BEPS ¥

SERfT]1sERT——E. Vuillard

PR BEEHE Y (1895-1896) [lifiy MAER | HiF:
Sk RER TG r ERE

19 fi[ w5 - F Y (Paul Sérusier, 1864-1927) ?ﬁ?[ﬁaﬁ'ﬂﬁ[]fﬁwf‘jﬁapfjﬁﬁ’
[F=4ff (Pont-Avent) (| R1 (Paul Gauguin, 1848-1903) I3k » — [t & AkAY
e EL (#4 #) (Le Talisman, 1888 ) F[J]"EFFF’”‘J?E[F' SHIEEEYE (Les Nabis) iU
A o A Y 1 2T 2 BIRLIEHI YT 50 il - 57 Sy (Edouard lelard 1868
-1940) FUI"EFFF’E"Z PR PR S 3‘1‘%%”}‘%‘“ = R FEU%? [FilfR
yﬂ;;ﬁ IR= & - F@g/[ = [Jugﬂﬁ%gii‘:ﬁj ﬁiﬂ@[ s JD -+ q[jrﬁjﬂ[gwijjbg\_«}'
] ’gl [E{‘ ©i 1% |7 (Pierre Puvis de Chavannes, 1824-1898) pBEg "EPF[EIF
BpVE Q. 2] bﬁ EI}ELHEI'U,%J%F\Z ;;["ﬁti,ﬁu[‘egu . 3 & lﬁﬂi > Jﬁl
FERYFI > SHENRAT 19 1] %E'% I+ [ES«'IE‘IJ“ [fﬁf’?‘ﬂ E‘*‘*ﬁ'ﬂ VRS . ﬁ]‘ fufl |
e B T AL R TR g R OR B %ﬁfm

PG R EISE (G Albert Aurier ) i 1891 & §EA 7 (3% B # 4% ) (Mercure de France » 75 (% (2
mkﬁ>>wéﬁﬁﬁﬂwﬁvﬁ!w% UIEHLGB BAMORBTHH IEHE 2 Fiwie
N J“n‘m’rﬂf'z&v%mﬂtipﬁlﬁm%m = ?dzu%m’rﬂﬁﬁiﬁm%mi
Pt EE AL N ag e NI - ) ‘}‘]ﬁ g el s ‘”‘-rx;:}jirﬂkﬂ' ﬁyshi"'ﬁ*m sE B w oo A
B FIH KR B LAEL B A L 3 MR A e s (4o v 3 ik
% ) T g4 ehy (décorative) » #3018 5 shdrenig 4 > ulg\{g 2 A ¥4 mzﬂ' ﬁ; VRN - R
folde A 704F e Tk 3 8 - 66 7 A M8 f e A S FE R - | G Albert
Aurier, “Le Symbolisme en peinture: Paul Gauguin,” Mercure de France2 (March 1891): 155-64.
bk @ﬁl[asil%j&’qa‘ﬂﬂ;ﬁﬁ Bibliothéque nationale de France (BnF) &L FEFH BT ([ A 5 25K Gallica2 @ <
http://gallica2.bnf.fr/ark:/12148/bpt6k1051454.image.f156.langFR > (2009/3/7 [ )
2 1£.1874 £ 1878 = » RINUIE [ T A ?‘Tﬁh (Paris Panthéon) [1fiv TEf | (ﬁgrig',) 4 £ 4
Rl R i | 20 HER B *@iﬁﬁﬁﬁw*W B
Eﬁ' UI#’E“Jrin' R %‘*@iﬁ'%”ﬁiﬂ?é:J/ U pAeL o 0] FE-1890 & (L Eﬂ%ﬁ 15l
HUE T PR A [ﬁqﬁﬁ;}u ISR RS BRI 7 EUAGE BURT - Rodolphe Rapetti, “Symbolist
Art: A Synthesis of the Arts,” in Symbolism, trans. Deke Dusinberre (Paris: Flammarion, 2005), pp.
175-180.
° 1888 F % 7ufﬂzw++51§aplfg Rre=Fi5f] (Emile Bernard, 1868-1941) SE& Ak A4 = AH)T » <
tﬁﬁﬁ#ﬁ if ) L]F%Fﬁgﬁ rs E;&gr,iiJ (Cloisonnisme ) » I'| FIA=2 Jﬁﬁa%”f B it e g‘/i_ﬁ N
@;,;&Iﬁ: a%prlj:h FEIEI“ FEi F%{ﬁﬂiuJ (= ]{eﬁsﬁ IFE%I%}—J pJJ: Ik ) 3k, F'L'#\
Elﬁ BIE S (B ﬂ%‘w;ﬂgﬁg[f&ul;_j\ ;«glm:tg ) E' 175 o

%Jf%(“ A% HFL—i_ﬂ?i #5497 (1870-71) afiph ik play= HATH (La Troisiéme République,
1870-1940) » & ﬁxjizfp ﬁ%‘ﬁ‘}j g Jﬁﬁﬁg, IR RIERIE S AR ﬁ;uf, HIpF
%7@#ﬁ@@%ﬁ$ﬁrib%rwu@% wrlm o PRI R R[S Y 50
IS '“QE A A== riﬂ[ PAPVERZE > (- ﬁa'ﬁ“ﬁéﬁ [l pytl PSR - Ul?“fizﬁ'&lt[#l
it R LAV o o LRI (R B AR 5P R (Dr. Jean Martin Charcot,
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gar e gk as——FE. Wuillard & e kE4F %45 (1895-1896) ¥ e [ 34F | & &

F'f%"tfs« o )™ A AT 1895 A1 1896 £ U ] - SETER A SRR A [ AT

A (il o (B0 e CAER ) (% CUERRIERAE ) (la décoration) ® T HifHj b
L PRER PR ['F”QE[%{LJA& o S T DN 2 R E’*ﬂl R |
SR

B G R - BRI (5
Jo 1R T PRI AP o [ frﬁffﬁ B F I UL Tl L =E T ﬂ?"% i
ST H A BT 0 T TR B PSR Hb SR [ P
e S R ,EEH + ﬁ %HEF‘]“EJ%EJD%ﬁ}‘;ﬁﬁ?{"’ﬁfi%é%@ﬂ
GIEr S EST RIS u%gﬁ){;{% (le motif de décorer) - F| ¥ - B [uagd = i %
%L-‘Dé“ﬁﬂ/ TEpVH S S fE] ) sk Tlp ﬁtfﬁi = “EE R PR S
~ AR T i b b AT SR (55 19 504 1
HUTUL_ IR R TR I g © B RS (R T
5, (sur Ie motif de femmes ) - = ¥ » %F[Hlﬁ i “motif” i [FEEEyE
EEEI S g R 7'3 SPTESA] » AHOUL 1 P SR 12
AL A ﬂ—ﬁ'w EIPBERTALS » LA AR e O S )
H LR £ m% o YW R i Rk
S Lo i) T RGOS S5 BV et
B RERTS HORR DALTTH (MR IR Ol e s
ffi, (la decoratlon parmi les motifs ) » E HiFF | & “motifs” puffd. FETE o RS
TR [lngl;;tI “pY TTRERR R ) (les motifs de fleurs) eIl Ejj At *’ﬁ‘{ﬂ %
Bffif- = ZEEES (le motif de décorer) ==& %= i (sur le motif de femmes) > I')
R | (le motif ) — o 2 puisa’ [‘D’E"*?“TL@? ~FEUED T AER S S

1825-1893) fu{ﬁ[as«lguu@*ilmiﬁwi' (Sigmund Freud, 1856-1939 ) » 734 #5#i * A
Hl“ TUH rﬁ{ éijlé"ﬂliﬁmt W?%IF‘EJ r*U ﬂ*%':%w%%g SRR e DA
]/TEW# BN G NG Sl T ek
{]ngt { iﬁ J ui‘r',[‘p #T'i&ﬁ%é ’:‘EEILJ%“"JL (Edgar Degas, 1834-1917) *DHB&%HJIEJI‘HFI
» MRUREAI 3530 (] Intimisme ) A i 2 RIZEET 2R P57 s P BUE - PR (72
3#1/ u FEes | (la decoratlon) — ST IF‘Eﬂjﬁfﬁ'ﬁ%"‘i}'\ﬂ/ fl Ut (the decoration) I qt.il IR
prfhﬁ[l%glflﬁnh I ETHEE R Y s FpRRER Y E Y la décoration A o [
ERA= A 5: () &f}ﬁﬁ'“@%‘n l"EF%FIEJ (fE_ i) (B S A €EIIEFF§(JFIJ|*%5 2251 Nicolas
Watkins, “The Genesis of a Decorative Aesthetic,” in Beyond the Easel (New York, 2001), p. 1.
° Fﬁgﬂﬁl PROEE Y AR PRl GRS e AR DR i PRLITEVES PSR
HEF > fﬁ*ﬁﬁﬁrﬁii E %o T )“ﬂlwclﬁmﬂfﬂiﬁwﬂﬂl Ffﬁ”l*fﬂﬂﬂﬁ YRR ?‘H&
Iﬁl%]&i_gi;,’%t[ﬁ\ il HUJM Ik @y Pl [ 2 E O A )0 PR AR P )
F—ﬂ?@bp JFIJ[‘?}jEJ Pdt e )JFIJ ‘P AP @ﬂéﬁiﬁlu&j I—EJT”Lr‘TQ&J ﬂmﬁf [ IVLEJ[i
B PR e e 2 GUBROL S STRORLII i) 57 JRAT e * U R Gl
AL = Fl Patricia I\/Iathews “Gendered Body I: Sexuality, Spirituality, and Fear of Women,” in
Passionate Discontent, chapter 5, p. 95-123.
! S‘T?{&l“‘ﬁ*’%}ij’ motif pus Sl IS R &JF“JEEHIWW LA O TR [
Frall £ R A8 (1 9t okl pagess > lﬁﬂil J 9 PO, L R Ry V};ﬁzﬁﬁigﬁ% ol
5 Lﬁ_ﬁﬁ?{”ﬁ,@ﬁ%ﬁ Jaﬁi ENE ﬁa[ﬂ'{ﬂ‘ﬁ motif 7 FlAr - LEFUNTGT A 7 ALTER LA
1€%1EJ’P§7§F‘%L§» fﬂ E*] LERfp J%&ﬁfﬁj 5 [pi HIFiRIpY T 5EAf  (la décoration ) BT TR
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REHS ¥

| 'ﬁ(

I JICRleh S RETER (B T EBEAiTAY | (la décoration) TG = ¥ - SEATEIE -
= e R PRI (parmi les motifs ) S E R TR -

T PRyl —AEfp VRS (le motif de décorer )

ffﬁ ( Samuel Bing, 1838-1905 ) fiv " ¥ ey [#irgs | (Hotel de I’Art Nouveau ) ]
Eﬁ’%{iﬂﬂ » SYELEM SR AR E S E%’?Fﬁé’i?ki! = F{' DU RTEGERR 4 “,f e
T ﬁﬂm%*frii&%fﬁ B %’gz’ % Teengrk o K R Gtk 4 TR ‘;%?;ﬁi%li'lﬁ - i
B w8 lF;FC ]’EFF[[},EH (i 2 42) ([3#] Le Corsage Rayé > [ 4] Woman in
a Striped Dress ) [q%ﬁl 1)~ (4e g 3 ) ([ ] Le Pot de Gres » [}t ] Stoneware Vase, or
Conversation ) [[ﬁi 2]~ (#es &) ([ ] LaTable de Toilette - [4: ] Vanity Table )
[ Qaﬂ 31~ (4p & )([3F L Album > [ JAToum [ qaﬁ' 4]~ 5= )([F ]La Tappisserie »
(] Embroidering by a Window, or Tapestry) [[fi' 51 7 [filf~ = i (UL A=
R A S RS T F R RO (e ) (R
JIpY FF (Series of Five Decorative Panels Known as “Album™ ) - H39% » & B[
E‘f#{[liﬁ%@%? (A RLEHS TAfNAR 4~ (Madame Thadée Natanson) Firl'j~
(i L eni4r 4 47 ) (Panneaux Décoratifs pour Thadée Natanson ) » Sl i i
FUTF s (=R R 20 fJJJ’H 15! fJ "atafmiE ([ ] ladécoration > [ Jthe decoration )
FOERTR

A AEFEE T 1895 = A=~ 5 ,’q%;cgsj;gr—/“,'leﬁﬁﬁ : pﬁr)mﬁj A

FIE R (SRR BRI S A TR g 0
[FRL S PR P IPaf > bl RS2 £ (il SR e 150 BT - it
ﬁljiﬁ*%’l@%»ﬁjjﬁ,ﬁj < T %Ii%? fﬁjgﬁﬂ]:gf', ]?:l Bl = RLI kggﬁpsj%%@\gﬁ[@ [ﬁ[i =
[OATIIFAES » R TR AT T (ORI o P 1946 & R GRETER R,
# i 3 (Claude Roger-Marx, 1888-1977 ) L1 A0 HHE] (dp i ) 5[ B e
AU~ %5 T &L (symbolistaura) fi9(e%

R A S i Ve R R

SEREAGR O RS %?;E:hf, s NIpY THERR  (les motifs) FVAYELA Y (1 motif = (i
SRR S AR T PR | (R TR RE ) (les motis) FTSAT fIUfLET
Hip A ﬁ?ﬁ%ﬁﬁ@ﬁﬁﬁ[{m o FAr FAVER ] (lexicographie) [it 52 ¢ ik RIS A H LR
fl1-= Centre Nationale de Ressourse Textuelles et lexicales ﬁﬁ[ﬁi’%ﬁﬁ%%??ﬁ :

< http://www.cnrtl.fr/definition/motif > (2009/3/6 J&{[Er)

8 LY 21 Weisberg 1986 [ (= F1 91 “L’ART NOUVEAU luttera pour éliminer le laid et le luxe
prétentieux de toutes les choses de la vie,--pour faire pénétrer I’affinement du godt et un charme de
beauté simple jusque dans les moindres objets d’utilité.” 2T §E =57~ = Y gt Fis [l Annette
Leduc Beaulieu and Brooks Beaulieu, “The Thadée Natanson Panels: A Vuillard Decoration for S.
Bing’s Maison de I'Art Nouveau,” Nineteenth-Century Art Worldwide, Vol. 1, No. 2 (Autumn, 2002).
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s 45 b E Vuillard & ‘e kedh % 45 (1895-1896) ¢ h [ %4 | £ &

PANFEEL P oL PEEBN TR ey iv a2
PR depcd &9 o R PP PARDAREF LA -
LBk iv s - Loy ic o M enBBREERBL ARG
P ETHBFC AR RAS DR RS T LR SL
ott;gk%%iﬁ%%r%zt%z“")?u:g:",% HENTEEE £
~EAoA B ﬁ*u/%@f BT Bk PR N oo A pr ek i
SR b G BB R 2 Al D R g e JEIA
v ‘I%ft;‘;’fr'g.’]‘_@ﬂ\%gﬁ Vi b FEg g B Rl

£ P o

¥

Rl

e v b

=)
®

A ERE RIS PG AT S RS IO i SR PRI ES - A 5
A HEY rﬁ%"iﬂ@?ﬁ% ( Correspondences ) o *° -2 (e Y (i =42 ) A <<,?7%‘5
) PRI S BN LR RRAR S - R T BT R 2 iR
(B B e T 2l AR T AR RIS, o [y A SRS Y
B F |7 SRR P B AT AT RO R (R 10 ~ 11] - [NES@ghy
FETPA L 2 kL i LT ST 0 AR 2 PR P | 72 353 R Rl G AT
BEH 9 s FRGERIEAOH S JGEH  RLRI DRI (4 PO P TS - [
ACTERR SR VPP PSP e o 2 FGHE e B PSR DT R TR
BUMIVRE S > R R FOBHpREATE ~ I B I AR
N PR R VA £ T IR A R T R SR IR R
[ o ™ FUTE TR (i ) P 5 P S R RERO R ¢ A
FUSEARRLE IR > < e il R SR OAE B AT - HiEfijt McPherson FHE(JRY »

o 1/%% L L ’FEI%%{%]%R@%FJ :’%—{ﬁ’n’@%@?iﬂ L bl "if%',%:’ﬁ%guﬁfjf‘efﬁéj {ﬁji@%?ﬂi['fgj
G RFIF RN f Odilon Redon, 1840-1916 ) [Vt =1 Py Tagrth o gt 3
(the Mallarmé of painting ) - % [ L= #Elz) [57 Annette Leduc Beaulieu and Brooks Beaulieu, “The
Thadée Natanson Panels: A Vuillard Decoration for S. Bing’s Maison de I'Art Nouveau,”
Nineteenth-Century Art Worldwide, Vol. 1, No. 2 (Autumn, 2002).
10 = kfgl/#ﬁéﬁ‘ﬁi (&2 %) (Lesfleursdumal) f[i~ i &4% FE’J%@’EX%’EJ ( Correspondences )
p@g%ﬁjﬁ?ﬂiﬁ M RLEEE - flwt i == Elf‘zﬁﬁiﬁq’*waiagfjﬂlﬁ ( Qui chantent les transports de I'esprit et des
sens. ) > i G %ﬁﬁlﬁ‘ﬁé ELa = Ay 5 ZhSTIIpY Tl E@J o 3 [l Edition: Pascale
Van der Plaetsen, Littérature Francaise et Méthodes (Paris: Nathan, 1995).
BT ] fﬁ’ﬁﬁﬁ%‘l‘#{ﬁﬁﬁ"&’%ﬁ]@ﬁlﬂ » SR IR P e TS %;T?Iﬁr%“%ék I
SR EE - f %1%’“J?ﬁiﬁ}f*‘i?:?E%é?%iii_f’l‘ﬁ'ﬁl@ ’ ﬁ'J%EV/EJf:L_‘?TE\Jj MEpuRy i - 22 5L P. Moron & G,
Perriot, “Photographie-Peinture: une rencontre qui interroge. A propos de peintres photographes au
tournant du siecle dernier,” Revue francaise de psychiatrie et de psychologie médicale, Vol. 10, No. 94
(2006): 29-32. b9t T b (il 13 PO B 4 F RUPITIE AR > 9 E) ~ iy
W THIFIE A (Intimisme ) FOVER] o B B I0TRD 0 THE AL 0 R
MR ek 7P K A EHP h4 o (Qui sattache a traiter des scénes d'intérieur, qui se plait a
évoquer l'existence familiére quotidienne.) HERHI[RL 1 T F FIR £ AT E P 2 30 H ~ P ¥ Re
EFRalBENHEH 7% &4 o ( Peintre qui a pour théeme privilégié la vie d'intérieur,
I'existence familiére quotidienne et dont l'art se caractérise par un charme simple, sans appréts
apparents. ) éfﬁﬁlntimiste%]ﬁ&ﬂ"i[’ FIo R e YR = Bk [ o el L YR 1o Centre Nationale
de Ressourse Textuelles et IexicalesEIfJa“eﬁf}E'%‘,?Iﬁ?k‘%iﬁﬁ ¢ <http://lwww.cnrtl.fr/definition/intimiste>
(2009/1/107f)
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RERS S

T IpIRARL £ AR 5 (S iﬁ RN (1871-1922) [JRUsER:
REfT ?BIEIL[;}Hgt[ pJElﬁ"#JFﬁ}[@@T ;H Fuf{%{i@jf?gﬂ F’?W’?‘y["%f#,ﬂ[pj
R 2 H (s ) ﬂlﬁfﬂﬁrﬂﬁu (lerg &) TRl T2 MBI R
(la petite madelelne) TR SRR P T e 15 i #Ii"l‘f&@f
RO R B (o SRR HITE L= RS0k 3 R S el = P it~ 5 e
fl - B 4w % (George Simmel, 18581918)ﬁﬁﬁ”r“*ﬁapj SREE 1P
kLl i %“'M REAZR ﬁ;& - AR R E B RTFE o 14 ‘—g—‘egg [z
ﬁ#ﬁ'l%% FVRERTRY b % e BIERI B ihaf - *%JM@W éﬂf’ﬁl% *JU:F‘#?%

Wﬁeiilﬁﬁﬁi iﬁﬁwwﬁ%’%mgwﬁe:a% F | i
o ﬁ'lﬁ%[Fﬁ}}*[ﬁL['— (Tt e Yy & R TS BBV A P S > R % glunf#ﬁ
I SRLI S oo f e i Bl PR (]« g l“jﬁ'lj? " EORL TR Y
@ﬁﬁ’ﬁm%ﬁw'ﬁﬂw*%@?wﬁw LT PP g P
BT B P TR USRS R BRI T

12 Heather McPherson, “Proust and Vuillard: The Artist as Metaphysician,” in The Modern Portrait in
Nineteenth-Century France (Cambridge: Cambridge University Press, 2001), chapter 6.
B Nﬂ—*j (ke z) | %EHI TR T SRR AT T IR A R ) e B
e PEW; 7 PPk R g R BRI (MR L FFLEGT m&i%ﬁ#@ﬁ*“v’fﬁ
Zth s A e BT R AT AR - EHOR R - LEIRARY 0 T A2 R R e gk
fe? o BB A BESS R Btk s BEART ﬁﬂﬁiﬁé& AR~ L A pE s B ARERG et A TR
B ~ PR A e i o e B F rRoincR P € AR A B AE G A TR A PP ARDATE
3 ?,1 Fi 7 pijj&y;fj c#\frﬁéc{i’r’f{ {Sﬁiig‘vg “}‘, 4 454 ; g E 3 A 3;4!’{ G 3 { 2 g *
oV AHRfFOLE %‘f-fg“'?« LN o B I ARV _ﬂi,{@Js':;z}mf‘*i B B
Py 4 2 %"L%’f}i R E B v@ﬁ?ﬁ@%?@%ﬁﬁmﬁ%ﬂ — A ET E"?ﬂ[ﬂ'l@*‘lﬁ‘/idl
gﬁjﬂﬁ”ﬁlgu G ST e R 2L « La vue de la petlte madeleine ne m’avait rien rappelé avant que je n’y
eusse go(té; peut-&tre parce que, en ayant souvent apercu depuis, sans en manger, sur les tablettes des
patissiers, leur image avait quitté ces jours de Combray pour se lier a d’autres plus récents; peut-étre
parce que, de ces souvenirs abandonnés si longtemps hors de la mémoire, rien ne survivait, tout s’était
désagrégé; les formes—et celle aussi du petit coquillage de patisserie, si grassement sensuel sous son
plissage sévere et dévot—s’étaient abolies, ou, ensommeillées, avaient perdu la force d’expansion qui
leur et permis de rejoindre la conscience. Mais, quand d’un passé ancien rien ne subsiste, apres la
mort des étres, apres la destruction des choses, seules, plus fréles mais plus vivaces, plus immatérielles,
plus persistantes, plus fidéles, I’odeur et la saveur restent encore longtemps, comme des ames, a se
rappeler, a attendre, a espérer, sur la ruine de tout le reste, a porter sans fléchir, sur leur gouttelette
presque impalpable, I’édifice immense du souvenir. » Marcel Proust, « Premiére partie : Combray », A
la recherche du temps perdu: Du c6té de chez Swann 1913, volume 1 (Paris: Gallimard, 1945-1946), p.
68.
¥ «dissolved in the subjective process as an immediate stimulator of feelings.” =T [= |- F&7% L
pdﬁakzﬁfu,ep@p EART LLP&;LQ!\I&A B«Lﬁf“ﬁj[ﬁﬁd* PSRN & {FJE?]-%SN@&*; ?5@”5
S I/FE, ’ “1LEII#*J|:FF|J[ﬁ?|:E| l' S ZE U e R 2 [l Simmel, “A Chapter in the
Philosophy of Value,” in Etzkorn 56 *‘ﬁ%%ﬁid[fﬁ Sharon L. Hirsh, “City Interiors and Interiority,” in
Symbolism and Modern Urban Society (Cambridge University Press, 2004), p. 229. §}9f » T3 8 H
[, (B 48 ) (Philosophy of Money)ngjj%E“ﬁﬁ LY SRR EUIERL A B Bap S
f}ﬂt}:}ﬂ [/FEEFUT;J"NEH' PR [/FIEF”'[TEHI %CJ [ Tiﬁfﬁjlij Fﬁ’f‘ gﬁ;ﬂgjﬂlﬁ:o ﬁ[j’ﬁv
A wﬂf’ij[ﬂ : “The spectral objectivity realized in money transaction as ‘the rel[lectlon of exchange
among people, the embodiment of pure function’ is challenged by Simmel on the grounds that ‘in the
last analysis, it is not objects but people who carry on these processes, and the relations between
objects are really relation between people’.” 2l David Frishy, “Georg Simmel: Modernity as an
Eternal Present,” Fragments of Modernity (Cambridge: Cambridge University Press, 1895), Chapter 2,
p. 90.
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xﬁ“*?*[nﬁ RS K I ﬁﬁ“?ﬁ?ﬁﬁﬁ%[ﬁ? %5' J Ry
W& NN ST ysggﬂ[‘eﬁ "nm};;g@ﬁgw |Fsers ‘EFF# *ﬁg?m

’ﬁﬁﬁwﬁﬁ[“¢'5W§iﬂ%ﬁﬁ SSRGS [ P RS

["”fﬂ”ﬁi%‘ﬁdf"&*f FEOR 22 R ERGR T T (B P
= R EJﬁJ SFre T 1897 ?[Fﬁ,_ e T E”ﬁ;,%*

L3 o R

AL e %ﬁ@m;ﬁﬂ’ﬁmf{
P R AoA iR
e

BoRpF -oa AP REAF EEE2A

FIR B OE RO P & 4 aﬁ—{&{ﬂ*#ﬁ’ TR e ® R orig
R T EF L H3 R R 5’?@\'*:%'%1.‘115” IR F] o Gk A

lL“éW“IFw*4 3B %h%*%%“*mﬁ B flig 0
T Y SRR A %’:ELE'J (R0 s g lo g

&ﬁ%@%%*’ﬁﬁT19w%%$ﬁﬁﬁwﬂ—ﬁ@ﬁ®ﬂﬁﬁﬁﬂwﬁ
T” ) ’g[iy [Fﬁ[ EA Lﬁ‘ (b T S ﬁ?lpj ’?133]? f' Eﬁ%@% 47 F;Eﬁgl AN EE
TR :—*%ﬁ’ﬁﬁuﬁwj—@wﬂ%ﬁﬂa\-fjUWLHi%
TS EVAREL > RBHIE (RIS E T py ~ BT S 1 o o o B - 2R gt ] b

15 Stephen Eisenman, “Symbolism and the Dialetic of Retreat,” in Nineteenth-Century Art: A Critical
History (London: Thames & Hudson, 1994), chapter 15.
16 ﬁﬁgﬁm UM ET (B2 et ) (Kantund Goethe ) [lIFFRZ] @ Mot fenk o
{m; PR a2 EaE e (D - BA R R) RS R LR G
;s gee AL il a2 F FROE R GERR 7w G DTN R D ELRE D
S58m e o HIUETRY JFEPPF 1906 =+ TN VIR o FI 65 o pIgPRSC fa’“éﬁ”%[f*'[iﬁ‘ifr i HRE] > B
;fi#%ﬂ;gg (ﬁjﬂl FLE A B E :";%pjaﬁcwg‘;&) B [FJH pJ[H;;&FL s fpﬁ il
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il Eﬁr’%‘“ P AT A YV Bh FM/[Pk Gloria Groom with a contribution by Thérése Barruel,
“Part I: 1890-99, ‘The Language of Aesthetic Debate’,” in Beyond the Easel (New York, 2001), pp.
34-36.
18 (L b L Weisberg 1986 £ iU, (5 FI 148 o ST [P 5 % 5L Nicolas Watkins, “The
Genesis of a Decorative Aesthetic,” in Beyond the Easel (New York, 20?)1) p. 16.
9 Sharon L. Hirsh, “City Interiors and Interiority,” in Symbolism and Modern Urban Society
(Cambridge University Press, 2004), Chapter 6, p. 219.
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2 JEELRL Silverman 1989 # fU, [ FI 83 o STH{Y 5L Nicolas Watkins, “The Genesis of a
Decorative Aesthetic,” in Beyond the Easel (New York, 2001), p. 20.

21 sy dEid (7 Sharon L. Hirsh, “City Interiors and Interiority,” in Symbolism and Modern Urban
Society (Cambridge University Press, 2004), p. 235.

22 Sharon L. Hirsh, “City Interiors and Interiority,” in Symbolism and Modern Urban Society
(Cambridge University Press, 2004), Chapter 6, pp. 233-234.

2 FLd 2 fL Visher, “Uber das Optische Formgefihl,” in Drei Schriften zum &esthetischen
Formproblem (Halle, 1927; orig. pub. 1873), as cited by Van de Ven, 79-80. 2T §#d |57 Sharon L.
Hirsh, p. 234.

24 FEAL R G ?;WE’;‘EHI%JEAFU;F%m LS F["l‘”ﬂﬁj\ < @ Patricia Mathews, “The Symbolist
Aesthetics,” in Passionate Discontent: Creativity, Gender and French Symbolist Art (Chicago:
University of Chicago Press, 1999), chapter 1, p. 6.
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»Fuﬁ@ IS ER ,ﬁg%]%i4 e }‘"P&iﬁrﬁgﬁflﬁ [ifﬂﬂptf #@#fIUsEl > 2L Debora Silverman,
“Gauqum s Last Testament,” in Van Gogh and Gauquin: The Search for Sacred Art (New York: Farrar,
Straus & Giroux, 2002), chapter 12.
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2 ¥ 2l Segard 1914, vol. 2, p. 283, reffering to the panels for Jean Schopfer, which by 1914
were in the collection of Antoine and Emmanuel Bibesco. 27¥##] |5 Gloria Groom, “Part |:
1890-99, ‘The Language of Aesthetic Debate’,” in Beyond the Easel (New York, 2001), pp. 52-53.

Z B 2L Wuillard to Vallotton, 8 July 1900, L’Etang-la-ville, Quoted in Guisan and Jakubec
1973-75, vol. 2, pp. 41-42, letter 133. *‘Ti:ﬁé;ﬂw[&“u_ |7k 24 5 F152 0

% ¥ 251 Segard 1914, vol. 2, pp. 252-253. *ﬂ@gd[%& =E245 FIAT -

2 i 2l “Really, for a decoration for an apartment, a subject that’s objectlvely too precise could
easily become unbearable. One would grow less quickly tired of a textile, of designs that don’t have too
much literary precision.” Vuillard, Journals, entry, 28 Aug. 1894, MS 5396. =T-¥i#El |57 Gloria
Groom, Edouard Vuillard: Painter-Decorator (Patrons and Projects, 1892-1912) (Yale University
Press, 1993), p. 58.

0 HEBEL Y[ ¢ It [art nouveau] mobilized all the reserve forces of interiority. They found their
expression in the mediumistic language of line, in the flower as symbol of naked, vegetable Nature that
confronted the technologically armed environment....The interior was the place of refuge of Art. The
collector was the true inhabitant of the interior....The collector dreamed that he was in a world which
was not only far-off in distance and in time, but which was also a better one, in which to be sure people
were just as poorly provided with what they needed as in the world of everyday, but in which things
were free from the bondage of being useful.” 9| 2 [l Walter Benjamin, “Louis-Philippe or
Interior,” in Charles Baudelaire: Paris—the Capital of the Nineteenth Century, translated by Harry Zabn
(London: Verso, 1997), pp. 168-169.
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31 Annette Leduc Beaulieu and Brooks Beaulieu, “The Thadée Natanson Panels: A Vuillard
Decoration for S. Bing’s Maison de I'Art Nouveau,” Nineteenth-Century Art Worldwide, Vol. 1, No. 2
(Autumn, 2002).
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% LY 2Ll “When | turn my attention to men, | always see ridiculous caricatures.” Vuillard, Journal,
July 27, 1984. =i [5F Michel Makarius, in VUILLARD (Paris: Fernand Hazan, 1989), p. 19.
Bopor= 7}?’1@@“ gt B R (R EIJTU:L_FI’ YN Garb, “L’Art Féminin,” in The
Expanding Discourse: Feminism and Art History, ed. Norma Broude and Mary D. Garrard (New York,
1992), p. 216. =¥ iE |57 Susan Sidlauskas, “Femininity: Vuillard’s Family Pictures,” The Art
Bulletin, Vol. 79, No. 1(Mar 1997): 85.
84 741 Chacot xﬁ"p@ﬁ i/[uﬁ’%ugq“'ﬁ‘jrﬁ FE[RY B 2R L 22 51 Rodolphe Rapetti, “Enamored
of Instability, Wary of Rationality: Hysteria—A New Expressive Repertoire,” in Symbolism, pp.
256-264.
35 }ﬁf/ MR I’ZHIJF%,\“:%H%J%'V‘* e AP N SHNES %“JFEE’JF” PJF%JJ‘"? = [fJ*?”lE%l*
FUFISREIE ”E[f:IEIFF[ TR 5 R HE P A i I),}g‘ﬁk ki@ﬁ )g?i/%f,ﬁ[pj 1=y El*” YVRE It
is this |nfaII|bIe Mother Nature who has created patricide and cannibalism, and a thousand other
abominations that both shame and modesty prevent us from naming.” Charles Baudelaire, “The Painter
of Modern Life,” in The Painter of Modern Life and Other Essays (written 1859-60; first published in
1863), translated and edited by Remy de Gourmont (Paris, 1893), p. 276. =T¥##] |5 Patricia
Mathews, “Gendered Body |: Sexuality, Spirituality, and Fear of Women,” in Passionate Discontent,
chapter 5, p. 95.
% Patricia Mathews, “Gendered Body |: Sexuality, Spirituality, and Fear of Women,” in Passionate
Dlscontent chapter 5, p. 123.

[f'JH'Jﬁ:t 36 - F1107 -

® Guy Cogeval, “Les Startégies du Huis Clos: Terriblement Célibataire,” in Vuillard: Le temps
détourné (Gallimard/Réunion des Musées Nationaux, 1993), pp. 52-53.
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Sharon L. Hirsh, in Symbolism and Modern Urban Society (Cambridge University Press, 2004), p. 246.
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Makarius, VUILLARD (Paris: Fernand Hazan, 1989), p. 16.
4 22 Fl Susan Sidlauskas, “Femininity: Vuillard’s Family Pictures: The New Woman,” The Art
Bulletin, Vol. 79, No. 1 (Mar, 1997): 97-98. ﬁ‘/ﬂ_ Guy Congeval, « Comme au theater », in Vuillard:
Le temps détourné (Gallimard/Réunion des Musées Nationaux, 1993), chapitre 2.
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1997): 102.
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Victor Champier, “Exposition des Arts de la Femme,” La Revue des Arts Décoratifs, 1894-1895, pp.
322-323. =T iEl [57 Sonia Fleuri, “Uncertain Interiors: Bourgeois Homes and Brothels Under the
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Pictures,” The Art Bulletin, Vol. 79, No. 1 (Mar, 1997): 88-89.
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i 2]
Stoneware Vase, or Conversation
Oil on canvas; 65.5x 114.5 cm.
Private collection,

courtesy Nancy Whyte Fine Arts.

“Album,” 1895.

Woman in a Striped Dress (ﬁ%ﬂ 3]

Oil on canvas; Vanity Table

65.7 X 58.7 cm. Oil on canvas;
National Gallery of Art, Washington, D.C., 65 x 116 cm.
Collection of Mr. and Mrs. Paul Mellon, Private collection.
1893.
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Album Oil on canvas; 67.8 x 204.5 cm. The Metropolitan Museum of Art, New York,

The Walter H. and Leonore Annenberg Collection.

i 5]
Embroidering by a Window,

or Tapestry

Oil on canvas;

177.7 x 65.6 cm.

The Museum of Modern Art,

New York, estate of John Hay

Whitney.

i 6]

Edouard Vuillard
Panneaux Décoratifs pour
D' Vaquez, 1896.

La Couture / La Table de
Travail

Peinture a la colle sur toile;
210 x 75 cm.Musée du
Petit Palais,Paris.
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La Bibliothéque

Peinture a la colle sur toile;
210 x 75 cm.

Musée du Petit Palais,
Paris



i 8]
La Liseuse / La Lecture
Peinture a la colle sur toile ;
210 x 153 cm.

Musée du Petit Palais, Paris.

i 9]
Le Piano
Peinture a la colle sur toile ;
210 x 153 cm.

Musée du Petit Palais, Paris.
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il 10]
Edouard Vuillard.
Dressmaking Studio |
(1% version), 1892.
Oil on canvas; 47 x 115 cm.
Private collection.

Cipi 11)
Edouard Vuillard.
Dressmaking Studio I, 1892.
Oil on canvas; 48.5 x 117 cm.
Desmarais Collection,
Paris.

ip 12]
Edouard Vuillard.
Room with Three Lamps, 1898.
Distemper on canvas;
56 x 94 cm.
Private collection,
Zurich.

[Q%\[ 13] [q*;.ﬁ' 14] [Q%\l 15]
Alfred Natanson or Vuillard.  Photograph, c. 1900, Photograph, c. 1897,
Photograph, c. 1898, of Thadée Natanson and his of Misia Natanson with
of Thadée and Misia sister-in-law Olga Natanson Edouard Vuillard’s
Natanson in their rue in the billard room of Embroidering by a Window.
St,-Florentin apartment, Thadée’s home in Salomon archives,
Paris. Villeneuve-sur-Yonne. Paris.
Bibliotheque Nationale, Salomon archives,
Paris. Paris.
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