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    In an interview in L’Echo de Paris, 1891, Stéphane Mallarmé complained: “Is there not something abnormal in the certainty of discovering, when opening any book of poetry, uniform and agreed-upon rhythms from beginning to end, even though the avowed goal is to arouse our interest in the essential variety of human feelings! Where is inspiration? Where the unforeseen? and how tiresome!”[1] In his comments on poetry, Mallarmé laid out some of the aims of Symbolism in art too. 
 
      
 
    In this essay I am going to discuss the origins of the Symbolist Movement in France in the second half of the nineteenth century, its objectives, and the place of three key artists, Gustave Moreau, Odilon Redon and Paul Gauguin, within the movement. For reasons of space, I am not going to consider in detail the overlapping and related movements such as the Salon de la Rose+Croix. 
 
      
 
    Symbolism in France developed in the second half of the nineteenth century against a background where Realism and Impressionism were prevalent in art and Naturalism in literature. As a movement, Symbolism had literary roots, particularly in poetry, and in that respect it was similar to Romanticism. Indeed, Edward Lucie-Smith argued that, from a historical perspective, Symbolism can only be viewed as a part of the Romantic Movement’s rejection of the idea that reason could solve all human problems. The implications of rejecting reason were profound. As he put it, the “validity and authority of the objectively perceived world having been called into doubt, subjectivity inevitably triumphed. Men now looked within themselves for guidance.”[2] 
 
      
 
    That looking inwards also involved looking backwards, to the art of earlier eras which was seen as purer and more spiritual than the art of the nineteenth century and contrasted with the Naturalism and Realism that the Symbolists rejected. Renaissance art in particular contained a use of symbols that fascinated the burgeoning Symbolist movement.[3] Albrecht Dürer’s (1471-1528) Melancholia (1514, Fig. 1), for instance, includes symbols with clear meanings that are easily understood, such as a purse (wealth) and a key (power), as well as symbols that can be read only through careful examination, such as references to the mechanical and liberal arts. Like later Symbolist art, it therefore includes messages intended only for an elite. In addition, and unlike most art of its time, Melancholia makes clear reference to the artist’s own inner struggle.[4] According to Renaissance philosophers, melancholy was a characteristic of the artist in whom imagination prevails while Reason was the preserve of the scholar. 
 
      
 
    Traditionally, the meaning of a symbol had been determined in advance, enabling a work to be read like a text, and the role of allegory and symbol had been mixed.[5] Giorgione’s (1477-1510) Tempesta (c. 1506, Fig. 2), however, is deliberately ambiguous with a number of possible meanings alluded to so that, as Edward Lucie-Smith has said, the spectator is forced to “complete the work for himself, with some element which he discovers within himself.”[6] As in Symbolist art where the symbol’s allegorical and symbolic functions are separated and the symbol operates independently, the results are unpredictable and may vary from person to person.[7] 
 
      
 
    Symbols were also used extensively in Romanticism, for instance in Francisco Goya’s The Colossus (or Panic) (Oil on canvas, 1808-12, Museo del Prado, Madrid) and Caspar David Friedrich’s The Cross in the Mountains (The Tetschener Altar) (1808, Fig. 3), where they are the principal elements in the composition, but in Romantic painting they tend to lack the level of ambiguity and mystery necessary to be called fully Symbolist. Nonetheless, it was the great Romantic painter Eugene Delacroix (1798-1863) that Charles Baudelaire would later draw upon in order to elaborate his theories of aesthetics that were so influential for the Symbolist Movement. In his Salon review of 1846, Baudelaire described Delacroix as using nature like a “vast dictionary, whose leaves he flips”[8] incorporating a rich mix of metaphors into his paintings that generated unpredictable associations. Of the unreconciled ambiguities in Delacroix’s work, Baudelaire asked: “What is this mysterious I-know-not-what that Delacroix, for the greater glory of our century, has translated better than anyone else? it is the invisible, it is the impalpable, it is the dream, it is the nerves, it is the soul.”[9] Delacroix’s use of colour, his expressive painting style and his attraction to the exotic and the world of the imagination, seen for instance in Lion Hunt (1860/61, Fig. 4), all found echoes in Symbolism through his painting and as his ideas and words were propagated through the writing of Baudelaire.[10] 
 
      
 
    Symbolist ideas in France first began to coalesce with the publication of the novel A Rebours (Against Nature) by J.K. Huysmans in 1884, which through its hero, Jean Des Esseintes, praised the work of Gustave Moreau and Odilon Redon. Esseintes is an exceptional individual rather than a downtrodden character from a Naturalist novel, and he rejects the banal so-called “progress” of the modern world in favour of a life of personal exploration. The character was based on an amalgam of Huysmans himself and the notorious dandy Robert de Montesquiou. The ideas in the novel were quickly associated with the Decadent Movement and also appealed to the developing Symbolist movement who similarly rejected the idea of inevitable human progress, and what they saw as the crude materialism and excessive moralism of recent years.[11] 
 
      
 
    Huysmans followed up A Rebours with the 1891 Là-bas (Down There), the first in a trilogy that followed the story of another character loosely based on Huysmans who also rejects the modern world in disgust and explores the world of modern Satanism before converting to Catholicism. Joséphin Péladan’s, 1884 Le vice suprème, explored similar themes. 
 
      
 
    Symbolism as a movement was named by the poet Jean Moréas in his 1886 Symbolist manifesto in Le Figaro. He abandoned it in 1891 but by then it had a life of its own and a powerful proponent in the form of poet Stéphane Mallarmé who was experimenting with the placing of words in poetry outside of their expected context as Symbolist painters were starting to do with symbols in their art.  Mallarmé said in 1891: “To name an object is to suppress three-quarters of the enjoyment of the poem, which derives from the pleasure of step-by-step discovery; to suggest, that is the dream. It is the perfect use of this mystery that constitutes the symbol”.[12] Edward Lucie-Smith described Mallarme’s poetry as containing all of the qualities claimed by true Symbolists, deliberate ambiguity, hermeticism, the symbol as a catalyst, a preference for synthesis rather than analysis and the idea that art is separate from the real world rather than inside it. Above all, the idea that by creating a synthesis of real or imagined elements, a new and self-sufficient reality could be created.[13] 
 
      
 
    Another poet who embraced Symbolist ideas and was one of the “decadents” was Paul Verlaine who promoted musicality in his poetry at the expense of strict rhythm and rhyme. In his 1874 poem Art poétique (The Art of Poetry), written while he was in jail and only published 1882, Verlaine says in the first two lines: “De la musique avant toute chose” (“Let music come first”) and , Et pour cela préfére l’Impair” (“And for this I choose an odd meter”). In verse four he gives a short summary of the Symbolist approach to the arts:[14] 
 
      
 
    Car nous voulons la Nuance encore, 
 
    Pas la couleur, rien que la nuance! 
 
    Oh! la nuance seule fiancé 
 
    Le rêve au rêve et la flûte au cor! 
 
      
 
    “For we still want nuance, 
 
    Not color, nothing but nuance! 
 
    Only nuance affiances 
 
    Dream to dream and the flute to the horn!” 
 
      
 
    The poem here echoes Delacroix’s 1857 question: “What is the point of sounding sometimes the flute, sometimes the trumpet?”[15] and Symbolism’s close affinity with the world of music, as elaborated by Baudelaire, by suggesting that only vagueness and nuance can unite diverse elements in interesting ways. 
 
      
 
    Verlaine was just one of the group of mostly young literary figures who gave receptions, wrote articles, reviewed art and could be relied upon to promote the cause of the less literary painters that they adopted. Another was Albert Aurier (died aged 27) who in his 1891 essay “Le Symbolisme en peinture: Paul Gauguin”, laid out in detail the case for Symbolism in art. Aurier argued that the alternative to Realism was not a return to Classicism, which he termed Idealism, but Symbolism (“Ideist” art), the representation of the pure idea in art. Aurier acknowledged that great masterpieces had been produced by Realism, as well as many banal abominations such as the photograph, but he argued that any fair analysis had to show that ideistic art was purer and more elevated than Realism because of the superiority of ideas over matter. The Classicists indeed were like the Realists as the object of both was the representation of the material world and the “cunning dressing up of ugly tangible things”.[16] 
 
      
 
    The objective of the Ideists, on the other hand, was to express the world of ideas using a special language. That language was the sign (“Symbol”) which, like Baudelaire’s description of Delacroix’s “vast dictionary”, was a part of an “enormous alphabet which only the man of genius knows how to spell.”[17] The sign might be indispensable but meant nothing in itself, it was simply part of the vocabulary of the artist, and that language was known only to an elite of men that walked, self-aware, among what Aurier described as “the imbecile human flock”.[18] This group included the typical “art lover” who, not being an artist, could have no insight into the language being used.[19] 
 
    It followed therefore that the vocabulary of the sign should be simplified (“Synthetist”) to make it easier for the layman to understand and that certain techniques of pictorial representation should be avoided, such as illusionism or trompe l’oeil, in order that the spectator should not be confused into thinking that an object in a picture was nothing more than it appeared to be. The job of the painter then was to be “Subjective”, to choose with discrimination only the lines, forms and colours that served to convey the ideistic meaning of an object and nothing more, in order to serve the greater ideistic purpose of the work.[20] 
 
    Finally, if a work was all these things, Ideist, Symbolist, Synthetist and Subjective, it would of necessity also be Decorative as understood by the Egyptians and other ancient races, and identical with primitive art.[21] Here Aurier reiterated Baudelaire’s 1863 praise of the expressive effect that ancient artists were able to achieve through the use of deformation and abbreviation, a “synthetic, childlike barbarity which often remains visible in perfect art … and which derives from the need to see things on a grand scale”.[22] According to Aurier, however, the artist needed one more ability in order to rise above being simply an “algebraicist of Ideas”, he needed the ability to generate an emotional reaction in the spectator beyond simple sentimentality, based on the ideas contained in the painting.[23] 
 
    Gustave Moreau (1826-98) was a painter who was near the end of his life when Symbolism had its heyday in the 1890s, but he was adopted by the Symbolists as one of their own and not without cause. In 1854 he made a long visit to Italy, as was customary for many young artists, where he endeavoured to find the true source of art. He thought the “primitive painters” Giotto, Masaccio, Filippo Lippi and even Botticelli to be more in tune with the modern age than the later Renaissance masters like Raphael and Michelangelo. “What gravity, what sadness, what mystery in these heads” he wrote “theirs is an intense life, the innermost life of a man with all his passions … the soul that is the hyphen between man and God.”[24] From then on Moreau devoted his art to depicting that inner life.[25] 
 
    Moreau’s first public success was his 1864 Oedipus and the Sphinx, (Oil on canvas, Metropolitan Museum of Art, New York), exhibited at the Salon that year, a work in the academic tradition that depicted the mythological story of the encounter on the road to Delphi. Moreau had seen Ingres’ version of the story (Oedipus and the Sphinx. Oil on Canvas, Louvre, Paris), adapted in 1827 from an 1808 figure study, which depicted a confident Oedipus in a reasoned exchange with the monster. Moreau’s version, however, possibly reflecting his own Oedipal feelings, created a Sphinx on the offensive, claws digging in and an Oedipus whose victory is not certain. Here the Sphinx is a femme fatale, a theme that was to become important in the later part of the nineteenth century and particularly in Symbolist art.[26] 
 
    After 1869, Moreau moved to a less representational style. His work seems to have been conceived whole in his mind’s eye, then assembled from objects in nature. This, together with his preference for adornment, resulted in a packed and highly detailed appearance that was exemplified in one of his last works, Jupiter and Semele (Oil on canvas, 1896, Musée national Gustave Moreau, Paris). Paul Gauguin criticised Moreau for preferring “the richness of material things to the promptings of the heart”[27] but for Moreau such an approach was simply as the masters would have wished and something that “ennobled” the subject.[28] Others, however, saw the swarming detail as a form of obfuscation that prevented the spectator from accessing the artist. Odilon Redon commented: “We know nothing of his inner life. It remains veiled by an art which is essentially worldly, and the beings evoked have laid aside instinctive sincerity. Will these beings step out of the picture in order to act? No.”[29] 
 
    In 1884, J.K. Huysmans praised Moreau’s watercolour of the Salome story, The Apparition (1876, Musée d'Orsay, Paris), in A Rebours, enabling Moreau to be claimed retrospectively by the Symbolist Movement. The story became a theme that Moreau returned to often for its powerful combination of mythology, the femme fatale, the severed head with its castration overtones, and the opportunity for richly detailed and atmospheric painting. In Moreau’s work, the female tends to be the active party and the male androgynous and passive, and Moreau’s women, for the most part, show little emotion. An exception was his Thracian Girl Carrying the Head of Orpheus (1865, Fig. 5), another decapitation scene, whose female head Ragnar von Holten compared to the artist’s mother.[30] Jose Pierre has written of the “beautiful inertia” in Moreau’s work which seems to reflect his fundamentally ambiguous relationship with women and led him to paint the same scenes repeatedly throughout his life without any satisfactory resolution.[31] 
 
    Moreau has been described as pre-Symbolist,[32] a painter of didactic allegories addressed to “the mind rather than to the emotions”[33] and a painter of the imagination, directed by the intellect, rather than the dream, and for that reason not fully Symbolist.[34] Through his chosen subject matter, however, Moreau allows us a profound insight into his inner world, even if he never intended his work to be a two-way communication with the spectator. 
 
    Odilon Redon (1840-1916) was an artist whose work, on the face of it, could not be more different from Moreau’s but who was also an important figure in Symbolism, thus illustrating the divergent styles of Symbolist artists. Redon first had a short unhappy apprenticeship with Jean-Léon Gérôme before enjoying a more successful association with the print-maker Rodolphe Bresdin, who with Gustave Moreau was resisting the forces of Naturalism in mid-nineteenth century France.[35] Prints had become established as closer to books than paintings and print-making therefore allowed the artist a greater freedom in subject and style than could be found in paint.[36] Drawing, and working in black and white, Redon’s first portfolio of lithographs, In Dreams, was published in 1879. His work appealed principally to the literary intellectuals who made up the hard-core of the Symbolist Movement, including Stéphane Mallarmé and J.K. Huysmans, though they were not always complimentary about it. Huysmans described Redon’s work as “a very special fantasy, a fantasy of sickness and delirium” and it was among the “decadent” works described in A Rebours.[37] 
 
    In the 1890s Redon began to use colour, often reworking earlier pieces, for instance Closed Eyes (1890, Fig. 6).[38] The eyes were important to him, closed or cyclopic, often on disembodied heads, and in the most basic sense reflect Redon’s preoccupation with dreams and the inner world. His one-eyed imaginary animals, meanwhile, reflect his interest in the natural world and microscopy which was encouraged by his botanist friend Armand Clavaud. Images such as his charcoal The Spider, Smiling and Looking Up (1881, Musée d'Orsay, Paris), or The Shapeless Polyp Floated along the Bank, a Sort of Hideous, Smiling Cyclops (Fig. 7. Lithograph from Les Origines, 1883), seem as much devolved as evolved, the experimental branch of natural evolution doomed to fail.[39] Occultic, however, they are not.[40] Not least because of the grins, but also because of the lack of any context or human dimension. 
 
    Compared to Moreau, Redon’s work is spare and more powerful for it. Maurice Denis said of him that he was “powerless to paint anything which is not representative of a state of soul, which does not express some deep emotion, which does not translate an interior vision”.[41] Redon said of himself: “like music, my drawings transport us to the ambiguous world of the indeterminate.”[42] The space in Redon’s most characteristic work is in that indeterminate world, neither dream nor reality and a space in which unexpected objects appear, at unknown or improbable scales and with unlikely associations.[43] In these ways he is one of the purest of the Symbolists. 
 
    Paul Gauguin (1848-1903) was adopted by the Symbolists after he came into contact with figures like Émile Bernard (1868-1941), whom he met at Pont-Aven in 1886. Bernard was far more aware of the latest intellectual fashions in Paris, including Symbolist literary theory, than Gauguin was.[44] In 1888, Bernard completed Breton Women in a Green Pasture (Fig. 8) a work of Cloisonnism without narrative, focus or perspective that includes figures distributed almost randomly on the canvas. The ostensible subject of the picture seems simply to be a way to test the method and it was the method that got Gauguin’s attention. 
 
    Gauguin had returned from his trip to Panama and Martinique in 1887 dissatisfied with everything he had painted to date and Bernard’s innovation with Breton Women thus came at a crucial turning point.[45],[46] He set out to create something similar and produced Vision after the Sermon: Jacob Wrestling with the Angel (Fig. 9) the same year. Gauguin’s work includes bold colour choices, which heighten the unreal atmosphere, and devices drawn from Japanese prints such as the elevated viewpoint, the diagonal division and the struggling figures taken from drawings in Hokusai's manga. Gauguin had recently advised Émile Schuffenecker not to copy too much from nature: “Art is an abstraction, derive this abstraction from nature while dreaming before it, and think more of the creation which will result [than of the model].”[47] In Vision after the Sermon, he followed his own advice, depicting a vision through a vision (or dream) of his own. The work is representational only as far as Gauguin has depicted his inner thoughts using elements from nature drawn from his internal “dictionary” and in doing so he seems to have stepped from Synthetism to Symbolism. Indeed, he seems to have moved so far from depicting objective reality as to have laid the foundations of abstraction.[48] 
 
    Bernard felt that Gauguin had stolen his ideas and they broke around the time of the Café Volpini exhibition in 1889. Meanwhile, Gauguin had struck up a friendship with the young intellectual and painter Paul Sérusier who turned Gauguin’s ideas into an official doctrine for the other Symbolists in Paris.[49] Although Gauguin was sympathetic to their aims, he remained firmly anti-literary, accepting their acclaim as his due but acting as more of a godfather than a leader, and showing the way in paint rather than in words. 
 
    Symbolism was an intellectual movement rather than an artistic style, and that was precisely its strength and why so many different artists were able to describe themselves as Symbolists or to be adopted into the movement. Moreau was able to evoke a mythological world completely at odds with the prevalent Realism, Redon explored the ambiguous space between dream and reality and Gauguin and Bernard were instrumental in laying the foundations of abstraction. Each succeeded in different ways in objectifying the subjective in accordance with their belief that the depiction of the inner world was the proper function of art rather than the depiction of objective reality. 
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    Fig. 1. Melancholia, Albrecht Dürer, 1514. Engraving. 
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    Fig. 2. Tempesta, Giorgione, c. 1506. Oil on canvas. Gallerie dell'Accademia, Venice. 
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    Fig. 3. The Cross in the Mountains (The Tetschener Altar), Caspar David Friedrich, 1808. Oil on canvas. Staatliche Kunstsammlungen, Dresden. 
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    Fig. 4. Lion Hunt, Eugene Delacroix, 1861. Oil on canvas. Art Institute of Chicago, Chicago. 
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    Fig. 5. Thracian Girl Carrying the Head of Orpheus, Gustave Moreau, 1865. Oil on panel. Musée d'Orsay, Paris. 
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    Fig. 6. Closed Eyes, Odilon Redon, 1890. Oil on canvas. Musée d'Orsay, Paris.
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    Fig. 7. The Shapeless Polyp Floated along the Bank, a Sort of Hideous Smiling Cyclops, Odilon Redon, 1883. Lithograph, Les Origines. 
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    Fig. 8. Breton Women in a Green Pasture, Émile Bernard, 1888. Oil on canvas. Josefowitz Collection, Switzerland. 
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    Fig. 9. Vision after the Sermon: Jacob Wrestling with the Angel, Paul Gauguin, 1888. Oil on canvas. National Gallery of Scotland, Edinburgh. 
 
      
 
    


 
   
 
  



 
 
    Bibliography 
 
      
 
    Aurier, G. Albert, ‘Symbolism in Painting: Paul Gauguin’, in Charles Harrison, Paul Wood and Jason Gaiger, eds., Art in Theory 1815-1900: An Anthology of Changing Ideas, (Oxford: Blackwell, 1998), pp. 1025-9 
 
      
 
    Dorra, Henri, ed., Symbolist Art Theories: A Critical Anthology, (Berkeley: University of California Press, 1994) 
 
    Gibson, Michael, Symbolism, (Koln: Benedikt Taschen, 1995) 
 
    Goldwater, Robert, Symbolism, (London: Allen Lane, 1979) 
 
    Hamilton, George Heard, Painting and Sculpture in Europe 1880-1940, 6th edn (New Haven: Yale University Press, 1993) 
 
    Jullian, Philippe, The Symbolists, translated by Mary Anne Stevens (London: Phaidon, 1973) 
 
    Lucie-Smith, Edward, Symbolist Art, (London: Thames & Hudson, 1972) 
 
    Mathieu, Pierre-Louis, Gustave Moreau: Complete Edition of the Finished Paintings, Watercolours and Drawings, translated by James Emmons (Oxford: Phaidon, 1977) 
 
    Paladilhe, Jean, ‘Gustave Moreau: His Life and Work’, in Jean Paladilhe and Jose Pierre, Gustave Moreau, translated by Bettina Wadia (London: Thames and Hudson, 1972), pp. 1-68 
 
    Pierre, Jose, ‘Gustave Moreau Through the Eyes of Succeeding Generations’, in Jean Paladilhe and Jose Pierre, Gustave Moreau, translated by Bettina Wadia (London: Thames and Hudson, 1972), pp. 73-170. 
 
    Rapetti, Rodolphe, Symbolism, translated by Deke Dusinberre (Paris: Flammarion, 2005) 
 
    West, Shearer, Fin De Siècle, (London: Bloomsbury, 1993) 
 
      
 
    Cover: Thracian Girl Carrying the Head of Orpheus, Gustave Moreau, 1865. 
 
    First published by Southgate Books, London, 2019. 
 
    www.southgatebooks.com 
 
    Copyright © James Longford 2014 
 
    The right of James Longford to be identified as the author of this work has been asserted by him in accordance with the Copyright, Designs and Patents Act 1988. All rights reserved. No part of this publication may be reproduced, stored in a retrieval system or transmitted in any form or by any means without the prior permission in writing of the publisher. 
 
      
 
    This book is sold subject to the condition that it shall not, by way of trade or otherwise, be lent, re-sold, hired out, or otherwise circulated without the publisher’s prior consent in any form of binding or cover other than that in which it is published and without a similar condition including this condition being imposed on the subsequent purchaser. 
 
      
 
    The notes and bibliography in this work follow the Modern Humanities Research Association (MHRA) system. 
 
      
 
      
 
    Notes 
 
  
 
  
 
   
    [1] Dorra, p. 141. 
 
  
 
   
    [2] Lucie-Smith, p. 23. 
 
  
 
   
    [3] Lucie-Smith, p. 7. 
 
  
 
   
    [4] Lucie-Smith,  pp. 12-15. 
 
  
 
   
    [5] Lucie-Smith, pp. 16-18. 
 
  
 
   
    [6] Lucie-Smith, p. 15. 
 
  
 
   
    [7] Lucie-Smith, pp. 16-18. 
 
  
 
   
    [8] Dorra, p. 4. 
 
  
 
   
    [9] Dorra, p. 6. 
 
  
 
   
    [10] Jullian, p. 13. 
 
  
 
   
    [11] Lucie-Smith, pp. 51-54. 
 
  
 
   
    [12] Dorra, p. 141. 
 
  
 
   
    [13] Lucie-Smith, p. 55. 
 
  
 
   
    [14] Dorra, pp. 132-5. 
 
  
 
   
    [15] Dorra, p. 4. 
 
  
 
   
    [16] Aurier, p. 1025. 
 
  
 
   
    [17] Aurier, p. 1026. 
 
  
 
   
    [18] Aurier, p. 1027. 
 
  
 
   
    [19] Aurier, p. 1027. 
 
  
 
   
    [20] Aurier, p. 1027. 
 
  
 
   
    [21] Aurier, p. 1028. 
 
  
 
   
    [22] Dorra, p. 3. 
 
  
 
   
    [23] Aurier, p. 1029. 
 
  
 
   
    [24] Paladilhe, p. 29. 
 
  
 
   
    [25] Paladilhe, p. 29. 
 
  
 
   
    [26] Pierre, pp. 94-97. 
 
  
 
   
    [27] Mathieu, p. 258. 
 
  
 
   
    [28] Paladilhe, p. 29. 
 
  
 
   
    [29] Lucie-Smith, pp. 66-67. 
 
  
 
   
    [30] Pierre, p. 99. 
 
  
 
   
    [31] Pierre, p. 113. 
 
  
 
   
    [32] Mathieu, p. 256. 
 
  
 
   
    [33] Saint-Antoine, 1894, quoted in Mathieu, p. 256. 
 
  
 
   
    [34] Mathieu, p. 258. 
 
  
 
   
    [35] Lucie-Smith, p. 71. 
 
  
 
   
    [36] Lucie-Smith, p. 72. 
 
  
 
   
    [37] Goldwater, p. 115. 
 
  
 
   
    [38] Rapetti, p. 169. 
 
  
 
   
    [39] West, p. 27. 
 
  
 
   
    [40] West, p. 110. 
 
  
 
   
    [41] Lucie-Smith, p. 78. 
 
  
 
   
    [42] Gibson, p. 59. 
 
  
 
   
    [43] Goldwater, p. 118. 
 
  
 
   
    [44] Lucie-Smith, p. 91. 
 
  
 
   
    [45] Lucie-Smith, p. 92. 
 
  
 
   
    [46] Heard Hamilton, p. 86. 
 
  
 
   
    [47] Goldwater, p. 78. 
 
  
 
   
    [48] Goldwater, p. 118. 
 
  
 
   
    [49] Lucie-Smith, p. 96. 
 
  
  
 cover1.jpeg
FRENCH SYMBOLISM

Objectifying the Subjective?






images/00002.jpeg





images/00004.jpeg





images/00003.jpeg





images/00006.jpeg





images/00005.jpeg





images/00008.jpeg





images/00007.jpeg





images/00009.jpeg





