, 38 X 46 cm, Privak colletltion. (Photo: Giraudan.) 
The jug to the right of Gauguin's head is after the mask-Uke, self- 

portrait jug of r 889 now in the jeu de Paume, Paris (see M. Bodelson, 
113454, PP* w5-79). 

Lit, : G. Wiidensteixz, 1964, no. 324. 
83. S E L F - P O R T R A I T .  By Vlncenll Van Gogh, 1888.0fi on canvas, 62 x 

Sa ern. Fogg Art Museum, Cambridge, Massachusetts. Cofiection of 
Maurice Wertheirn, (Photo : Museum. j 

Inscribed % man ami Paul G, Mes, Sept. ~888' a d  exchanged for 
Gauguink SeU-Portrait (see no, 79). 

Lit. : H. R. Graetz, The Sf;tmb& Language of Vincent Van Cogh, New 
York-Toronto-London, I 963, pp. 283-9 : M. RoskiB, I g 70, pp. I zq, 
259 ; J. B. de: la IFailie, T h  Works of Vincent fian Gogh hndon, I 970, 
no. F.475. 

84.. s o ~ s z  A M o u E e u s s s  ET vaus S E R E Z  NEURBUSES.  By Paul Gaumin, 
r 889, tinden; wood, carved and painted, q7 X 77 cm. Museum d Fine 
ArB, Boston, A&hur Tracy Cabot Fund, (Photo: Museum,) 
In about r 893-5 Gituguin, did a woodcut of the same subje~l. 
Lilt.: C. Gray, Sculpture an8 Ceramics i$ Pauf Gatcguin, Baltimore, 

1963. pp. 42-51, 
85. S ~ Y E Z  M Y S T ~ R I E U ~ E S ,  By Pad Gauguin, 1890. Wood panel, 73 x 

gy cm, Private callectlon. (Photo: RCmlon.) 
Lit.: C. Gray, Sculpture and Ceramics s?f Paul Gauguin, Baltimore, 

1963. 
86, M A R K E T  I N  B R I T T A N Y - B R E T O N  W O M E N  I N  THE MEADOW. 

gmile Bernard, 1888. Oil on canvas. Private collection. (Photo: 
Giraudon.) 

Lit. : H. Dorra, 'Bnr;tle Bernard and Pad Gauguh', Gazette des Beaux 
Arts, r955, pp. 227-46; H, R. Rookmaker, 2972, pp. 123-3 1~ 

87. B R E T ~ N N E ~  A U  G ~ S M E M ,  emik Bemard, 1892. Oil on canvas, 81 x 
63 cm. Private collection. 

Lit, : H, R. Rookmaker, 1972, pp. I 72-5 .  
88. T H E  P X ETA, By GmiEe Bernard, I 890. OiI on canvas. Private callection. 



Qher examples of his reiigiow worb at &this dak include a wood- 
cut of Christ on the Cross, 

Lit. : H, Dorra, "mile Bemard and Paul: Gaug~n' ,  Gazettt? des Beaux 
Arts, 1955, p. 242; J. Rewald, 1962, pp. 3 6 5  384; H. R. Rookmaker, 
E9729 pp* 172-5. 

89, T H E  MUSES OP" T H E  S A C R E D  WOOD, By MaM@ nmis, 1893,. m all. 
canvas, 168 x I: 35 cm. Mush Naaond d ' M  Modeme, Pwis. (Photo: 
GTraudon.) 

Lit. : C. Gfrrasse, 1947. gmsfm ; Hi. R. Rookmaker, r g72, pp. r 6o.-(i5. 
90. T H E  A N N U M C I A T I O N .  Maurice m ~ i s ,  1890, Og Canvas, 57 X 

77 cm. Private collection. 
Inscribed AXEAZMOE ("&l"). It L also known as Lie IM~st8re 

wtholique and wm repeat& by k n L  irx severd reg1ica;rs for collectors 
S U G ~  85 fitlgnd-f"&. 

Lit, : G. Lacarnbre, 1972, no. 36. 
91, J A C O B  A N D  T H E  A N G E L ,  By M~turim bxliis, 1892-3. OiT OL1 GanVaS, 

48 x 36 cm. Private coHec~on. 
Lit.: Le Sgmbollsme en Bur~e ,  ex&biBon catalogue, 1976, no. 34. 

92. T H E  TALISMAN.  By Paul SCrusfer, 1888. Oil on wood, 27 x 22 cm. 
Prlvate colEectton. (Photo : Giraudon.) 

Painkd an the Bd of a cigsur box white Sbrusier was stayhg with 
Gauguin at Pont-liven a d  Inscribed on the back, 'Fait en Octabre 
1888 sous Ia &rt=et:ion de Gauigub par P. SBrusier Pont-Aven'. It so 
impressed Denis and other N&is that they caUed it 'fe talismany. 

Lit,: LR S~jmb~lisme en Europe, exbiktian, catalogue, 1976, no. 219. 
93. CHRIST A N D  BUDDHA, By Pad  Ranson, e.z8go. Oil on canvas, 

6 7 X g x cm, Private collection, 
94. P A U L  R A N S Q N  I N  N A B 1  COSTUME. BY Paul S 6 m & ~ ,  1890. Okf- On 

panel, 6 0  x ga  cm. Private calfecltion.. 
95. T H E  D R E A M .  By Georgm Lacornbe, s8f)z. Musk %ationale d%rt 

Moderne, Paris. (Photo : Rkunion.) 
96, W O M E N  I N  WHITE.  By Pad Ranson, 1895, Tapestry, wool on 

canvas, I 50 x 98 cm. Mush Mationale d'A& Modeme, Paris. (Photo : 
Rkunion,) 

97. T W O  m r o M e N  BY LAMPLIGHT.  jEly Edouwd VuiElad, 1892. Of1 on 
canvas, 32 x 40 cm. Musk de I'Annonciade, St Tropez. (Photo: 
Giraudon,) 

98. M A R R  x ED L I P  E. Edoumd Vuillardt, c.r 894. Qi on cardboard, 51: x 
56 cm. Pdvate colXection. 

99. L A  D A M E  E N  D ~ T R E S S B ,  Jarnes Ensor, 1882. @l On canvas. 
Musde Bationat d'A& Modeme, Paris, (Photo: Giraudon.) 

IOQ. A ~ ' ~ o a r z o p i l ,  L ' A N G E  DES CERTITUDES, ET, D A M S  L E  C I E L  

S O M B R E ,  U N  R E G A R D  INTERRQCATEUR, from A Edgar Poe. By 
OdiXon Redon, 1882. Lithograph, 27.3 x 20.5 cm. Art: Instituta of 
Chicago (The Stiiekney Collecaon), Chicago. (Photo: Museum.) 

101. TWRAGZAN M A I D E N  WXTW T H E  H E A D  OP ORPHEIJS. By C ~ t a v e  
Moreau, I 865, Qil on panel, r 54 x 99.5 cm, Musee du huvre, Paris, 
(Photo : Rdunion.) 

tit. : G. Lacambre, r 972, nos r 40, 183b. 



102, M E A D  O F  A M A R T Y R ,  By Odilon Redon. 1877, Charcoal on t-inkd 273 
paper, 37 x 36 cm. Ryksrnuseunn KrGlbr-Maler, Ottedo. (Photo: 
Mdseum.) 

Ut. : ;Le SymboLism en Europe, exhibition catalogue, Paris, 2976, 
no. 1'79, 

203. G ER M X N ATIOPS, from Dam le r&ve, By Odllon Redon, r 879. Utho- 
graph, 27 x z q  cm. Bibliothhue Nationale, Paris, (Photo: B,N,) 

104. L A  PLEUP DU M A R B C A G E ,  U M E  T ~ T E  E I U M A I N E  ET TBISTE,  

Hommage #l;i C o ~ a .  By O&lon Redon, I 88 5 ,  Lithograph, 2 8 x 2 r cm, 
Kunstmuseum, Wintert;hur. (Photo : Museum.) 

l o ~ .  L ' A R T  X D B A L X S T E ,  By adilon Redon, 1896. Lithograph, q x 8 cm, 
BibIioth&que Hationale, Paris, (Photo: B.N.) 

106. L ' O E X L ,  C O M M E  U N  B A L L O N  B I Z A R R E ,  S E  D X R X G E  VEIPS L ' I N F I N X ,  

from A Edgau Pm. By Odilon Redon, 1882. Lithograph, 26 x 20 cm. 
Museum of Modern Art, Mew York, (Photo: Museum.) 

Lit.: G. Lacrzmbre, 1972. pp. 127-8. 
107. G L O X R E  ET L O U A E J G E  A T O I ,  SATAN,  from &S fieurs dra mal, By 

Odilsn Redon, 1890. frithograph, r 7.8 X 18 cm. National Gallery of 
Art, Washington. Rosenwald Collection. (Photo: Mweum.) 
M,: G. Lacambre, 1972, no. 292, 

108. Detail of na, 13.4. 
rag, L A  M O R T :  M Q M  I R Q N I E  D ~ P A S S E ,  from h Gustave PXaubart. By 

Odiion Redon, 2889, Uthograph, 26 x 20 cm. The Art Ins~tute of 
Chicago, Chicago. (Photo: Museum,) 

One of Redaa's ilustrations to Flaubert" La tentation de Saint 
Antaine. A slightly digerent version appeared in the odginal 1888 
edition of the novel. The motlf appars again later in several paint- 
i n g ~ ~  e.g. The Green Bath,  c.~qog-16 (Musew of Modem Art, Hew 
York). 

rao. P O R T R A I T  O F  E U G E N E  BOCR, By Vhcent Van Gogh, September 
1888. 01 on canvas, Qa x 44 cm. Muske du Louwe, Paris. (Photo: 
Rbunfon,) 

flan Go& met this Belgim artist and poet at Arles during the 
summer of 1888. A member of Les XX, Boch was later responsible 
for the inclusion of Van Goghk work in the society" M ~ a h  1890 
exhibition in Bmssds, 

Lit,: h PailIe, 1970, F.462; C. S. MaEett, 'Van Go@ as Cdtic and 
Self-Critic" Art Mews, December: r 973, pp. 38-9. 

I r I, r~ I G  H T  C A  F B. Vincent Vm Gogh, September I 888. Of1 on canvas, 
70  x S s  cm, Yale University ArC Grtlfery, Hew Haven. (Photo: 
Museum,) 

Probably an interior view of the G;af& de I' Alcazar, Place Lmart.ine, 
ArEes, where Van Gogh rented a room from May to mid-September 
1888. It wias given to the landlord, M. Gineux, in payment of rent, A 
preparatory vvakrcolow study was enclosed in a letter af September 
r 888 (Hans R. Mlahnloser Collection, Berne). 

Lit. : M. Sehapkra, Vincent Van Gogh, New York, 1950, p. 7 0 ;  J. 
Rewald, 1962, pp. 233-4; La PaiXle, 1970. F.463. 

rx2. ? r H a  A R T E S T ' S  B E D R O O M  A T  ARLES. By VinceXrt; Vm Gagh, October 



274 1888. Oil on canvas, 73 x 91.4 cm. The Art Xnstjltute of Chicago, 
Chicago. (Photo : RCunion,) 

Lit.: M. Schapiro, Vinwnt Van Gogh, New York, z g ~ o ,  p. 78. J. 
Rewald, 1962, pp, 234-5, 256; La Faille, 1970. E.48. 

113. A M E M O R Y  OF T H E  G A R D E N  A T  ETTEN,  By Vincent Van Gogh, 
November 1888, QiI on canvas, 73.5 x 92.5 cm. Pushkin Museum, 
Moscow, (Photo: Museum.) 

Painted in Arles during Gaugdnk visit there, it was p a ~ l y  inspired 
by Cauguixr" Women in a Garden, r 888 (Art Institute of Chicago). 

Lit. : H. R. Craetz, The Sgrnhfic La~lguage of Vincent Van Gsgh, New 
York-Toronto-London, p, s 34 ; La Eraitle, x q 7.0, F.496. 

1x4. R E A P E R  I N  A C O R N F I E L D ,  By Vincent Gogh, 1889. Oil on 
canvas, 7.4 x 92 cm. Rijksmuseum Van Gogb, Amsterdam, (Photo: 
Museum.) 

Lit, : La Paitle, I 9 70. FM.617. 
IzS. T H E  S T A R R Y  N I G H T .  By Vincent Van Gogh, June 1889. Oil on 

canvas, 78 x 92 ern. Museum of Modern Art (Litlie P. BIiss &quest), 
New York, (Photo: Museum.) 

P ~ n t e d  in V m  Goghk roam in the St R6mg lunatic asylum and 
showing, in part, his view throu& the bars of the window, A great 
deal has been written about the symbolism and psychological 
significance of this painting, 

Lit, : M, Sehapiro, Vincent Van Gogh, New York, 1950, p. zoo ; J, 
Blalostocbi, StiI und Ieonographie, Dresden, 1965, pp, I 85-6 ; H. R. 
Eraeb, The Sgmbolic Language Q$ Vincent Van Gsgh, Mew York- 
Toronto-London, 1963, pp. 196-213; La Pailiie, 1970, fr.612. 

116. La;"l"DseAPe W I T H  O L I V E  TREES. By Vincent Van qogh, October 
I 889, Oil on canvas, 72 x ga cm. Collection of Mr and Mrs John Hay 
Whitney, New York, (Photo: John D, SchiE,) 

Lit, : M. Scbagira, Vincent Van Gogfi, New York, 1950, p. 108; 
El, R. Graeb, The S~tnrbofk Language of Vincent Van Gogfi, New York- 
Toronto-London, I 96 3,  pp. I 8 5 .  zz r -3  ; h PaiXIe, 1970, P. 7s z, 

117. L A  P A R A D E .  By Georgtls Serxrat, 1888-9. Oil on canvas, 101 x 
150.2 cm. Metropoltan Museum of Art, New York. Bequest of 
Stephen C. Clark, xg6s. (Photo : Museum.) 

118. L E  C H A W U T .  By Georges Seurat, 1890. 8iJ on canvas, 170 x 140.3 
cm. Rljksmuseum E;r&ller-MuLI~?~, Qtterlo, (Photo : Museum.) 

rrg. L E C I B Q I J E .  Georgc?~ Seurat, 1890-91. Oil on canvas, 185.4 x 15o.z 
cm, Musde du huvre, Paris. (Photo: Rkunion,) 

s ao. T H E  APPARITION.  By Gustave Moreau, 1876. Watercolour, 106 x 
72, cm. Musde du Louvre, Paris. (Photo: Reunion.) 

Exhibited together with one of the several other versions of the 
same theme (Sabmd dwnsant, formerly in the Huntington Hartford 
Collection, New York) and Later difftrsed by E3racquemond" engraving 
of it, this work fascinated both artlsb and writers, notably Redon, 
Beardsley, MaXlarmB, Proust. and Wuysmans. Huysrnzlns describes it 
at length in A Rebours, chapter V, 

Lit.: G. Lacambre, 1 9 7 2 ~  nos 141, 142. 
s z l .  D E A D  POET C A R R I E D  BY 4 C E N T A U K ,  By Gustaye ~oreau:fc,r870- 



Watercofaur, 33.5 x 24.5 cm, Muske Gustave Moreau, Paris. (Photo : 2 7'5 
Bulloz. ) 

$it, : G. Lacambre, rql;l.o, no. I 5 7. 
1 22 .  J tr P I T ER A N  I) S fi M ft ~ 6 .  By Gustavk Moreau, r 896. Qii on canvas, 

213 X 118 cm, Musk Gustave Mareau, Pmls. (Photo: Butflaz,) 
Lit, : J, KapXan, 'Gustave Moreau" Jupiter P(r S9mBL6', Art Quarterlg, 

vox, 33,  1970" 
r 23. S A L O M B .  By Gustitve Moreau, 1876. Oil an canvas, g 2  x 60 cm, 

Musci?e Gustave Moreau, Paris. (Photo: Bufloz.) 
124, TN F, S A C @  E D  w oon, By Puvls de Chavannes, r 884. Fresco secco, 

45.8 x soli-15 metres, Mush des %aux-Am, Lyons (Pbata: 
Museum.) 

Commission& in 18&3 for the staircase of the Palais des Arts at 
Lyons, it was exhibited at the 1884 Salon as Xe Extois Sacrk cher a m  
Arts et aux Muses'. 

Lit. : R. Goldwater, Yuvis de Chavannes : some reasons for a reputa- 
tion" Art Bulletin, 1946, pp. 33-43. 

125. G I R L S  B Y  T H E  S E A - S W O R E ,  By Puvis de Chavannes, 1879. Oil on 
canvas, 205 X 154 em. MusCe du Louvre, Paris. [Photo: Arch. 
Phat., Paris,) 

Lit, : M, Th. de Forges, T n  nouveau tableau de Puvts de Chavannes 
au Musk du Louvre" La Revue du Louvre et lies Mus6es de Prance, r q 70, 
pp. 248-52. 

126. P O R T R A I T  O F  P A U L  V E R I E , A X N E ,  By Eug&ne Garrkere, 1890~ Oil an 
canvas, fir x Sa cm, Mush du Lauvre, Paris. (Photo: R6union.) 

Lit.: G, Lacambre, rgyo, no. 16, 
127, T H E  S I C K  cw ILD. By Eug&ne Carriere, e.r8go, Oil an canvas, 65.2 x 

54.5 cm. Mus6e du Louvre, Paris. (Photo: Bufloz.) 
12% S O U R C E  D E  V I E  or L E  B A I S E R  DU S O P R ,  By Eug&xre Carri&re, 1901. 

Oil on canvas, g7 x a 29 cm. Private collection, 
Ltt.: C, Chassg, Eul~jlbne Carridre et: b Symbolisme, exhibition cata- 

logue, Paris, 1949-5o, no, 48. 
129. T~IOUGNT. By AtlguslGe Kodin, ~ 8 8 6 ,  MarbIe, 74 x 55 x 52 cm, 

Muske Rodin, Paris, f Pfiato : Bulloz.) 
130. H E A D  O F  SORROW, Augusk Rodin, e.1882. Brom, height 23.5 cm. 

Yale University Art Gallee (Gift of Mrs Patrick Dinehart), New Haven, 
Conn, (Photo : Museum.) 

Rodh used this work for several male figures in The Gaks of Hell - 
notably the Prodigal San. and Paslo in the Paob and Francescst group 
(see no, r 36). h rqog he seems to have remodelled it as a portrait of 
BIeanarsz h s e .  

r 31. T H E  A G E  O F  B R O N Z E .  By Auguste Rodin, 1875-6, Bronze, height 
I 80.3 cm. Mus8e Radin, Paris. [Photo : Rulloz.) 

I32. T H E  B U R G H E R S  O F  C A L A I S .  By Auguste Rodin, 1886-9, B r o n ~ .  
height. 2 I 5." cm. Calais, (Photo : Plulloz.) 

133. Detail of 132. 
134. T H E  G A T E S  O F  EliELL. By Augusk Rodin, 1.880-1917. Bran%, height 

51.1.9 cm, Musce Radin, Pads. (Photo: Scknelder-kngyel.) 
Lit. : A. Efsen, Rodin S Gates of Hell, New York, r 960. 



276 135. Detailofs34. 
r 36. TN E PEIODI G A L  SOM. By Auguste Rodin, r 889. Bronze, height I 37.8 

cm. Aflen Memorial Art Museum, Obedin College. (Photo: ~kseum,)  
Et,: A. Elsen, Rodin, Mew York, 1967, pp. 5 ~ 6 0 ,  

I 37. Detail of 134. 
138. Detail of 134. 
r39.  a A x , z a e .  By Augusk Rodin, 1891-8, Brom (cast 1 ~ 5 4 ) .  height 

282 cm. Museum af Modem M,  New York, (Photo: Museum,) 
Lit.: A, Hse-n, Rodin, New York, 1967, pp. 88-105: L, Skixlberg, 

Other Criteria, New York, 1972, pp. 395-9. 
rqo. PosLer for the first Salon cte; Ia Rase -t- Crotx. By Cdos  Schwabe, 

r 892, Lithograph, r 835.5 x 82.5 cm. Piccadilly CalEery, hndon, 
141. F O R T R A I T  Q F  S W R  M E R O D A C K  J O S ~ P H Z N  P B L A D A N .  By Alexandre 

Skon, I 89 r. Oi on canvas, Mush de Lyon, Lyons. (Photo : Mrxseum.f 
Skon exhibited nineteen work with Les Rose + Croix of which this 

por2;rait is the most import;ant. It is menGoned by PCladart in the dedi- 
cation to his Panthke. La Ddcadence fatine, Paris, 1892, See P, 
Jullian, ' L e  Rase Groix', G~nnai~sance dt3.s arts, August 1969, pp. 28- 
35' 

142. T H E  S I R E N .  By Armand Point. r 897. Oil on canvas, qc:, x l;ar cm. 
Piccadilly Gallery, London. 

Lit.: G, Lacambl-e, 2972, no. 1-98, 
143. T H E  F O R E S T  FOOL. By Alphonse Qsbert, 1895. Oil m wood, 35 x 

56 cm, Private collection. 
144. T H E  vrsrol5s. By Afphmse Qsbert, r8qz. Oil on canvas. 235 x 238  

cm. Private collection. 
Exhibited at the- second Salon de Xa Rase + Croix in 1893, The 

Vision depicts St Genevi&we, the patron saint of Paris, frequexltjy 
painted by Puvis de Chavannes, Degron described it as a krutic vkgin 
more as an &carnation of fsliLth than as a roan of &c . . . Moved to 
ecstasy at heaeing the Ward of God, she clasps her hands in an. act of 
adoration . . . she raises herself upwards towards '%he aetud vbian 
of GodW'."(H. Degron, 'Qrsbert" h PPlurne, 1-896, p. 142.) 

Lit. : LR Siymboljtsnze en Europe, exhibition catalogue, P d s ,  19 76, 
no, 159. 

145. Q R PHI E U S, By fern Bdville, I 893. Oil on canvas, 79 x 99 cm. Private 
collect;ion. 

Bt.: R, Pincus-Wttten, 'The Iconography of Symbolist Painting', 
Art Forum, January rg70, p. 62, 

146. P O R T R A I T  O F  M R S  STIJART M E E R I L L  ( M Y S T E R X O S A ) .  By jean 
Ctelvlle, ~892 ,  Colour& chalks, 36 x 283 cm. Private collection. 

14.7 W H A T .  A R E  Y O U  J E A L O U S ?  ( B R A  OF, F E I I  1). By Paul Gauguin, 
x8ga. Oil on canvas, 68 X qz cm, Pushkin Museurn, Moscaw. (Photo: 
Museum.) 

Lit, : G. Wildenstein, 1964, no. 461. 
148. w A T r v x T u .  By Pad Gauguin, 1896. oil on canvas, 96 x 129 cm. 

Bayerische StaatsgemEldesa hngen, Munich. (Photo: Museum.) 
Et,: R. Goldwater, Paul Cauguin, New 'York, 1957, p. 136; G. 

Mrildenain, 1964, no. 541. 



149, W H E R E  DO W E  COME F R O M ?  W H A T  A R E  W E ?  W H E R E  A R E  W E  277 
co  X ru c ? By P a d  Cauguin, r 897. Oil on canvas, Iqr x 3 176 em. 
Cpurtesy Museum of Pine Arts. Boston. (Photo : Museum.) 

' Lit, : R. Goldwater, 'The Cenesisi of a Pietme : Theme and Farm in 
Modem Painting" CGrMue, New York, October r g46 ; 6. Wildenstein, 
'L'idCologie et I'esth6tique dans deux tableau-clds de Gauguin', 
Gazette des Beaux-Arts, r 956, pp. 127-59 ; R, Goldwater, 19517~ pp. 
140-44: H, R, Rookmaker, rqgg, pp. 230-317; H. B. Chipp, 1968, 
PP. 69-77. 

150. L ' A R T  ( L E S  C A R E S S E S ,  L E  S P H I N X ) ,  By Fernand Khnopff, 1896.431 
on cmvas, 50.5 x 150 cm. Musdes Royaux des Beaux-hk de 
Belgique, Brusefs- (Photo: A.C.L.) 

A preparatoy study (Privak Collection) depicts the two heads in a 
tondo, the featurm being more pronounced than in the final version 
and bearing a st&ing resemblaxxm to Khnopfs sister, Marguerite, 

Lit, : LR Symbolisme en Europe, exMbi~on catalogue, 1976, no, 71. 
151, T H E  BLOOD OF T H E  M E D U S A .  By Fernmd KbnopEe e.1895, Charcoal 

on paper, 2 r .g x 14.7 em. BibliathGque Royale de Belgique, Cabinet 
des Estampes, Brussels. (Phdo: BibXioth&que.) 

152. P O R T R A I T  6 F  T H E  A R T I S T ' S  SISTER. By Fernad finopff, 1887. 
CM on panel, 96 X 74.5 cm. Private colledion. (Photo: A.C.L.) 

Lit. : F,-C, Legrand, Ternand KhnopE. Pedeet Symbolist" Apallrr, 
April 1967, p. 238 ; E.-C, Legrand, 1972, pp. 70-71. 

153. M E M O R I E S .  By Fernand KhnopE, 2889, Pastel, 12.7 x 2oo cm. 
MusCes Rayawr des Beaux-A& de Belgique, Brussls, (Photo: A,CI,L) 

KhnopE photographed his sister Marguerik in. countfy settings and 
from these developed the figural poses. It was exhibited in 1890 In 
London [Hanaver Gallery) as The Tennis Party, 

Et.: C, de Maeyer, 'Pernand Khnopff d ses mod&les9, Bulletin des 
Musdes R o ~ a u x  llas Beaux-Arts de Befgiquc?, r 964, nos r/z, pp. 43-56; 
F.-C, Legrand, 1972, pp. 71-3. 

154. E V E N I N G  B R E A M *  Xavier Mellery, c.1890. Black erayon on paper, 
25.7 x 20.2 cm, Mus4m Royaux des Beaux-Arts de Belgique, 
Brussels. (Photo : A.C.L.) 

Lit, : F,-C!, Legrand, 1.972, pp. 44-17. 
155. M O T H E R  M O U R N I N G  H E R  D E A D  C H I L D . B ~  Georges Mlnne, c.1886, 

Brona, heigfit 45.5 em. Musees Royam des Beaux-Am de klgique, 
Brussels. (Photo : A.C.L.) 

This work is closely related to Itrlinne" title-page woodcut for 
Grbgoire l;e Royk Mori Cmur p!eure d'autrefois, Paris, 1889. 

Lit.: F,-C. kgrand, 1972, p. x 56; A. Ahitdef'f, 'Georges Minne: 
Fin de Sibcle Drawings and Sculpture"(Ph,D. dissefiation, New York 
University, z g p ) ,  pp. 45-50. 

156. R E L I C  B E A R E R .  By Geargm Minne, 1897. Max;bb, height 66.7 em. 
Musbes Royam des Beaux-Am de Belgique, BrusseXs. (Photo: A.C.G.) 

Lit*: B, S. PoXak, rg55, p. 77; F.-C. hgraad, 1972, p. 159; A. 
AfbadefiC: 'Ceorges Miane: Fm de Si&cXe Drawin@ m$ Sculpture' 
(Pk.D. dissertation, New York University, r q7x), pp, 180-81. 

157. T H E  F O U N T A I N  OF THE K N E E L X R I G  Y Q U ~ H S ,  By Georges Minne, 



I 898- 1906. Marble. Polkwang Museum, Essen. (Photo : UselsMGe 
Mli-l.) 

This is one of three later replicas of the original plaster sculpture 
of 1898, now lost, It was originally intended for the sculpture c a m  
of the Gonservatoire Royab de Musique in X3E.usseX-s. 

Ut.: A. AIhadeff, 'Georges Minne: Pin de Si&cLe Drawhs  and 
Sculpture* (PI"1.D. dissertation, New York University, r 9 7 X), 
pp, 180 E.: P,-C. kgrand, 1972, pp. 156-60. 

158, T H E  srcK eM:x LD, By Edvard Munch, 1885-6, Oil on canvas, 1xq.5 x 
r I 8.5 cm. National Galferg, Oslo. (Photo : Vaering,) 
h a letter of e.1933 to Jens Thiis, Munch discuss& the origins of 

this painting in the death of his sister Sophie when he was fifken. 
'Numerous artisds were painang sick childfen Mth the pillows of the 
sick bed in the background . . . I was concerned with that which tied 
my hame to . . . sickness and death, Certainly I have never bwn able 
to overcome totally this tragedy. It has always been the determining 
factor of my art.' Munch also mentioned the painGng in Livsfrisens 
tilblivelse (@IQ, n.d., pp, q, 10, transl. R. Heler, 1969, pp. 88-91: 
When I first saw the sick child - it gave me an impression which dis- 
appeared while I worked an it, During the year, X repainted the 
picture many times . . . and tried over and over again to catch that 
first impression. on the canvas - the tansparent, pale skin - the 
quivering mouth - the trembling hands. Xn the sick girl I broke new 
trails for myself - it was a breakthrough in my art. Most of what X 
later did was born, in this painting." 

Lit, : J. Thiis, Edvard Munch, Berlin, 1934. pp, 5 ,  28, 135-8; G. 
Svenaeus, Edvard Munch, Das Zlniversum der Melaneholfe, tund, r 968, 
pp, 617 K ;  R. Heller, 1969, pp. 86-96. 

159. N I G H T  I N  ST CLOUD. By Edvard Munch, z8go. Oil ancanvas, 64.5 x 
54 cm. Nationd Gallery, Oslo, (Photo: Museum.) 

Also call& m\/loonX-ight, the shadow af the window frame on the 
Boor forms a era= and may be a refe~nce to the death of Munch's 
father (I. Langaard, Edvard Munch Modingsar, Oslo, 1960, pp. 106-7). 
For Munch" hterest in. Whistler, especially the Nocturnes, see E. J, 
Ostby, Fra naturalisme tif nyromantikk . . ., Oslo, 1934, pp. 52 ff, In 
1895 Munch did st drypoint and aquatint after this painting. 

Lid. : f. Thils, Edvard Munch, Berlin, r 934. pp. 20-2 I, 39, r z .I --I z ; 
G, Svenaeus, ISdvard Munch, llas Llniversum der Melancholic, Lund, 
1968, pp. 28-32; R, Heller, 1969, pp. 1x3-16; M. Stang, Eavard 
Munch, 1972, pp. 6.4, 71-3. 

160, E V E N I H G H O U R , B ~ B ~ V ~ ~ ~ M U ~ C ~ ,  1888.Qdoncanvas. 37s44cm. 
Frivitde c~lkection. 

Lit.: R. Heller, 1973, pp. 26-17. 
161, Study fm DESPA X R. By Edumd Munch, e.~Sgx-;r. Pencil on paper, 

23 x 30.7 cm. Oslo Communiky Art Collection, Munch Museum, 
Oslo, (Photo : Museum.) 

162, D E S P A I R  ( D E R A N G E D  M O O D  AT SUNSET).  By m ~ a r d  Munch, 1892. 
Oil on canvas, 92 x 67 cm. Thiel Gallery, Stockholm. (Photo: 
Museum.) 



Lit.: R. Helier, 1973, pp. 67 8: 
163. siparnc E V E N I N G  O N  K A K L  J O H A N  S T R E E T .  By Mvard Munch, 

1,892. Oil on canvas, 84.5 x szlr cm, Rasmus Meyers Collection, 
Bergen. 

Lit. : J. P. Hodin, Edvard Muneh, bndon, r 972, pp- $0-41. 
164. T H E  V O I C E  ( S U M M E R  N I G H T ' S  @ R E A M ) .  By Edvard Munch, 1893, 

Oil on canvas, 88 X r ra cm. Musem of Pine ArCs (&nest Wadswarth 
Langfelfow Fund), Boston. (Photo: Museum,) 

How h o r n  as T h  Voice, it was originally enfitled Summer Night's 
Dream. Xt was the first painting in Munch" serlm 'Love3n which six 
of the 'Friee of Life' selries were grouped in. the Munch Exhibition in 
Berlin In 1893. 

Lit,: R. Meler, 1969, pp. 255-66; R. HeEler, 1973, pp. 45-6. 
165. L O V E  A N D  P A I N  ( T H E  V A M P I R E ) ,  By MvarmX Munch, c.xSg3-4. 

Oil on canvas, 77 X 98 cm, Oslo Cornmurzi.t;y Art Colbetion, Munch 
Museum, Clslo, (Photo : Museum,) 

1 66, T w e M A D  O N  N A. By Edvard Munch, I 893. 8iX on canvas, 91 x 70.5 
cm. National GaXXery, Oslo, (Photo: Museum.) 

Painted h Berlin and exhibited theilte in r 893 as part of the 'Love" 
series. In 1896 it wills exhibited at Bing" Gallery, L'ArC Nouveau, in 
Paris. The frame (now lost) was designed by Munch with sperma- 
tozoa running round three sides and a f&us in the Xawer left corner 
as in his r 895 lithograph (see no, 6 5). 

tit.: G, Svenaeus, Edvard Muneh, Das Universum der M~lancholie, 
Lund, 1968, pp. 129-44: R. Hefler, 1969, pp, r s z ,  188-$6; R. 
Helfer, I 9 73, pssssim. 

167. J E A L O U S Y .  Edvard Munch, 1893. Oil on, canvas, 65 x g3 em. Rasmus 
Meyer Collection, Bergen, 

168. W o M A N  I ~ ~ T H R E E S T A G E S , ~ ~ ~ V ~ ~ ~ ~ ~ U ~ C ~ ,  1r894.Oilon~an~as, 
164 x 250 cm. Rasmus Meyer CoIIection, Bergen. 

Exhibited in. Oslo in 1895 together with several other works from 
the Yriea of Lifeberies. In 1898 Munch wrok h his Jaltsnal: 

2t was in 1895 that I had m au tum exhibition at BIomqvitk . . . 
I met Ibsen there , . . He was particularly interextad in Mman in 
Three Stages. I had to explain it t;a him, Here is the dreaming woman, 
there the womm f i u n g ~  for fife, and there woman as nun . . . A few 
years later Zbsen wrote When We Dead Awaken . . . T came across 
many motifs similar to my pictures In the "Frie* of Life": the man 
bent in melancholy, sit;ling among rocks . . , The three women - 
Irene the white-clad dreaming of IVe . . . - Maja, naked, lusting for 
life, The woman af sorrows - with the star'lng page face between the 
trees - Xrene's fate, a nurse, These three women appear in lbsen's 
work, just as in my paintings.' 

Munch did several other versions of the subject in variouf media. 
Lit, : J, Moen, Edvard Munch: Woman and Eras, Oslo, 195 7, pp. r a-- 

r 5, 20-38 ; jf, P. Hodin, Edvard Munch, London, 1972, pp. 55-61 ; 
R. Heller, Xleonography d Edvard Munch" Sphinx" Art Forum, r 93.0, 
PP. 72-82. 



T H E  D A N C E  OF L I F E .  By Edvard Munclh, 1899-xgoa. 0i1 on. canvas, 
I 25.5 x a 90.5 ern. Nationd Gallery, Qslo, (Phota : Mmeum,) 

Et.: G. Svenaeus, Edvard Munch, h Universum der Melaneholk, 
Lurid, 1968, pp. 188-225; R. Helier, 1969, pp. 52-61. 
T H E  SUN.  By Edvard Much, e.1grr-12. Qil an canvas, 122 x 176 
em. Oslo mnrmnmily Art CoIXeceon, Munch Museum, Qsto. (Photo: 
Museum,) 

A study for the centra) painting in, the serim commissioaed in rgog 
for the Aula of Oslo University. They wem instaued in 1916. 

Lit.: f, H, Cangaard & R. Revold, Edvard Munch, The Universit~ 
Murals, 1960, passim; N. Stang, jE3dvard Munch, 1972, pp. 235-55. 
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Kunstmuseum, krne. (Photo: Museum.) 
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D I A L O G U E  W I T H  N A T U R E .  Ferdinand Hodler, e.1884. Oil on 
canvas, 237 x 162 em. Gottfded KelXer-Stiftung, Kunstmuseum, 
Berne. (Photo: Museurn.) 
c o a ( r n n u w 1 a n  T H E  I N F I N I T E ,  By Perdinand Hodler, 1892. 
Oil and distemper on canvas, 159 x 97 cm. Kunstmuseurn, Basle. 
(Photo : Museum,) 

Ut.: Le Sgmbolisme en Europe, exhibition. cablogue, Paris, 1976, 
no. 62, 
"E" W E D G Y. By Ferdinand Wodter, I 899, Oi on canvas, 16s X 340 cm. 
Kunstmuseum, Berne. (Photo : Museum.) 

Et.: S. Guerzoni, Fardfnand Hodler, Geneva, rgg1;7, passim; P. 
f;rietscfii, Der Parallelismus &ranand Hodler, r 957, pp. 7, 94-5. 
S P R I N G ,  By Peramand Hodler, rgor. Qif. on eanvw, 105 x 128 cm. 
Museum Folkwang, Essen, (Photo: Liselotte WitzeX.) 

This is the &rd of three versbns, see Le Sgmbolisme en Europe, 
exhibition catalogue, Paris, 1976, no, 64, 
E I G E R ,  M ~ N C X I L  A N D  J U M G P R A U  X N  M O O N L I G H T .  By Ferdinand 
HodIer, 1908. Oil on canvas, 72 x 67 cm, PrivaCe collection, 
T H E  KISS,  By Gustav Klirnt, ilr(fqf;, BLL on, canvas, 60 x 44 cm. Stadt 
Museum, Vienna, (Photo: Museum,) 
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Qskmekhische Galefie des XK und XX Jahrhunderts, Upper Bel- 
dedere, Vienna. (Photo : Museum,) 

r 79. T H E  T W  R E E  A G E S  O F  L E  F E, By Gustav Kllmt, rqo8. OiI on canvas, 
r 73 x x 71 cm, GaEleria Naz;ionale d%APte Maderna, Rome, (Photo : 
Museurn.) 

180, T H E  M A I D E N .  LZy Gustav Klimt, 1912-13. Oil on canvas, ~ q o  x 200 

cm, Narodni Galede, Prague. (Ph0t.o: Musew.) 
Ut,: F, Novotny and ), Daktai, Gustav Himt: with a Catalogue 

Raisonnk L$ h& Paintings, Salzburg, 1967, pp. 83, 92. 3 59-75. 
181. O R G A N S O U N D S ,  By Jm "roorop, c.1889, Pencil and pastel on, finerr, 

54 x 69 ern, Ryksmusem KrdIXer-MUller, Btkrlo, (Photo: Museum.) 
182, o G R A V E  W H E R E  I S  T W V  V E C T O R V .  By jm Toctrop, 2892. 60 x 75 

cm. ftijlssmuseum, Amsterdam. (Photo: Mugum.) 
283. T H E  THREE: BRIDES.  By Jm TOO~OP~ 1892. Sketch. 63 x 174 em. 
184. F A I T H S  I N  DECLINEI By JEHl T o ~ r ~ p ,  1894. 93 X 76.5 CFXX. Rjfk8- 

museum, Amsterdam. (Photo: Museum.) 
185. T H E  B R I D E ,  By Johm Thorn-Priuer, 1892-3, 146 x 88 cm. 

Rijksmusem KsGler-Maller, Qttr=rIo. (Photo: Muse-urn.) 
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