RER LB

G LA

fi& Gwen John FYEEIlT S SRECHAEZER] ~ 2ha ~ RAVESHEN

NS 2 e L

—. Gwen John HEMTRZLR

1899 4ESelf-portrait [ [& 1) FE— &2 HE AL > Gwen John &5 B i & »
REIHAE > TR0 > IR DUBARARTE 215 (8 2] Wit sy R b It
— W FE 2 EERGwen John¥t H S FHANVEFE - MR LR 2k Y 24
flir KEIEE 2 » R2ZMEREVER - HAEmPRZEBE U BRI ENZ
o SR BN B G B = A ENIAREE TR 0 I E FIGwen JohnE{E LR
N 2t {Ears » AR B (e bh— e a3 e s — Iy (I8 A - JEURS A S
HURBE NS E BN SRR FHEA SN2 HE P e B F K -

1876 FEGwen John4: A s Haverfordwest » HEf 757 th3 — » 1876 £ 4E R

=B Augustus Johnil 1878 4 H! A Ak k Winifred John» 1% 3t 73 Bl ak Ry o5 57 B o5 4
X o EEASCHRINEB Z T » = A&l EEKEE > AugustusEGwen T 1894 4
B 1895 F4:1%#MThe Slade School>kKE2 » EfifAFred BrownEiPhilip Wilsonfq T »
SladeVE T E LUF EE R A » HIIENEAEIR4EE - FFEGwen John 71
FyWinifredFirERY 248 1] LLEEEHGwen Johnfie/ NEfag =8 AR FH A= A RV 2l 58
TREES RS B HE T E A 0 #E A The Slade School > 7% - iR A —EF[E)EE 25
A ENETFEAEEE - FRAlFRENSE 240 SRR A NS B A8l =
GNES A I AR BT 0 1898 AE 1899 AERHFE|AR A Whistler £l T7HY
Académy CarmenZ:3 » 1900 4 7*New English Art Club (NEAC) EERIEE M
HEF| 1903 e R H AT - NEAC—E B M3 R iV 21507 » 1903 k{52
B/ A Dorelia McNeillZB/EE22 » —H % 1910 47 FJohn Quinn& B Aij » i
48 LABEATAS R SRRy 42 2 78 > Mary TaubmanfE 1980 F-({KrGwen John{F i (A%
&y Ry =1 : 1891 4FZ% 1899 FEHFEIELALNGHY - [ A Slade R BUE R 48 E
(drawing) B EE EEHOLET > T HEEREARAE AL > 2 E(EEHE

FEAF 1898 FFF » Gweni&s e TIF= - ZFZEH#) (James McNeil Whistler,
1834-1903) fFta3i (tone values) AYELEE ; 1899 FEF( 1912 FEAVHEZERHN » o=
AN RS TRAY T SR - SR LIRS E R R - EfFAIPortrait of

! Alicia Foster, Gwen John (NJ: Princeton University Press, 1999), p. 15.
2 Mary Taubman, Gwen John, the artist and her work (Ithaca, N.Y.: Cornell University Press, 1985), p.
23.
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f et MARE D GwenJohn s E R R A2 B - A R ROEHER

Doreliaf#it 4l L EEFFH B LR HA S KB » PRI HASE B E Sn bl 2R S 170 4%
18 1 1913 2 1RAVEEEH - BT oA ERGERE » BIEBEIAEE/ NFE
NI EY B LR N R ER B E &R 2L R A RE T2 Al M E i » EERFHH
TEmE AZTEE R » B 251 2 PR [E = E R B R AR (UMK - T AR B B G
TAEE R ER - - ° BiGwen John[EI% AV £ T2 Wyndham Lewis{&45Gwen—
EERREE T - R A T2 BAR R AR 20 2R e b TR
Tg ¢ YL THE @R S PR S HEAE T2 2R 0
X5 [ REEREE B S (5718 » e RTER - A aE H A R ST R R AR A 9%
ftMary TaubmaniJ &S 53 BAH > FAFIFELT ] RE—(E S I Gwen JohnZir 52 1
% EERREREER T ZEL  #E e g T R/NE LR &6k
EIS B aiey 1k > FE P EN SRR - A\YEFERA - NWARE
S B 22 R R A o o

ILGwen Johnfly&ssr By 28 %k > Cecily LangdalefsiGwen Johnfly B E st [E 2
JFRGwen Johnify £ Al /E R B A Bl E A E B (% > dhiad FsGwen JohnfE 52 4E
SEP RSN BB - R EREREUS (AR EM AR - Em A2 tEAe e -
FNSE B A E R R ASE B {FHEGwen JohnfE S ¥ S | B 4 MR E 1Y 5
R && (reticent) ~ Z75% (quiet) ~ fitith (subtle) ~ 4% (private) FHIEHFA L
MRS BV FIRAREH N FR AL B Gwen JohnfEmiVEeRE » Tz L&t B BN EE
i 55 [ OB A PR BS B 2R 5E - ° AL 0 Langdale #8387 (B¢ R fEAETE
H R UM iy Gwen JohnfZ 52 » #iFmsEEEM HE HE A0S - 2RTFEAR
BERENZRERE > I iR EEE M B H 5 4 R SR Ees » B EMm
W I BAE — A L Bl RIARES 2 > 28T > Cecily Landgale®? fGwen
JohnfE&fishh Tz § B FcATR B B ¥ MATIEE 0 (BT LEMR
Gwen JohnfyEEfiar st FUEE T N &2 % | (interior life ) » 32 —Bh 0] DIgEAT
FERA I E F > B R IERT | ;K7 ° Landgalefs ! T Gwen JohnfE &L

% Mary Taubman431J4E - Mary Taubman, Gwen John, the artist and her work (Ithaca, N.Y: Cornell
University Press, 1985).

b N E AR RITEEE > SERJECSCAI T - “Wyndham Lewis, whose art was so different from
Gwen John’s, nonetheless appreciatively observed at that time: ‘the personal world of this departed
woman was chaste and bare and sad. These little fragments of experience testify to its beauty, realized
by means of the ‘science’acquired by her in the ‘Atelier Whistler’.”§#5 |5 Cecily Langdale, Gwen
John: with a catalogue raisonne of the paintings and a selection of the drawings (New Haven: Yale
University Press, 1987), p. 121.

> “| may never have anything to express, except this desire for a more interior life.” Cecily Langdale
and David Fraser Jenkins, Gwen John: An Interior Life (Phaidon Press and Barbican Art Gallery, 1985),
p. 12.

& SRS TRIEE > SERJE SR ¢ “It would be a mistake to claim too much for her. She
was not a major historical force, affecting those who followed; she neither set new problems nor
discovered new solutions. Her art for the most part turns its face from the greater world, choosing
instead to explore shy corners of feeling. But in the riches of that ‘interior life’, in the beauty, integrity
and fierce resolve of her work—in the whole brave isolation of though perhaps a minor one, she must
nonetheless be acclaimed as an enduring master.” Cecily Langdale, Gwen John: with a catalogue
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REFF ¥z Y

w2 iE ) REOHEREE o B SGEFNTEER B T8RS - 58 FGwen
Johnilf ;¢ A R RN iT ¥ B M A R E Y » S5—I7H A1 X FELYR0 Ay 2y 52 %
Gwen John## 245 - HElrir B/ A {75 » LandgalefGwen JohnZifi ik
HIRFEE SR BN EVREE - 535 > LangdaleFrfs iy NAE 4 ERR T H5H
Gwen JohnfE A K5 B &g 25 Y ANAE I A > TR BT T E a0 DA e B 5

"Z=NE | (interior painting ) YIRS - a7 R EUA A AHFIRT S PS4 S iz (E(E
HyZE N » LandgaleffGwen John{E i HHER B N AR MEER RN Edfilr 2 i M1 - 22
TERHE dm Bl 22 M A A Y2 R (E Gwen Johnfitil = NV FEARSS - HA
e384 i Gwen John'z NEVAIEN BB 2 E » 05 2 FEZ DA R REERERYAR
B & FGwen John{E fufT s B A e » k2 s FEZ & smGwen John{E i1 {a]
(o FEth P4 R By Bl (4 - ] s B BV AME - 48451 - Gwen John
Y2 N3G A H Bk ~ BN 21 2 f— AMEAECE/ANER - DIk
B R HI N RER OB S 2R BLDUAR DL A EE 4R 52 2 s B 4E ARG - 1T DAZA
BT R ME R RS ~ i B B s BB -

1990 “FfLAlicia Fosterti Z5Gwen John4s A FNEAfiT R I 52 » it =5 22 A i 52 Bl fiy
-~ BTy EEE =T LR 2 30m 0 EFHGwen JohnfEEAR - &0 H T
e AT 2t 2 AR TETDRE - (F By — Ay BE s BR IR A iy 20 BT 2R
A AN BE Ge bR i A8 BB MR A SRy RS (e EE B Ay el L 1 DA R
iR E N BB B 4 B T A HAE S I > Fosters? FyGwen John R H i1 & B &
v ] O R Sl P B SRS A B AL s Ry o8 TR R L b PR A A MR AR
G > dh—2E 1980 FFARER TR A H ERYEHI SRR 2 > &8 HHZE#Gwen John
et 5 R R R B B R RIS T P % BB TR I E o
TN 207 MR E Ry BB K R BT e 1T L 3 T [ (5 > DAZZ MR AR B B s 1
M ES > ® #= 2 Gwen JohnfyEEATHRET (£ & 2 HE A BIEHE - TRZE
BB R B P AR B3 - BT 2004 4F - BFWIIORALER
Gwen JohnZ2E 55 Augustus JohnfyE AT » BT B S 0Gwen A HIMERITRET -
& FHEE A Gwen JohnBy BT R AR R M: » TRE— T HRFEGwen JohnfE iz T 22 BT
RTEEMEERRAE - ° ASCEALIGWen Johnf I Z T8 Bzl » #Est
M~ SREEZERA RN e ENEANS R

raisonne of the paintings and a selection of the drawings (New Haven: Yale University Press, 1987), p.
23.

T g R T Jonathen Culler #2“Identify, Identification, and the Subject”—=z HE Tt K HIRE B
& (agency IE-& > FAZET 2w Gwen John Qa3 38 fnde 22 H B T ER[E 82 5 {7 2R[E] - Jonathen Culler,
“Identify, ldentification, and the Subject,” in Literary Theory: a very short introduction (Oxford:
Oxford University Press, 2000), chapter 6.

8 Alicia Foster, Gwen John (NJ: Princeton University Press, 1999), chapter 2.

® Edited by David Fraser Jenkins and Chris Stephens; with contributions by Tim Batchelor, Gwen John
and Augustus John (London: Tate; New York: Distributed in the United States by Harry N. Abrams,
2004).
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La Chambre sur la Cour [[& 3] £ Madame Vuillard the the Hotel des Ducs de
Normandie [[& 4] 7EZ5f &% ~ €l - 2LafFE AT ESTIE 2 & - JuHIRA
tmEHENENHIE -

La Chambre sur la Cour thf—2zFRIACHZE /AN EN N SeH
EEIHIRERER - WAV ZEE T G 0 A EASARVEEAR C SOREE
B ~ AR ELAA RS - BRRAVN R &R T G 2 N 1R = S22 R - 1R 4%y
BEES—BERENE - BlEE S EIVEEE o 1AL - Gwen John EiEHE
ZERRVAVE S - =S NI’ A - B YURVFaEEE s 2 SiEsER
T NAEME AT BTk 2 iR - PNAEME o] DATE B AEE T i T Y 25 N 2] TR HEELR
HEHEFRA S  8UEH— (S5 DR A T AEE & B T8 Gy 2EHE &N
Sl s REE P A=A - BN A #d i n] g eE A8 5 — R
7 B 7 IRy SR E S LR R A N (E R 22 MY - TN Ein Bl LAY HINBIEE A
BN G CEE > BN B A BB AR S E R FTAE -

“Enifd (Edouard Vuillard, 1869-1940) i1 Gwen John 5 BIfEENEE » ¥ftE
7 4ETEEREY Madame Vuillard the Hotel des Ducs de Normandie {E 551 Madame
Vuillard EiEG 5 = B AR [E 2 2 A 22 RO > B/MAIIIE SRR T =4
&Sy - 1 ENERE IV - Madame Vuillard 5# 8 LRz K12 > W5
REHEAHNREGE R A T &~ B~ BRI RS 2 R i R R 2
i B A AR S IA A B IVE R o S e e L AR
NEAZE R IRL > 108 B ECOHBUER HHVAET At iEdE S AEE
RS RA BT A B B O Y S E ] #EHE RIS o dEnn F R OB
SO ~ B ] SR B 2 P IR 45 R (B o > HOR (R IR AL B 7 B B BT R (o Y &
a7 0 TORRER B 25 ~ 0 FH 2 [ Bl 2 T R3S B B 2L - 4fEnn R ok A\ AE4Enn Ay
WEAEYEEE AT Yol DI HE £/E T AY) RETEM - FErEES
BUMETiE R AYTFE 0 B Gwen John R BEERF EEVNHE—8 > KESHHE
AEPEEEYINT BB SR S H R B e N S R E N E - HE
B A L TP B R W ST & > SEEIRDEMESR T TRE S R Efir o i 5
HE EYRVER -t ] sepkii H & EYPERL - (EIFomald Fy B 46 H e RYEEES - HhE])
FEHFTHENY Gwen John Eilgf 5r FHI/E Sn R B 22 f 00 B2 e B i 2 i (19 58 A
Bl -

Alicia Fosterf¢EmE LS > B4 E "2 i drdld £ 2147 ki
i end A A e BEZTRFAA T G oo Vi g%ﬁﬁ%ﬁﬁi‘i % %;t,?r i
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ok b NS B B BTG LG - 3kehd AT G o ' Foster
HRFEE [P T sl B IR LB S R SRR E Y JE I B 17 - Heather Mcpherson 7yt
S o R B B TR B G B B N SR R R UM R AR B R » TR DAl 588
BN 2R B HE AL 22 - DAEio R iV E Z s B HRIE - RANTEM:
8 5 R 222 RERIVAITE - ™ Mcphersonfé (kR & S S B R & T IRL A sl »
i 1 RN ER ARG Y 23R - i H A SmMcephersonz (S AT E 32 F (G E Bl = N &
HYARTE] - A R E 4 e B S aiR R 2 PR 20 OB AR B MR 4 oo F AV 2EEf
FFE SR BNIEMENFRE » NIEME AR 2245 - Alicia Foster £
McphersonEBHE4E 5 F {F an 2 HP AR R E A Ak (L R ASEfitE YR TE - EFS
amYE - (FREE T EVRESTR - Gwen JohnEREUR[EI4E s MAYIEE » {Fim
SRS o EHRIE AR Y RS S BRI - (EYIR R = | A 5 SRVt
TR B i - 20[E G-Albert Aurier By i 47t 5242 T 25 i RIf o 3 25
(decorative ) F3F56 - BEaf4EE DIUEAE - BAHBIEL S ALANSH - BME Y B
FEEURIAV B W AT iR 2 N BEERFFE TS BT R A F AV e = R
DUREt: Ry R 28 B - (Mg S B R SR - EaE I+
RGO R AVE R A RE < 5 2 FRERIRYIES © Gwen JohnBa4EanF Bk
BV T R[E]F2 » Gwen JohnfyLa Chambre sur la Courtazfi5rHH » EMFRIRIFZE s
THYZEEEE %1 > 4EThEE 'yMadame Vuillard the the Hotel des Ducs de Normandie)s
Fethl o IR NI 2E AU IRN - W I (SRR AT e 55 B4t 4 1 8 FH A B Y 2R
% ARMEEI AT RESZE A ERYEE - {KMcphersonfyE 2% - 4o lEEETE
HERARRE 0 - 2ifla h—eiyeE - MREEEK  dEaoflEdy

SAHIEEREZARCEE T 3SafitE - AR E Ay ZEHEL - Gwen JohnFIE ERRSEEM I
BHZE RV AT b 2Dty A T = A SRR RET -

AENENZER T 2T Bhei - BT ERESEE) - fEENEE
B SRNEAEE - BRSO ER B - HERR |KEHE
TR REHRIR - REESE > BNZEFEBEBEARBE » EAEET ] DU
P EERY TR N ACE - B R MR £ R FAR T B S = N Z= VR R 250

0 S B SR A I ENEE > SERLE ST “Vuillard increasingly played down color contrasts and
focused instead on the tonal similarities of different objects: his painting technique unites the variety of
surfaces on his interiors, such as the lace curtain and Mme Vuillard’s blouse. As Andrew Ritchie noted
in his work on Vuillard, This emphasis on tone suggests an affiliation with Verlaine’s poetry (a 1928
edition of which is among Gwen John’s books), particularly the poem in which Verlaine dismissed
color along with the rest of literature, distinguishing poetic expression as concerned above all tith
‘nuance’. In Vuillard’s paintings the identity of individual things is evoked, but is secondary to the
decorative plan of the whole. His weaving together of a variety of spaces and surfaces into a unified
tonal patterns was likened to a ‘rich oriental carpet’ in a 1905 review of the Salon d’Automne,” Alicia
Foster, Gwen John (NJ: Princeton University Press, 1999), p. 50.

11 Heather Mcpherson, “Proust and Vuillard: The Artist as Metaphysician,” in The Modern Portrait in
Nineteenth-Century France (Cambridge: Cambridge University Press, 2001), p. 176.

2 G-Albert Aurier, “Symbolism in Painting: Paul Gauguin (1891),” in Symbolist Art Theories: A
Critical Anthology, ed. Henri Dorra (Berkeley: University of California Press, 1994), p. 201.
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% frenb AR D _GwenJohn (hEF R R E A2 R - A R REHER

PTG A 7 T30k 22 M R R R A A S MRS - RIS 22 R iE4e - %
-~ FE - SEADIRENE RS - flal&ye (Edward Munch, 1863-1944 )
[yThe Street [[& 5] EiZAnxiety [[E 6] A2V R LR AN REEREH
REIED LEN(E S BRSO EARBERIERK - Oatrucua G. Bermani DL " 2
R 35+ | (site of disorganization) T LHACHTZERL > B EEARE A
PERVSNER  BELUE S EHEE - flE e AR AR EIE B E 4
ERAVR BLARRE R R AN 2 SR BB E ZERIAEL T A ([Ef550R ABRIYZ -
E—E A A e B A EREINEREE ? BN - EIE A ER P AKE SR AR
SESFTALENE RIS T B LAV REES T - Patricia Mathewsfi 1 1 TH4C
ST ZE R By T ds s | (sites of resistance ) » Y (A 1B REREEHIRNE
{EIVEAR T F g - (EAEDEEIHRHTIE K B ISR A ST L EEESE - HY
R EIE A 22/ > M B AR A TR RR4 - (L I 22 R B M SRS st TN
TAFHEAR T RIEEAVHE U L HESUEEEE AR - (B A SRR ERAZE
NI AV RS M R B A (AR HE LR LU U KA IME S -

PE—FE RO N E AN ZE 0TI MEaif e T A 2 g 0 oo
Ag A DSt RE 2?0 P REMELETI S E A BRI BRI % 0 fEGwen
John#54EFF (Auguste Rodin, 1840-1917 ) fy—#ieRASCE S - Bl s kil
= N2 IR R - FE(ET > #hblMarie £4 15— R fATH R Iulie
M-85 005 - FEEEST 2T o 7EGwen Johnfi S HYRUE T MariefJf#at b - AR
2IRIERRE (eroticise ) » FEfE7E ~ S5{iT8E ~ WIWEEE (café-concert) 745 5514
RSN 5 - M =2 B EMYFESRREN G - EEZBHE 5 REsy
BIEVIRHE - M EEAEH O EHEE - Marielp A8 O SReEEHE iz
AR Y BEREIEER - E 2R LS B S E R T A2 R E B
[E] TR ZE AL o i 20 B PR A S T S0 AT = > 15 B = 5. (Paul Gauguin,
1848-1903 ) — £ FRIRMZASHIVE m{EZ—1 - Gwen Johnf4E T Hh—1 & &
& > SRt ZER 2 A A EE IS BN I B 222 R HR AT B AR B e 71 21
S—EE DEBMAEERD EEAB2MARNE > HH S P E T EES T
e TR K ERIERAS 0 B S EM A SRRl > BlE A SR AR G
8 > Gwen JohnZ 211 AR AR (G B 22 ] B RIS AR 2 il B B g 22 Y
TR =

3 Ppatricia G. Berman, “Edvard Munch’s Modern Life of the Soul,” in Edvard Munch: The Modern Life
of the Soul, ed. Kynaston Mcshine (New York: Museum of Modern Art, 2006), p. 42.

4 patricia Mathews, “The Symbolist Aesthetic in Context: Commentary and Critique,” in Passionate
Discontent: Creativity, Gender and French Symbolist Art (Chicago: University of Chicago Press, 1999),
p. 31.

15«1 don’t make portrait, | paint people in their surroundings.” 4 [E5E 11 > & 176.

O OHpRERE L H 4L -

WO B AR A IENEE  SERE T4 R ¢ “In one of her letters to Julie, Marie writes of both her
body and her room being “clean and pretty’ in anticipation of a visit from her Maitre.” [E]zF 16 -
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1904 FFERY 10 2 fH - Gwen JohnDUE(EAET Sl DAAERF AT - ERFHE
R 5L EL AR 3L > AP GR BR B 17 22 AR B EHE 4R - ° Gwen Johnfy
Self-Portrait Nude [[& 7] £Self Portrait Naked, Sitting on a Bed [[& 8] *° &fifise
RE R - NEVREOT - M5 8RR ETECE P I - BCEERIE
AH A FEFE S ERTRE ZZ RS A A & 2 EBIACELE 2 H BIFE
I8\ > 1238 Gwen JohnRHa IFHYRLRR BILPR M2 AC SR VA F-Fa R i bt — A1 B B2
HIAC R, » &7 SEHY R M — S Rl AL IR I F 22 A 4R (R T B2 s 23 FH T 22 G
MRz AAA > IR DUSUE N BT EERE - TR R 2SI iR ET -
SR FT BT R AR REIR AT BB 0T blE - A P ER TR E A - (KBE
HIEREHRIE » (2 E B2 PRI LE » Foster i 45 i GwenfSelf-Portrait Nude
PEAE -

AR - B PSR RFAT G p TS EERED

v@ PR L M NE S W F R i KA B
A ROEE RN ERFLY o W - kG Mg hT FoRan - L
AT FEREEE R AL L PEFEREH D Lok e
EARCH R 2 #Gwen Johnk i » 3 E P Afrizdt ¥ iuk W
iAo

i i

Foster $2t} 1~ Gwen DI 5 BHI S 8GN BEEMIR L —s2kE - EER AR
HEVEATITHIRERA - 2lr s iy B0 E - M B FEEE S T IMEERE - B G
EIURE A S A | B W E R 4 FH LB S A\ Ve —HYEER (visionary ) F[E
PAIRAYIREGE 7L E 22 H #Y Gwen EXEAFLE IR - W2 Y am B—aVias - A
HBHVER TR » FErRHY SRR B AV AREE M A GBS HHTRERR - F3 S
TEREEZEEGRGRIDOERE  FIRBERHER & - SiirEEA - BIfFEH
DIFREH 489451 > Odilon Redon (1840-1916) [ Closed Eyes [ [& 9] - Wojciech
Weiss (1875-1950) iy Chopin [[E 10] Ed& 3¢y Geniues: Ibsen, Nietzsche, and
Socrates [[& 11] H7rm] REPSUDREE » 15 1E 48 BPAEEIRISTHY E 7 > Gwen John
R RE T EFEEHHENEE - B IRE ZIRGEEAZE AN OEER

' 4l B ZEST ~ Mary Constance Lloyd #& (TR 53 » HpERFE 1> H 31«

¥ Gwen John fii/DAESEED B B W BT RS E MBS (B S EHP R ER TH
BhoTBE TG 13 B 25520 534 B L4238 h& P o REABT A LIEH
Gwen John $F7R 5 ERG/E LAY EE TR - M8 I AREanHIRAE Gwen John By 4= FErh 28 — [ ERAUHAE
AR » fEERIAN 4R M@K EERMEIES VK » ARERF A ~ R s AT
HE > Alicia Foster 1Al Self-Portrait Nude 72 {4-/E Lk 2 17 % Gwen John B E G EIIYERE » 48
GEARER o SHETEREMEE AT R EE T Ry Gwen John tHSEESERRAVHT T

P EEREL H 32
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PLLEE 2 IRARET 5 - B SEE SR BLOEHSCHE Y > P R E
AVFER » AL R e LB A - 555 2 » FRAMTEEGLRERY Gwen John 25 ¥R
B E SREEE - Ea]DFIERE - PHIRAY B A REE R -

TEfRE MR S AT ég = H B ARHS B (4155 » Fosterill A~ 7 FsGwen JohngEfe H
HERAS = P =G H A WiV REE R T SR BIfER: » BITEEIIMEREE
I EaERES > DEEFHE LIRS » Kirk Varnedoesl By o FH (ol 25 6
WML SHVEA AT - SCAMVEA E 2R 5 SSYERVEZCMERY 5 SR EC R A R B/
WIE > 2 S B EEFME B R A S E HALE - A EFostertJ3:
FERAEEE T Gwen JohnX{n[ FFER 228G - T E B akamFoster TRl A HYGwen JohnH
(wolE] > Fosterfysa R~ H 25 I s RE ORI M i il B AR EN SR i v
1 720 S A R tiifg 2 I > S MERIFT RV E A S MR - S 2 LR
4 S BB E (M R S T F Bl 1Y — REIs > Horp ME &R u e Ry A1
R BER g 2 T EA R B Y A E B Wl B G 2 e Y E Bk
i~ AMEELOVE - I EHY S GBI A TA S T BB AR E > e AL ARG R
HIPAR GRS > Gwen JohnAHEECHFECE: - T8 & ikt L+ R a)50 2,
A G 35 B L 48 hE Y > P E—EEEE LS| H{RodinELGwen
JohnWi & B A > BF P RAGEFIRNVEE - FERHein s EEiRE 288
(EEEEN RV ERYENR - 225 | HEEfTHYE A B GRRAV PR R -

B R RED T S —(E R - B Gwen Johntd By 2o MR bl A 2
W2 ME I — 20T SRR AR H HiAE Patricia. MathewsfiE M4 LB BSERET R 2B 45 Y 5L
AR BEIEEIRS - SUF 2L N BEE 20T H R 4H PR AR EE o SLEE R DASE M A
Rerho Oy El G s = FE G s feZe R ENIES T Ha i s [ 2 R E AR
ERVERE > 2R R B A bE B A R MR RE e - (E SRR I
— MG E RIS 28e 5 S IVREEN I - H > (B EREE > Pl E A Tt
=FE A SRR E G2 - P ME Y A S B A B
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21 Kirk Varnedoe, “Modes and Meanings in Rodin’s Erotic Drawings,” in Rodin: Eros and Creativity
(New York: prestel, 1992), pp. 203-209.

22 “The making of the portrait’ begins ‘1. The strange form 2. The pose and proportions 3. The
atmosphere and notes 4. The finding of the forms’.” §#5 | Mary Taubman, Gwen John, the artist and
her work (Ithaca, N. Y.: Cornell University Press, 1985 ), p. 29.

2 Ppatricia Mathews, “The Symbolist Women Artists: Practice and Reception,” in Passionate
Discontent: Creativity, Gender and French Symbolist Art (Chicago: University of Chicago Press, 1999),
chapter 5.
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Ry T EBlTH Ry e > I BT SR BSAE SR EIE (B arram k ? A
A APE e ) [[E 17]) S5 5 BIHE - IIELUERH - EER
BR4R ~ BRI B e e Rl R e R R E N T4 - B RE(LAISCF
#(5% > Debora Silvermannfifi [t /FE = 5 1897 4F 2 1898 & {E R L ECHY
B5% S E N W GBI - $ X FREEL - B EEPuvis de
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EZ EMEUAIHREER  RBUE S SRR eV E G 24 - MRl R
RV ZE A SR 38 el R B UL BRI EiEE = - BN
TENFRIAER NI ASE NAEAEJE (vie intérieure ) 714t 1926 FEAY{EEEH > Gwen
John—=~F Rttt Afig%Maurice Denicerly—FkaE - BE R HFHRARRE - ¥ i
HIsR L E G e AT Maurice Denice fy ABf4g VLR o

HERMA SRS EnaBB N EE SIS AR B S HYREE
St R EASUEREEIERERZ b R L H M T 2R R R AL
B UHEWERAES T L TFIHENMIE o mA S HEERBOTAAE - (Faf 18 i
9% ) FLFIZERAE Aurier & N EALEAY

% “|t is logical to imagine the artist fleeing the analysis of the object to protect himself from the perils
of concrete truth. Indeed, in reality every detail is a partial symbol, irrelevant most of the time to the
total signification of the object. In consequence, the strict duty of the ideist painter is to make a
reasoned selection from the multiple elements of objective reality, to use in his work only the lines,
forms, general and distinctive colors that enable him to describe precisely the ideic significance of the
object, in addition to a few partial symbols corroborating the general symbol. Indeed, it is easy to
deduce that the artist will always have the right to exaggerate, attenuate, and distort these directly
signifying elements (forms, lines, colors, and so forth), not only according to his individual vision, his
subjectivity (as happens even in realist art), but also according to the requirements of the idea to be
expressed.” HE[EEE 12 - H 200 -

26 Debora Silverman, “Gauguin’s Last Testament,” in Van Gogh and Gauguin: he Search for Sacred
Art (New York: Straus & Giroux, 2000), chapter 12.
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Gwen Johnlél’\j%?kﬁmﬁ E 1913 FHARKK FHGHiGHE - g EE L - FH
sEhpyctt - HOFEZE - 8 1910 FREWEEHESEAFEEE LI E—
/%@JU\?Q%EP)\E?Z%IE@%%J\ K¥ - BE BN BRERTTESBANERE » 1%
FHEE TIEE @ R/KR » 1920 IR IE— 514 S B @ 2 4
S s I T M B BB RE i » AL B DR S P Re e T Y EE
o R AIEREA AR ST B A/ER 1920 4E48fINuns and Schoolgirls Standing in
Church® FIUEMHUE (i 16 hf %) A BVERE B 25IERFER

BN EEEISIEIE > FOrSEREEYE 40T ¢ “Far away on a fabulous hill, its ground a
scintillating vermilion, the biblical struggle of Jacob and the Angel unfolds. While these two legendary
giants, who from a distance look like pygmies, engage in their formidable struggle, women watch them,
curious, interested, and naive, doubtless not fully understanding what is going on over there, on this
fabulous purple-scent hill. They are peasant women, Breton, to judge from the width of their white
coifs spreading out like the wings of seagulls, the typical multicolored patterns of shawls, and the
shapes of their dresses and jackets. They are in the respectful attitudes and have the stunned
expressions of simple creatures listening to extraordinary and some what fantastic tales retold by some
revered, unchallengeable fabulist. One might think of them as being in a church, such is their silent
attentiveness, so thoughtful and devout their demeanor; thinking of them in church, one might imagine
a vague smell of incense and prayer fluttering around the white wings of their coifs as the respected
voice of the old priest glides over their heads...Yes, of course, in a church, in some poor church in
some little Breton, village...But then, where the moldy green pillars? Where are the milky walls and
their diminutive chromolithographic stations of the cross? And the pine pulpit? And the old preacher,
whose mumbling voice, to be sure, can be heard? Where is it all? And why, over there, far away, is
there the soaring flank of hill whose soil appears to be a scintillating vermilion?” HEEREE 12 » H
195-196 -

2 HipE[ElEE 20 B 158 -
O HEEEEE L EH 60 -
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[[E 1] Gwen John, Self-portrait, [ [E 2] Rembrandt, Self-Portrait aged
1899. Thirty-Four, 1640.

[[E 3] Gwen John, [[E 4]) Edvouard Vuillard, Madame
des Ducs La Chambre sur la Cour, 1907. Vuillard the Hotel de Normandie, 1913.

[[E 5] Edvard Munch, [[E 6] Edvard Munch, Anxiety, 1894,
Evening on Karl Johan Street, 1892.
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[[E 7] Gwen John, Self-Portrait
Naked, Sitting Nude, 1909.
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[[E 9] Odilon Redon, Closed Eyes, 1890.
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[[E 11]) Edvard Munch, Geniuses:
Ibsen, Nietzsche, and Socrates, 1851.

[E 8] Gwen John,
Self-Portrait on a Bed, 1908-9.
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[[E 10] Wojciech Weiss, Chop

.,

in, 1899.

[[E 12] Millet, The Sower, 1850.
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[ & 13] Paul Gauguin, [E 14] Gwen John, Nuns and Schoolgirls
Vision after the Sermon, 1888. Standing in The church, 1920s.

[[E 15] Gwen John, [ &l 16]) Paul Gauguin,
Portrait of Mére Poussepin, late 1910s. Agony in the Garden, 1889.

[[E 17]) Paul Gauguin, Where Do we Come From? What are We? Where Are We Going?
1897.
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[[E 18] Gwen John, The Convalescent, [[E 19) Gwen John, The Seated Woman,
late 1910s. late 1910s-mid 1920s.

[[E 20] Gwen John, The Precious Book, [[E 21]) Rogier van der Weyden,
1920-6. The Magdalene Reading, 1440.
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