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Introduction: Color between Art and Life
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! Walter BenjaminSelected Writingsvol. 1, 1913-1926, ed. Marcus Bullock and Michgél Jennings,
Cambridge: The Belknap Press, 1996; 50-51.

Z Paul Signac designated Ruskin as “the greatetheiigsan of the century,” who anticipated Divisisin
precepts (Paul Signac. “Le néo-impressionnisme81&9® Erich Franz, edSignac et la liberation de la
couleur: de Matisse a Mondrian , 1997; 382; see note 1 as well.) In
1898 Signac argued that Neo-impressionist aesthe#is not actually revolutionary, but mostly owting
the theories of John Ruskin, Eugéne Delacroix, [ekdlanc, and Ogden Rood, among others. Although
the full text of Ruskin’s major workThe Elements of Drawin@857), was not translated into French in
the nineteenth century, his theories were well kmaav French painters by virtue of their translatian
Ogden Rood'sModern Chromatics(French translation: 1881), Octave Maus’s jourb@rt moderne
(Novembre 11, 1888 [Byear no. 46]; 365f.)Jand Robert de La Sizeranne’s articlet @nRevue des deux
mondegq“La Religion de la beauté: Etude sur John Ruskits 3 & 4: “Sa penséel’a Revue des deux
mondes 139, February | 1897; 610-633La Revue des deux mondéd40, March 1, 1897; 169-203).
Rood and Signac in their major works, cited varikeg phrases from Ruskin’s text (1857), specificail
relation to pointillism (Ogden RoodModern ChromaticsNew York, 1879; Chapter X; Paul Signac.
D'Eugéne Delacroix au néo-impressionnisiaris: Hermann, 1964 (1899); 116f.). Ruskin’sénigpact
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on nineteenth-century French avant-gardists hasdfeen pointed out: for example, Wynford Dewhurst
quotes Monet as having told a British journalisi 800 that “ninety per cent of the theory of Imsiesist
painting is in.... Ruskin’sThe Elements of Drawifig“What is Impressionism?Contemporary Revigw
March 1911). Robyn Roslak also deals with Ruskimfiience on Neo-Impressionism in her latest work
(Robyn S. RoslakNeo-Impressionism and Anarchism in Fin-de-SiéclanEe: Painting, Politics and
LandscapgAshgate, 2007; 186f).

% John RuskinThe Elements of Drawingoston and New York: Colonial Press Company, 10@%57),
Section 152; 133-134.
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4 Joyce Henri Robinson. “Hi Honey, I'm Home’: Wealyeurasthenic) Businessmen and the Formulation
of a Serenely Modern Aestheti®ot at Home Christopher Reed, ed. London, 1996, 98-112: lier t
tradition of “chromophobia” or fear of color, seBavid Batchelor.Chromophobia London: Reaktion
Books, 2000.

® Ruskin 1857; section 182; pp. 156-57.
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®In addition, a strong moral implication can be efed in the vehement reactions against “false” or
“arbitrary” coloring in the late nineteenth centugven the avant-garde writer and critic Joris-Karl
Huysmans “diagnosed” the arbitrariness of Impresstocoloring as a result of “daltonism.” (JoristKa
Huysmans.L'Art moderne Paris: G. Charpentier, 1883; 89-90); MeanwhileaxMNordau rather
categorically claimed the “nervous debility” of thrapressionist painters as a sign of “degenerat{btéx
Nordau.DegenerationNew York: Howard Fertig, 1968 (1892); 42-44). | ldiscuss the topic further in
Chapter 1 and Chapter 4.

" Paul Signac. “Le néo-impressionnisme” 1898: ircErffranz, edSignac et la liberation de la couleur:
de Matisse & Mondrign , 1997, 382.

8 My research, however, does not attempt to covervthole range of discursive aspects that color
aesthetics contribute to daily life. For comprelmsstudies on this topic, see Faber Birr€ulor
Psychology and Color Therapy: A Factual Study & thfluence of Color on Human Ljfélew York:
McGraw-Hill, 1950; ----- .Color for Interiors, Historical and ModernNew York: Whitney Library of
Design, 1963; John Gag€olor in Art Thames and Hudson, 2006, and David BatchelorCetbur,
Documents of Contemporary ANMIT Press, 2008.
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® Joan Ungersma HalperiRélix Fénéon: Aesthete and Anarchist in Fin-de-Bi®aris Yale University
Press, 1988.

9 Michael F. ZimmermanrSeurat and the Art Theory of his Tirdetwerp: Fonds Mercator, 1991.

1 paul Smith. “Parbleu”: Pissarro and the politicalour of an original vision,Art History, vol. 15, no.

2 (June 1992); 223-247.; Paul Smifleurat and the Avant-Gardéale University Press, 1997.

12 John G. HuttonNeo-Impressionism and the Search for Solid Grourt]; Science, and Anarchism in
Fin-de-Siécle France_ouisiana State University Press, 1994,

'3 Martha Ward.Pissarro, Neo-Impressionism, and the Spaces ofAtrant-Garde The University of
Chicago Press, 1996.

“ Robyn S. RoslakScientific Aesthetics and the Aestheticized Eaftie Parallel Vision of the Neo-
Impressionist Landscape and Anarcho-Communist $adtieory Ph.D. diss., University of California,
Los Angels, 1987; ----- . “Organism and the Condiorc of a Utopian Geography: The Role of the
Landscape in Anarcho-Communism and Neo-Impressighisitopian Studiesvol. 1, no. 2, 1990; 96-
114.; ----- . “The Politics of Aesthetic Harmony: ddmpressionism, Science and Anarchismft
Bulletin, vol.73, no.3, Sep. 1991; 381-390

!> Eugenia and Robert Herbert. “Artists and Anarchiéipublished Letters of Pissarro, Signac, and
Others,” Pts. | & Il,Burlington Magazing102 (November-December 1960), 472-82; 517-22. Citag¢ion
“justice en sociologie, harmonie en art: méme chizsiom page 473.
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® Robyn S. Roslak. “Symphonic Seas, Oceans of lybePtaul Signac's La Mer: Les Barques
(Concarneau),” inNineteenth-Century Art Worldwidévolume 4, Issue 1, Spring 2005. Electronic
resources, n.p. note 36. Téodor de Wyzewa. "Natetaspeinture wagnérienne et le Salon de 18B&,"
revue wagnérienng (May 1886); 101-102.

" Robyn S. RoslakiNeo-Impressionism and Anarchism in Fin-de-SiéclanEe: Painting, Politics and
LandscapeAshgate, 2007; 126f.; 186f.
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'8 Cachin’s introduction to Paul Signabd!Eugéne Delacroix au néo-impressionnisrRaris: Hermann,
1964 (1899); 16. “L'esthétique néo-impressionnissé une sorte de morale en forte réaction conge le
délices débraillées de I'impressionnisme. Si RedbiGauguin jugeaient les impressionnistes <bas de
plafond> au nom d’une plus haute spiritualité, t®s nom d’exigences supérieures de perfection que
Seurat oeuvre pourdarmonie” [emphasis original]. Cachin also points out faet that Signac addressed
the importance of both “moral harmony” and scientéhis discussion of Delacroix, although Signac
abruptly concluded his discussion of the moralftgaor, simply stating that “the study of a morale of
color in Delacroix’s painting would take us too.fagSignac 1899; 71.) According to Cachin, Signhac
possibly referred to the contemporary theorist @saBlanc’s commentary on Delacroix in 1876, which
stated that the painter knew the laws of “moralnf@ry,” as well as mathematical laws (Cachin’s
commentary on Signac 1899: note 18; 71), althoutdin® did not clarify the meaning of morality
associated with color either (Charles Blanes Artistes de mon temparis: F. Didot, 1876; 62, 64).

9 Anne Distel.Cézanne to Van Gogh: The Collection of Dr. Gachigle Metropolitan Museum of Art,
New York, 1999; 5-7.

2 Margaret Werth.The Joy of Life: The Idyllic in French Art, Circad@0, Berkeley: University of
California Press, 2002; 83f.

L Roslak’s above-mentioned studies have demonstsate@dined Neo-Impressionist interest in the atomic
model drawn from contemporary chemistry, especiatithe basis of Charles Adolphe Wurtz’ theory. The
initial discussion is in her dissertation: RobynRslak. “Scientific Aesthetics and the Aestheticiz
Earth: The Parallel Vision of the Neo-Impressiohiahdscape and Anarcho-Communist Social Theory,”
Ph.D. diss., University of California, Los Angel€87; Ch.3, p. 81f.
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22 For a detailed history of neuro-psychological cdheories, see Paul D. Sherm&ulour Vision in the
Nineteenth CenturyYoung-Helmholtz-Maxwell Theqrristol: A. Hilger, 1981.



% 7% : 8:
. ‘9 -1 .
('
: "2 ' -
; ' 4
% :

: % @

: 9 5

+ %

. Q % 6 Q

% : 99
‘ 9+ B

@J 5 ? A 9 4+

%3 Anson RabinbachThe Human Motor: Energy, Fatigue, and the OrigifisModernity University of
California Press, 1990. For the interrelation betvehe discourse of the human machine and energy
efficiency, see pp. 64f. and 93f.

4 Bruce Clarke.Energy Forms: Allegory and Science in the Era of ClassitalermodynamicsThe
University of Michigan Press, 2001. Bruce Clarke_ifada Dalrymple Henderson, edstom Energy to
Information: Representation in Science and Techmglért, and Literature, Stanford University Press,
2002.

% Mary Ann Doane deals with the topic partly in Hmrok. See Doane. “The Emergence of Cinematic
Time: Modernity, Contingency, the Archive,The Emergence of Cinematic Time: Modernity,
ContingencyHarvard University Press, 2002, Chapter 3; 69-107

% Representative works that were available to the-Meressionists are follows: Hermann von
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Helmholtz. “L'optique et la peinture,” publié a &ite de E. BriickePrincipes scientifiques des beaux-
arts, Paris, 1878. Ogden Roodhéorie scientifique des couleurs et leurs appioati a l'art et a
l'industrie, Paris, 1881 (English original 1879). Eugéne Véidasthétique Paris: C. Reinwald, 1878.
Charles Henry. "Introduction a une esthétique difique", Revue contemporain@5 August 1885; 441-
69.

" Innumerable studies in the literature of Neo-Insgienism have mentioned Rood’s impact on Neo-
Impressionist aesthetics. It is notable that Rotebs was referred to by the artists during thenidicant
period of the formation of divisionist techniqueugat is said to have bought the French translatidhe
book in early 1881 (Robert L. Herbert, &kurat and the Making of La Grande Jafhibit. Cat. The
Art Institute of Chicago, 2004; 34). The critic kéFénéon referred to Rood’s text in his first mwiof
Seurat’s Grande Jatte in September 1886 (Félixdrériées Impressionnistes en 1886 (Vllle Exposition
Impressionniste),La Vogue 13-20, Jun. 1886; 261-275)

%8 Ogden N. RoodMlodern ChromaticsNew York, 1973(1879); 176.
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2 Rood. Ibid., 161, 273 et al.
%0 Rood. Ibid., 237.
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%1 Not only Rood (Ibid., 301-02), but also many imfhiial theorists on nineteenth-century avant-garde
circles claimed legitimacy of the nervous psychglodmong them were Théodule Ribot, Hippolyte Taine,
Arthur Schopenhauer, and Herbert Spencer. See TleéoRibot. La psychologie allemande
contemporaingParis: Librairie Germer Bailliere, 1879; HippayTaine.On Intelligencetrans by T. D.
Haye, New York: Henry Holt and Company, 187Be(I'Intelligence1870); Arthur Schopenhaudsber

das Sehn und die Farbesine Abhandlung, Leipzig, 18180/ Vision and Colors; an Essayanslated by

E. F. J. Payne; an introduction by D. E. Cartwrigbkford, 1994); Herbert Spencérhe Principles of
Psychology 2 vols, New York: D. Appleton and Company, 1838%5; translated into French by Ribot
and Espinas in 1874 to 1875 [version of 1872]).
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%2 For the overall history of the reflex theory, $&anklin FearingReflex Action: A Study in the History of
Physiological PsychologyBaltimore: William and Willkins, 1964 (1930).
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% Marc JeannerodThe Brain Machine: The Development of Neurophygioll Thought trans. David
Urion, Harvard University Press, 1985; 24.

% Herbert SpenceiThe Principles of Psychology vols, New York: D. Appleton and Company, 1896
(1855; translated into French by Ribot and Espinds®874 to 1875 [version of 1872]).

% Herman von Helmholtz. “The Recent Progress ofTtheory of Vision,”Helmholtz on Perceptiored.
Richard M. Warren and Roslyn P. Warren, New YodhrdWiley and Sons, 1968 (1867); 61f.

% Hippolyte Taine.On Intelligence trans by T. D. Haye, New York: Henry Holt and Gmamy, 1875.

(De I'Intelligence Paris: Hachette et cié870)

37 Eugéne Vérorl esthétique Paris: C. Reinwald, 1878.

% 0gden N. RoodMiodern ChromatigsNew York, 1973 (1879).

% Théodule RibotLa psychologie allemande contemporaiti879 German Psychology of Todayans
from the second French edition by James Mark Baidivew York, 1886).

0 Charles Henry. "Introduction & une esthétique riifique”, Revue contemporain@5 August 1885;
441-469.
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“I Revue Philosophiqués the journal that Ribot and Taine founded in @;84s forRevue des Deux
Mondes Signac, among other artists, cited much from riegazine in his writing, notably in his
D'Eugéne Delacroix au néo-impressionnisfh&99).

“2Floyd Ratliff. Paul Signac and Color in Neo-impressionjsNew York: The Rockefeller University
Press, 1992; 230-231, 234, 239, 2A8.for Signac's usage of the word “teinte,” he nt¢dme” — such as
red and yellow — by this term, while “ton” signifidorightness in his wording. Signac clarified treage
of his term in his journal on August 25, 1894: “P@aoi, un jaune et un bleu sont deux teintes; @u bl
foncé et un bleu claire de méme teinte sont deng {Paul Signaclournal de Paul Signador 1894-95
by John Rewald ilGazette des Beaux-AiR$ (July-Sept. 1949): 101.
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“3William Innes HomerSeurat and the Science of Paintifgssachusetts: MIT Press, 1964; 8-10.

4 Alan Lee. “Seurat and Sciencefrt History, vol.10, no.2, Jun. 1987, 216-217. John Gage. “The
Technique of Seurat: A Reappraisalfie Art Bulletin Sep. 1987, vol. 69, no.3; 451-452. Ratliff 1992;
35-37. Smith 1997; 47.

4> Félix Fénéon. l'es impressionnistes en 188Beuvres plus que complétgSeneva: Librairie Droz,
1970; 37. Smith 1997; 47. Georges Seurat. “Frometiet. to Maurice Beaubourg (1890), in Norma
Broude, ed.Seurat in PerspectiyeThe Artist in Perspective Series, Prentice-HaB,78; 19. Ernest
Fillonneau. “Les Impressionnistes,’e Moniteur des Art20 avril 1877, as cited in T. J. Clarkhe
Painting of Modern Life Princeton: Princeton University Press, 1984, d8te 13. Kathleen Adler.
Camille Pissarro: A BiographyNew York: St. Martin’s Press, 1977, 38.

“% Signac 1899; 45-46, 69, 79, 109 et al.
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47T. J. Clark.The Painting of Modern Life: Paris in the Art of Nt and His FollowersPrinceton:
Princeton University Press, 1984.

“8 Jonathan Cranguspensions of PerceptiddIT Press, 2000.

49 Arthur Schopenhauebie Welt als Wille und Vorstellungiirich, 1988 (1819)The World as Will and
Representatiortranslated by E.F.J. Payne, Falcons Wing Pré&&8)1Vol. 1, section 2-4.

* Timothy Lenoir. “The Eye as Mathematician: Clididaractice, Instrumentation, and Helmholtz's
Construction of an Empiricist Theory of Vision,” David Cahan, eddermann von Helmholtz and the
Foundations of Nineteenth-century Scigndniversity of California Press, 1993; 123.

*1 Taine 1875 (1870); vol. 1; 263; vol. 2; 11f. et al

2 Eugéne VéronAestheticstrans from French to English by W. H. ArmstroBgA., London: Chapman
& Hall, 1879 (1878); 281.

*3 Ribot 1886 (1879); 21, 33, 99-100, 121, 133.

* Ribot 1886 (1879); 33.
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% Taine 1875 (1870); 69-70. Ribot 1886 (1879); 11¥%5-27.
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*® Roslak 2007; 19-22. Roslak 1990; 96-114.

" Herbert SpenceFirst Principles New York: D. Appleton and Company, 1896 (1862hagter XXIl:
equilibration (496). Taine 1875 (1870); 11. Jearri®&uyaul’art au point de vue sociologiqularis: F.
Alcan, 1903 (1889); L-LI, et al.

%8 Jozef KeulartzStruggle for Nature: A Critique of Radical Ecolodyndon and New York: Routledge,
1998 (first published in Dutch in 1995); 38. AnneaBiwell. Ecology in the 26 Century: A History New
Haven CT: Yale University Press, 1989. Maurice Mahdum.History, Man, & Reason: A Study in
Nineteenth-Century ThoughBaltimore and London: The John Hopkins Press11241f. Hilary Nias.
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The Artificial Self: The Psychology of Hippolyteiria European Humanities Research Centre of the
University of Oxford, 1999; 163.

%9 Roslak 2005 (n.p.) mentions the interest in hyshactices shared by Signac, Reclus, Charles Henry.
However, my study seeks to reread these practicésrins of neuro-psychological concern with energy
efficiency and ecology.

% Roslak 2005. Werth 2002.

®1 For example, | will refer to the following reselren bathing and neurosis: Alain Corbire Miasme et

la jonquille: 'odorat et I'imaginaire social 18e%e siécle Paris: Editions Aubier-Montaigne, 1982. Jill
Lloyd. German Expressionism: Primitivism and Moderniyew Haven: Yale University Press, 1991.
Linda Nochlin.Bathtime: Renoir, Cézanne, Daumier and the PrasticEBathing in Nineteenth-century
France Gerson Lectures Foundation, 1991. Robert A. Ngrgme, Madness, and Politics in Modern
France: The Medical Model of National Declirferinceton, N.J. : Princeton University Press 819
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%2 Henri-Edmond Cross “Lair du soir” 1893-4; Maxineih Luce “Bathers at Saint-Tropez” 1893; Camille
Pissarro “Bathers” 1895; Signac, “Au Temps d’Hariedrl995, etc. Among the anarcho-communists,
Elisée Reclus was one of the most ardent suppatdrathing and hydrotherapy. He regarded it asp w
of realization of individualism and the perfect hleg(Henriette ChardakElisée Reclus: L’homme qui
aimait la Terre Edition Stock, 1997; 469-470); the popularitybaithing customs in the late nineteenth
century was also inseparable from the social attethmicrobe management. The ocean was regarded as
the place in which the number of the microbes s dmallest compared to other places: see: Alain
Corbin. The Lure of the Sea: The Discovery of the Seanidleei Western World, 1750-1840ambridge:
Polity, ¢1994. Charles Henry. “Les microbes de niiasphére,”La Revue contemporainevol. 2
(1885);105-117.

® Distel 1999; 9-10.

% Seth PancoasBlue and Red LighPhiladelphia, J. M. Stoddart & co., 1877. Birf&d50. Zimmermann
1991, 292.
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® For a discussion of the various dinners held ineks, see Distel 1999; 9-10.

% paul Alexis (under the pseudonym Trublot). “Trabi'vert — Trubl’Auvers-sur-Oisel’e cri du peuple
August 15, 1887, et al.

®7 A letter from Angrand to Charles Frechon: sametingars 1893 (Charles Angran@orrespondences
1883-1926 Rouen : F. Lespinasse, 1988; 56-57); Anne DiSelrat Profils de I'art chéne, 1991;18-19,
et al.

% |ncidentally, red and blue are part of the Frencholor, which could indicate their nationalist
enthusiasm. In many cases, however, the third ehagitl show their preference for the set of redian
blue cannot be explained only through a nationabsitext.

% Adler 1978; 147; Roslak 2007; 42, et al.

O Paul Signac. A letter to Van Rysselberghe, ci@94lin The Getty Center Collections: no. 87035%d h
van RYSSELBERGHE. Correspondence, ca. 1889-192%i{@ths).

" The term “dynamogénie” is not invented by Chattnry himself, but by the neurologist Charles
Brown-Séquard. Recherches expérimentales et cliniques sur litioibi et la dynamogénjeParis: G.
Masson, 1878.) For Charles Henry's impact on Nepr&ssionism in relation to the concept of
“dynamogénie,” see Zimmermann 1991; 249f. Crary®0®4-165.
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2 Samuel Hahneman@rganon of the Medical Art: the sixth edition of.[amuel Hahnemann’s work of
genius based on a translation by Steven Deckeiited and annotated by Wenda Brewster O’Reilly,
Redmond, Washington: Birdcage Books, 1996; 261, 269

3 Gary S. Elisée Dunbahistorian of Nature Hamden, Conn. : Archon Books, 1978; 27: Elisée evtot
Elie that they were “the only Swedenborgians anaéapaths in all of London.”
" Distel 1999; 5. Musée Marmottan Monet. Académige Beaux-Arts Institut de France, A L'Apogée de
L'lmpressionnisme: la collection Georges de Bellia,Bibliothéque des Arts, 2007; 40. Dunli®78; 27.
> The following books are among the homeopathic emithat were well circulated among the Neo-
Impressionist circle: Samuel Hahnema®nganon French translation of thd"4dition, Paris, 1832. M. D.
de MonestrolDe I'Homoeopathie, de sa do

s et chroniques2éme édition, Lille, 1850. Constantine HeriMgdecine
homéopathique domestiquieanslated into French by Léon Simon, Paris , 1864. Léon Simon.
Conférences sur L'Homéopathiaris: J. B. Bailliere et Fils, 1869. P. Jous3eaité élémentaire de
Matiere Médicale expérimentale et de thérapeutigostive t. 1-2, Paris, 1884.
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6 Alarge part of European ecological movementdyiting those of vegetarianism and homeopathy, have
been developed through left-wing politics. For eptansee Bramwell 1989; 7f. One of the earliest
supporters of vegetarianism and hygienic habits vab RoussealEfnile, trans by Barbara Foxley, Nu
Vision Publications, LLC, 2007 (1762); 28-30), athis Rousseauian tradition was succeeded by
nineteenth-century liberalists including Samuel k&hann (Rima Handleya Homeopathic Love Story:
The Story of Samuel and Mélanie Hahnemaerkeley: Horth Atlantic Books, 1990; 3) and arhéts
including Elisée Reclus (“On Vegetarianism” (1901)Elisée ReclusAnarchy, Geography, Modernity:
the radical social thought of Elisée Recglusd. John P. Clark and Camille Martin, Lanham, ;Md.
Lexington Books, 2004; 171f.)
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1. Color Perception and Mental Labor: Divisionisma  nd

the Ethic of Nineteenth-Century Neuro-psychology

1.1 Active Perception: Félix Fénéon’s Theory of Neu  ro-

psychology
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! As cited in Judi Freemahe Fauve Landscapéos Angeles and New York: Los Angeles County
Museum of Art and Abbeville Press, 1990; 19-21fdshis political background, see note 12 (p. 56).
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2 For the traditional dichotomy of primary and segary qualities in terms of color, see Charles AefRi
I, “Color in the Arts” inEncyclopedia of Aestheticgol. 1, Oxford University Press, 1998; 396-397.
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% Jonathan Crary. “Seurat’'s Modernitygeurat at Gravelines: The Last Landscamedibition catalogue,
Ellen Wardwell Lee, ed., Indianapolis Museum of,A1990; 62.

* Martha Ward.Pissarro, Neo-Impressionism, and the Spaces ofAtent-Garde The University of
Chicago Press, 1996, 143.
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® For example, see Jonathan Cr&yspensions of PerceptioMIT Press, 2000; Chapter 3. Ward 1996;
Michael F. ZimmermanrSeurat and the Art Theory of his Timdetwerp: Fonds Mercator, 1991.

® Ward 1996; 95. Crary also stresses the signifieamic the durational effects in Seurat's “Letter to
Maurice Beaubourg 1890” and his painting “Parad€nlgue” (1888). (Crary 2000; 153).
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" Georges Seurat. “From a Letter to Maurice Beaupq@890),” in Norma Broude, edSeurat in
PerspectiveThe Artist in Perspective Series, Prentice-HESI78; 19. Original French text, “Brouillon de
lettre & Maurice Beaubourg 28 ao(t 1890” is in @eser Seurat et alSeurat: Correspondances,
témoignages, notes inédites, critiqued. Héléne Seyres, Paris: Acropole, 1991; 252.
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8 Félix Fénéon. “Notes inédites de Seurat sur Delrdt1881),” Le Bulletin de la Vie ArtistiqueApril 1,
1922; 154-58 (English translation in Norma Broueé, Seurat in Perspectiyel he Artist in Perspective
Series, Prentice-Hall, 1978; 13-15).

° “Convulsionnaires de Tangier”: no. 662 in the kajae raisonné of Delacroix by Alfred Robaut.
L'Oeuvre complet de Eugéne DelacrdNew York, Da Capo Press, 1969
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1 Georges Seurat. “Notes on Delacroix (1881)” iniNaBroude, edSeurat in Perspectiydhe Artist in
Perspective Series, Prentice-Hall, 1978; 13-14.
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' Charles Blanc'd_es Artistes de mon temi$876) is one of the most significant texts thaaled
Delacroix as a significant colorist (Charles Blahes Artistes de mon temparis, 1876; 23f). After the
publication of DelacroixJournal in 1893, his color usage specifically attracteel Meo-Impressionists’
attention including that of Signac. (Eugéne Delacr@he Journal of Eugéne DelacrgiA selection
edited with an introduction by Hubert Wellingtonarts by Lucy Norton, The'Bedition, Phaidon, 1995
(1822-1863); p.xxiii). As for Delacroix’s impact @ubsequent avant-gardists in general, see MagmK
The Science of Art: Optical Themes in Western AunnfBrunelleschi to SeuraNew Haven: Yale
University Press, 1990; 308.
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2 Robert L. HerbertSeurat and the Making of La Grande Jaffahibit. Cat. The Art Institute of Chicago,
2004; 68. For the grid system which Seurat usedrder to assemble various “parts” of his studieg s
Paul Smith.Seurat and the Avant-Gard¥ale University Press, 1997; 19-21; Frank Zuceand Allison
Langley, “Seurat’s Working Process: The CompositloBvolution of La Grande Jatte,” Herbert 2004;
179f.

13 For example, see Michael F. Zimmermann. “Seurdtar@s Blanc, and naturalist art criticism,”
Museum Studiesol. 14, no.2, 1989, note 46, and his discussiorEphraim Mikhael's poem “The Toy
Shop” (1890). Donald Kuspit. “The Anal Universetb&é Crowd,”Psychostrategies of Avant-Garde Art
Cambridge University Press, 2000; 86-121.

“The large scale of the “Grande Jatte” was sensaltim many contemporaries. For example, the critic
Félix Fénéon described it as an “immense tablegiués Impressionnistes en 1886” in Félix Fénéon.
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Oeuvres plus que complét&eneva: Librairie Droz, 1970; 36.)

'3 Alphonse Germain. “Théorie chromo-luminaristef Plume september®], 1891. Reprinted in Georges
Seurat et alSeurat: Correspondances, témoignages, notes irgditéiques ed. Hélene Seyres, Paris:
Acropole, 1991; 289: “Seurat en était arrivé a doraux directions linéaires une plus grande impora
expressivetandis que afin de mieux écrire une dominantegribngaifpar étapesau contrastsimultané
des tons pour s'en tenir a leur contrastecessif(luminosité et sa seule réaction complémentaire:
'ombre)”

' prudence Jo NateModern art and time: the role of the time concepthe paintings of selected late
nineteenth and early twentieth century art movesyéviasters Thesis, San Francisco State College, San
Francisco, California, 1969; 11.

" Georges Seurat. “Letter to Octave Maus, Febru@ryl889” in Octave Mauslrente années de lutte
pour I'art, 1884-1914 Brussels, 1926; 87: “Quant a mes Poseuses, §eresi embarrassé pour en fixer le
prix. Je compte, comme frais, une année a 7 frgacgour: ainsi voyez ou cela me méne. Pour me
résumer, je vous dirai que la personnalité de li@orgpeut me payer la différence de son prix awnrhie
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'8 Marina Ferretti-Bocquillon, Anne Distel, John Lkign, and Susan Alyson SteiBignac: 1863-1935
Exhibition Cat., The Metropolitan Museum of Art, léaUniversity Press, 2001; 125; For the relation
between the early influence of Cauillebotte on Sa&gn see Frangois CachBignac: Catalogue Raisonné
de I'Oeuvre PaintParis: Gallimard, 2000; 8-11.
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19 At least Seurat is said to have been interestatidater plays. For example, Emile Verhaeren toéd t
story that Seurat was inspired to adopt dark fratneshe Wagnerian stage practice of darkening the
theater to highlight the illumination of the staffellen Wardwell Lee Seurat at Gravelines: The Last



L% J 5¢C
' 6 A6 AA C : = #9
P
% .
0o ?H . K
@F (06 J 5 9
(: !
D Lo :
: . g o
o C

Landscapesindianapolis Museum of Art in cooperation wittdiana University Press, 1990; 48). For the
impact of Wagner on Seurat, see Paul Sn8#urat and the Avant-Gard¥ale University Press, 1997.
For the possible impact of color print techniqueNgo-Impressionism, see Norma Broude. “New Light
on Seurat’s ‘Dot’; Its Relation to Photo-Mechani€Galor Printing in France in 1880sThe Art Bulletin
56, Dec. 1974; 581-8%¢urat in Perspectivd978; 163-175.)

2 A letter to Lucien Pissarrro in February 1887 (eet397 in Camille PissarraCorrespondance de
Camille Pissarrg tome 2, edited by Janine Bailly-Herzberg; prefageBernard Dorival, Paris: Presses
Universitaires de France, 1980): as translatedainl Bmith. ““Parbleu”: Pissarro and the politicala@ur

of an original vision,”Art History, vol. 15, no. 2 (June 1992), note 10.
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2L Félix FénéonOeuvres plus que complét&eneva: Librairie Droz, 1970; 35-37.

22 Révue Indépendante November 1886; 70.

2 For Fénéon’s influence on Camille Pissarro’s tiesee Paul Smith. “Parbleu” (1992); 225; From
Camille Pissarro to Durand-Ruel (6 novembre 188&j}tér 358 in Camille Pissarr@orrespondance de
Camille Pissarrg tome 2, edited by Janine Bailly-Herzberg; prefageBernard Dorival, Paris: Presses
Universitaires de France, 1980; 75): “Vous pourti&z compléter en consultant la brochure de M.xFéli
Fénéon parue derniérement sous le titreLeés: impressionnistes en 1886 vente chez Soirat 146, rue
Montmartre et chez les principaux libraires.” (75)ai fait que suivre comme mes autres confreres
Signac, Dubois-Pillet 'exemple donné par Seuraspkre que votre fils voudra bien me rendre ceicer
pour lequel je lui en serai vivement reconnais$dib); “Théorie: Rechercher la synthése moderne pa
des moyens basés sur la science, les quels seagds tsur la théorie des couleurs découvert par
M.Chevreu) et d'aprés les expériences de Maxwell et les matisus de N. O. Rood. Substituer le
mélange optique au mélange des pigments; autredienmélange optique suscite des luminosités
beaucoup plus intenses que le mélange des pigrmefas.

4 Georges Seurat. “Letter to Félix Fénéon (1890),'Niorma Broude, edSeurat in PerspectiyeThe
Artist in Perspective Series, Prentice-Hall, 197&,
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?® paul SignacD'Eugéne Delacroix au néo-impressionisrRaris: Hermann, 1964 (1899); 97.
% Ward 1996; 95.
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" Félix FénéonOeuvres plus que compléteSeneva: Librairie Droz, 1970; 29-45; For the aats
between “Vlle Exposition Impressionniste” and “Legpressionnistes en 1886,” see ibid.; 46-52.

% Félix Fénéon. “LImpressionnisme aux Tuileried”Art moderne de Bruxellesl9 septembre 1886
(Fénéon 1970; 53-58).

29 “L’impressionnisme,’Emancipation socialeNarbonne, 17 avril 1887 (the revew of tH&eXhibition
of the Indépendant: Fénéon 1970; 64f.); “Le néorgmpionnisme,L’art moderne de Bruxellesl mai
1887 (Fénéon. lbid.; 71f.); “Le néo-impressionnisimeart moderne de Bruxellesl5 avril 1888 (the
review of the & exhibition of the Indépendant: Fénéon. Ibid; 8§2jignac,” Les Hommes d’aujourd’fiu
n. 373 (juin 1890 issue) (Fénéon. lbid; 174f.). é@malso chronicled the Indépendants exhibitiothe
Révue Indépendaduring the same period.
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%0 Félix Fénéon. “From the Impressionists in 18868@)8 in Broude 1978; 36-37. Original text is
reprinted in Félix Fénéoreuvres plus que complétgdeneva: Librairie Droz, 1970; 35: “Ces réaction
de couleurs, ces soudaines perceptions de compiginges) cette vision japonaise ne pouvaient s’'exeri

au moyen des ténébreuses sauces qui s'élaboreid padette: ces peintres firent donc des notations
séparées, laissant les couleurs s’émouvoir, viorde brusques contacts et se recomposer a disfarjce.
On procédait donc par décomposition des couleurss roette décomposition s’effectuait d’une sorte
artibraire: telle trainée de pate venait jeteraadrs un paysage la sensation du rouge; telldancés se
hachaient de vert. — MM. Georges Seurat, Camilleusien Pissarro, Dubois-Pillet, Paul Signac, eux,
divisent le ton d’une maniére consciente et sdignt. Cette évolution se date 1884, 1885, 1886.”

=



(2 - . % (; < ; 1( <

9 > . C7 ' 8
(% "% '% 9F
% 7 '8 . F 3 @
C 7. 6' 98 >>5 % % ' 7
6' U999V ' : ' . %'
' '8 9 >E %

31 Signac later often discusses change of color tsffecrelation to the viewer’s distance from paigti
(Signac 1899; 47, 73, 120). As for earlier examghas could have affected Neo-Impressionist theomng
could cite Wilhelm Brticke, who published his boakli878 which included the translation of Helmhaltz’
famous article, “l'optique et la peinture.” Brickiescribes various color effects in relation to atise:
“On a I'habitude d’admettre que la formatio de Ege rétinienne tient a ce que toute la lumiére pée @
notre oeil, par un point vu nettement, est conéenpar I'oeil en un foyer unique, comme par I'obfec
d'une chambre obscure. C'est vrai, en général, passexactement, car les rayons ne se réunissent pa
exactement en un point. lls rencontrent la rétineasnt une surface entourant ce point, et qu'orelippe
cercle de diffusion. Comme chaque point brillanbm® un cercle de diffusion de ce genre, il estaentd
gue les images rétiniennes des objets brillantasismt les bords de leur contour géométrique, rdt so
agrandies aux dépens du champ obscur qui les emérd.a grandeur réelle de cette diffusion de la
lumiere de l'irradiation dépend de deux élémemgremier c’est I'éclat, puisque, plus il est grapids la
lumiere dispersée s’étand loin; le second, c’estdaformation de l'oeil. En effet, plus un oeil réu
imparfatement les rayons, soit par myopie, soit ypaautre défaut visuel, plus lirradiation est mgta.
Mais la grandeur apparente de l'irradiation dépauski de la distance. En effet, comme nous I'adiins
plus haut, le diamétre de I'image rétinienne géoingte diminue a mesure que la distance s'accrait. L
diameétre du cercle de diffusion, au contraire, éerdit pas nécessairement quand la distance augnilent
croit méme d’'une facon surprenante pour un trésegrmmbre d’'yeux, ceux de tous les myopes.” (Er
cke. - , Pa

, 1878; 138.)
%2 Jonathan CranSuspensions of PerceptiddIT Press, 2000; 160.
% John Gage also pointed out their interest in Hiviexture of dots” by citing Mayer Schapiro’s werd
“dotting itself has an important aesthetics” Johag& “The Technique of Seurat: A Reappraisthé Art
Bulletin, Sep. 1987, vol. 69, no.3; 452.
% Robert L. HerbertSeurat Drawings and Painting¥ale University Press, 2001; 12 : “It was notlrea
optical mixture, but what Blanc and Fénéon callgibration,” that Seurat and the Neo-Impressionists
sought. The eye struggles toward a resolution efsveral colors, but stops short of a final, disgu
result. In so doing, it is subjected to a vibrat@fncolored particles in which their separate id@d are
presented, but intensely activated by the textuck lay interaction with the other colors.” Floyd Faf
also points out that colors in Neo-Impressionisinidag only rarely completely fuse with each other



9 AA Q: ' Q
% %
: (9
+ ' % AA 6 '
6 J 5 ' @ 06: D *
?'H '
% : = #9, 5
' ' 6
' % (: 9AAC
' % ' 9+ 7
<> 8; =< AA 6. 5C 6
6
%
6' : < %' 6 '
9 : 6
6 ' ' X
: : 6

(Floyd Ratliff. Paul Signac and Color in Neo-impressionjddew York: The Rockefeller University Press,
1992; 36).
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% Fénéon. “From the Impressionists in 1886 (188@)Broude 1978; 37-38.

% Ogden N. RoodModern ChromaticsNew York, 1973 (1879)., Ch. 10 (p.124f). The saegeations

can be found in pp. 148-149 in Chapter 10.

3" Georges Seurat et abeurat: Correspondances, témoignages, notes irsédititiques ed. Héléne

Seyres, Paris: Acropole, 1991; 70.
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¥ 0gden N. RoodModern Chromatics, with Application to Art and uredry, New York: D. Appleton and
Company, 1879; 141.

¥ Rood 1879; 141-142.

0 Michel Eugéne ChevreuDe la loi du contraste simultané des couleurs et'@esortiment des objets
colorés,Paris: Pitois-Levrault, 1839 (English translati@hevreul.The Laws of Contact of Colourrans.
John Spanton, London: George Routledge and Soi8);18ections 75, 76. Charles Bla@rammaire
des Arts du Dessijrtroisieme édition, Paris: Librairie Renouard, 884867); 24. Charles Blantes
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Artistes de mon tempRaris: F. Didot, 1876; 64.
“I Michel Eugéne ChevreuThe Laws of Contact of Colquirans. John Spanton, London, 1883 (French
1839); 4.
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“2 Chevreul. Ibid.,; 32-33. Chevreul mentions thergiteena of complementary afterimage in many other
places in the text. However, he keeps focusingaatutil description: e.g. Section 79: “Successiveragt

of colours includes the phenomena observed wheeyhe having looked for some time at one or more
coloured objects, perceive, after having ceaselddk at them, images of those objects, presentieg t
colour complementary to that of the actual obje@bfid.; 29); Section 80: “this distinction alsccflitates

the understanding of the phenomana which may Hedcahixed contrast; for the retina having seen a
certain colour for some time, has an aptitude tofeea further time the complementary of that colas
well as any new colour presented by an extermatatpjhe sensation perceived being the resultisf th
new colour, and the complementary of the firstgidl; 29)
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4 Rood 1879; 237.
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%> Rood 1879; 222-223. Rood also refuted the theafiéise British colorist George Field (1819, 183&)

the same reason that Field’s theory was based gmapital mixture (Rood 1879; 301-302). Chevreul
rather belatedly mentioned thedhtraste rotatif or the Maxwell’'s experiment of the rotating disk his
book published in 1883. Chevreul regarded this phwma of optical mixture as “revolutional,” and he
argued that he himself discovered this phenomanb8if8, a year before Rood’s book was published
(Michel Eugéne ChevreuMémoire sur la vision des couleurs matérielles euvement de rotation et
des vitesses numériuque de cercRaris: Firmin-Didot, 1883; 3-5). Although | dotriatend to discuss
which theorist was advanced or not, there seentseta certain diplomatic dissagreement among the
theorists over the understanding of optical mixtewven in the latter half of the nineteenth centimythe
same book, Chevreul also began to talk about fat@fucolor vision for the first time in his writingHe
cited his conversation with Louis Daguerre: “Vou&xpliquez ce que jai fait d'instinct; lorsqu’'age
avoir peint pendant plusieurs heures, mes yeugués se refuseient a voir les couleurs, j'allazcie de
mes voisins fabricant de papiers peints, lui conmenadie fries de couleurs unies, les plus crues sont
ses expressions, -- pour la mettre dans mon atakiec l'intention de la regarder dés que le besein
raffemir ma vue se ferait sentir.” A la questiorua@d une couleur vous a fatigué, quelle est celleatre
fries que vous regardez? “Je ne suis guide quenparinstinct,” fut sa repose. “Eh bien, répliquaifa

loi du contraste des couleurs vous indique quellieprend sa sensibilité en regardant la compléaien

de la couleur qui I'a fatigué.” (Chevreul 1883; 911

46 Psychologie scientifique francaiséentenaire de Th. Ribot: jubilé de la psychologiestifique
francaise Agen: Imprimerie moderne, 1939; 186.
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47 Zimmermann 1991; 249f.; Crary 2000; 164-165. Oe ifichotomy between “inhibition” and
“dynamogénie”’of Brown-Séquard, see Charles Browgu@éd. Recherches expérimentales et cliniques
sur l'inhibition et la dynamogénjdParis: G. Masson, 1882 (1878).

“8 Although the Neo-Impressionists referred to Hentiieory, they kept a certain distance from hintlpar
because of its eclecticism and mysticism (Zimmemb®91; 228). Seurat met Henry in spring 1886, and
he confirmed that he did not know Charles Henryirduthe formation of his style (“A letter to Félix
Fénéon in June 20, 1890"; see Broude 1978; 16Hig¥arro stopped attending at Henry’s lecture after
few particimations as it was incomprehensible tm lfKathleen AdlerCamille Pissarro: A Biography
New York: St. Martin's Press, 1977; 102). Signaoterin his journal December 1894 that “Charles
Henry, who becamde plus en plus poétiqi(@4 décembre 1894: Paul Signadotirnal de Paul Signat
edited by John Rewald Bazette des Beaux-AR$ (July-Sept. 1949): 111-113.

49 Zimmermann 1991; 296-297; Martha Ward 1996; 12%énry’s original texts were published as
“Rapporteur esthétique et sensation de form&’,revue indépendant@pril 1888);70-90, andCercle
chromatique Paris: Charles Verdin, 1888.

¥ Gustave Kahn.De L’Esthetique du verre polychrorhid.a Voguel, Apr. 18, 1886, 34-65. (English
translation in Charles Harrison and Paul Wood édsjn Theory: 1815-19000xford: Blackwell, 1998,
1011-1014.) In this article, Kahn specifically miens a pathological aspect of Henry’s color theory.

*L Signac and Pissarro more or less trusted in Hemwpporteur esthétiquer a protractor that was
invented for measuring directions and lines to piddpether they are dynamogenic or not. Pissarradwn
a copy of the texRapporteur esthétiquéNard 1996; 126). Signac is said to have believed the
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protractor could serve for the artisanal educatéorg industrial art (Robyn S. Roslakeo-Impressionism
and Anarchism in Fin-de-Siecle France: Paintingliftes and LandscapeAshgate, 2007; 62.)

2 Félix Fénéon. “Les Impressionnistes aux Tuiletid®) septembre 1886 (Fénéon 1870; 58). In this
memorial text in which Fénéon for the first timeedshe word “néo-impressionniste,” the critic mens
Rood, Maxwell, and Charles Henry. However, as Faiséknowledge of Maxwell was most likely from
Rood’s text, Charles Henry’s theory is the onlyestBource that cannot be derived from Rood’s text.
deux pas, l'oeil ne percoit plus le travail du gaa: ce rose, cet orangé et ce ble se composetd sur
rétine, se coalisent en un vibrant choeur, etdsaton du soleil s'impose: on sait, en effet xpéiences

de Maxwell, mensurations de N. O. Rood, -- que édamge optique suscite des luminosités beaucowp plu
intenses que le mélange des pigments. Au prix dgesillé Pissarro récents, ceux de 1871 a 1885, se
merveilleusement atmosphériques et lumineux, semies.” (54-55). “Le professeur N. O. Rood leur a
fourni de précieuses constatations. Bientot laribégénérale du contraste, du rythme et de la mesier

M. Ch. Henry, les munira de nouveaux et sirs rgnsenents.” (58).

*3 F¢lix Fénéon (under the pseudonym of Thérése)e“dfiiche” La Cravanche 15 septembre 1888
(Fénéon 1970; 131): “Allez voir chez M. G. Segupgnstructeur d'instruments de précision, 14,
boulevard Saint-Michel, une affiche du Cercle Chatique de M. Charles Henry, par le peintre néo-
impressionniste Paul Signac. Cette affiche estéanfer application de la polychromie rationnellakdie

sur des principes rigoureusement mathématiquebapdeur du Cercle: quoique exécutée trés rapidémen
a lI'aqugrelle, sans grand souci de I'esthétiquefdesaes, avec des instruments visiblement sommalres
Fénéon. “Une esthetique scientifiqued Cravanchel18 mai 1889 (Fénéon 1970; 145-148).

* For example, Fénéon summerizes Henry’s theoryoliewis: “Charles Henry essaie de préciser les
principes et quelques lois d'une telle mathématigbe théorie est générale et, par conséquent, gére
I'esthétique. Jusqu'ici elle s’est plus spécialetriddiée a la ligne, a la couleur et au son.” (B&n&Une
esthetique scientifigue,La Cravanche 18 mai 1889 (Fénéon 1970;145); “Mais les couleswmsit
dynamogénes plus ou moins (effort musculaire destéhgues, perception des différences de clarté,
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courbes de croissance des végétaux, etc.) Projletessir la rose des directions en faisant corredgole
rouge, le jaune, qui sont relativement dynamonem@sdirections dynamogenes; le vert, le violebléay,

qui sont relativement inhibitoires, aux directiongibitoires; nous obtenons ainsi la premiére essgii
d'un cercle chromatique dont il faudra ensuite daibeer rigoureusement les éléments linéaires repéré
avec chaque raie du spectre. Pour justifier cett®@ation de la couleur et de la direction, M. &
Henry a machiné une expérience ingénieuse dont Moigilan: avec un lorgnon vert-blue ou rouge, on
trace trop grandes les verticales, souvent de déBmodéle (le tracé des autres lignes n’est modifié
par I'impureté des verres). Avec un lorgnon vialatvert, trop grandes de 1/20e les obliques inebrg
droite. Un verre jaune motive des horizontalesaleche a droite trop grandes.” (ibid. 146).

%5 Charles Henry. “Introduction & une esthétiquersifique,” Revue contemporain@5 August 1885; 447.
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* Charles HenryCercle chromatiqueParis, 1888; 6-7.
>"Henry. Ibid.,; 9. “En résume, on peut considésesénsation et I'idée comme des exercices virdels
notre mécanique naturelle: la sensation corresgomth mouvement réel qui aboutit & un mouvement

virtuel.”
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%8 Charles HenrySur une loi générale des réactions psycho-maqtrsepresented at the Congrés de Paris
de I'Association frangaise pour 'avancement désrees, Paris, 1890; 14.
%9 Félix Fénéon. “Une esthetique scientifiquies’ Cravanche18 mai 1889; 145.
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% Joris-Karl Huysmand.’Art moderne Paris: G. Charpentier, 1883. The book was weitiramong the
Impressionists including Seurat, Signac, and Rigsafthough it claimed “daltonisme,” or retinasdrder
of the artists. Pissarro mentioned Huysmans’'s bootwo letters of May 1883 (Letter 145 & 146 in
Camille PissarroCorrespondance de Camille Pissartome 1, edited by Janine Bailly-Herzberg; preface
by Bernard Dorival, Paris: Presses Universitaie$hnce, 1980; 203-205). Seurat also admireddbk,b
which Signac told in this book 1899, p.110. For endetails, see Paul Smith. “Parbleu”; Pissarro ted
political colour of an original vision,Art History, vol. 15, no. 2 (June 1992); 235.

®1 Gustave Kahn. “De L’Esthétique du verre polychrgmea Vogue 1 Apr. 18, 1886, 34-65. (English
translation in Charles Harrison and Paul Wood édlsin Theory: 1815-19000xford: Blackwell, 1998,
1011-1014.) The article introduced Charles Hengrcle "Introduction & une esthétique scientifique
(August 1885). Kahn specifically focuses on theidogf color and its inferent direction which Henry
argued.

%2 paul AdamSoi, Paris: P.-V. Stock, troisiéme edition, 1906 (18%&néon quickly mensioned this novel
as a model of the painter Albert Duboix-Pillet (ké&Fénéon. “lle Exposition de la Société des Aetist
Indépendants,L’Art moderne de Bruxellesl9 septembre 1886, reprinted in Félix Féndédeuvres plus
que complétesGeneva: Librairie Droz, 1970; 44.)

8 Charles Henry. "Introduction a une esthétique raifique”, Revue contemporain@5 August 1885;
441-469.

% Félix Fénéon. “L'lmpressionnisme aux Tuileried,’Art moderne de Bruxellel9 septembre 1886
(Fénéon 1970; 58).
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% Camille Pissarro and Fénéon talked over the arelveral times in 1886. One of their main concern
was how they could persuade Seurat to approve thearization. Pissarro said to his son Lucien that
Seurat might not approve Fénéon’s article as it @ well explained.” : “M. Fénéon sent me theftira
of his article; he wanted me to look over certaasgages dealing with the question of techniquen | a
afraid that these questions are only too well érpld and that the painters will take advantagesofiu
would have liked him to discuss this with Seuratt this is impossible. (September 15, 1886: Camille
Pissarro. Camille Pissarro: Letters to his son Lucjared. John Rewald, New York, 1972; 81
(Correspondance de Camille Pissarmdited by Janine Bailly-Herzberg (1980): Letté23tome 2, pp.
69-70). As for Chevreul’s color theory, Pissarrecatecommended Fénéon to consult Seurat’s ingtructi
“Je crois qu'il faut généraliser quand il s'agit dersonnes, mais préciser quand il s’agit Seurat)eq
premier a eu le bon sens de mettre conscienciemsesnepratique les théorie de Chevreul.” (around
October 1886: from Camille Pissarro to Félix Fén¢Borrespondance de Camille Pissarredited by
Janine Bailly-Herzberg (1980): no. 356; tome 2,/8p74).

®n a letter from Seurat to Félix Fénéon in Jun8Ql&Seurat for the first time accused Fénéon of his
“inaccurate” information in his article “Signac” ithomme aujourd’hui(no. 373, June 1890). In this
letter, Seurat reconfirmed that not Signac but hasalf was the founder of the Neo-Impressionist
movement, as well as argued that he did not knoarl€s Henry during the formation of his style (see
Broude 1978; 16-17). However, the dispute was mankr Seurat’s originality and his sources, antl no
over Fénéon'’s theoretical analysis itself.

67 Jonathan Crary mentions political progressivermés3eurat in relation to Henry’s theory: see Joaath
Crary. “Seurat's Modernity,"Seurat at Gravelines: The Last Landscapeshibition catalogue, Ellen
Wardwell Lee, ed., Indianapolis Museum of Art, 1968-64.
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%8 Félix Fénéon. “Signacl’es Hommes d’aujourd’hpi. 373 (juin 1890 issue), np. (Fénéon 1970; 176)
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% Robyn Roslak also cites this phase of Fénéon sigraof the critic’s anarcho-communist tendency:
Robyn S. Roslak. “Symphonic Seas, Oceans of LibeRgul Signac's La Mer: Les Barques
(Concarneau),Nineteenth-Century Art Worldwiggolume 4, Issue 1, Spring 2005; note 113.

" Signac also use the words suchsaissureandsouiller specifically in his discussion on avoidance of
grey in painting. “Le but de la technique des méptiessionnistes est d’obtenir, nous I'avons dit, un
maximum de couleur et de lumiére. Or, ce but njeEst clairement indiqué par ce beau @Eugene
Delacroix: ‘L'ennemi de toute peinture est le dris! Et n'est-ce pas la encore obéir au conseil de celu
qui écrit: * bannir toutes couleurs terreuses.’ Bes couleurs pures, ils respecteront toujoursitatp. Se
gardant bien de lesouiller en les mélangeant sur la palette.... tout mélangiguaptend vers la clarté et
I'éclat. Delacrois se douteait bien des prérogatide cette méthode.” (Paul Sign&tEugéne Delacroix
au néo-impressionismeParis: Hermann, 1964 (1899); 38-39). In Signamsnion, to “sully” is to
suppress the maximum luminosity of the paintingweeer, as Robyn Roslak demonstrates, such demand
for pure colors was arguably associated with ther@m-communist demand for individual freedom as
well. See Robyn S. Roslakcientific Aesthetics and the Aestheticized Eartie Parallel Vision of the
Neo-Impressionist Landscape and Anarcho-Communigtia Theory Ph.D. diss., University of
California, Los Angels, 1987; 62f.
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" Henri Matisse. “Notes of a Painter” (1908) in Dih#iatchelor, edColour, Documents of Contemporary
Art, MIT Press, 2008; 53.

2 John GageColor in Art, Thames and Hudson, 2006, p.49f. Georges Rofteet Science de la
Couleur: Chevreul et les Peintres, de Delacroixabstraction Nimes: Editions Jacqueline Chambon,
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1997; 61-72.
3 For example, see William Innes Hom8eurat and the Science of Paintifdassachusetts: MIT Press,

1964. Floyd RatliffPaul Signac and Color in Neo-impressionjdew York: The Rockefeller University
Press, 1992. Michael F. Zimmermar8eurat and the Art Theory of his Tindntwerp: Fonds Mercator,
1991.

™ John GageColor and Meaning: Art, Science, and Symboligarkeley, CA: University of California

Press, 1999; 55.
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"5 |ssac NewtonOpticks Amherst, N.Y. : Prometheus Books, 2003 (1704%.15

6 Johann Wolfgang von Goeth&oethe’s Color Theoryed. Rupprecht Matthaei, New York: Van
Nostrand Reinhold, 1971 (1810). For example, J@matBrary sees a significan paradigm shift from
objective to subjective vision in Goethe’s coloedhy (Jonathan Craryl.echniques of the Observeéd]T
Press, 1992; Chapter 3).

" Ostwald’s color system also referred to the thetynamic principle of nervous physiology based on
Weber-Fechner law to construct its logarithmic gtamh of a color scale. However, Ostwalt no longer
regarded complementary harmony as something drtodais color system. On Ostwald color theory, see
Wilhelm Ostwald.Color Science Part,ltrans. J. S. Taylor, London, 1931; ---Golor Science Part |l
trans. J. S. Taylor, London, 1933. The Munsell calgstem, one of the most prevalent color systems i
the twentieth century, is owed much to Ostwald tihmic color system.
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8 Martin Kemp.The Science of Art: Optical Themes in Western wrnfBrunelleschi to SeuraNew
Haven: Yale University Press, 1990; 269.

" Kemp (1990); 291-295. Kemp also mentions threaéheexts which dealt with complementary color
effects before Chevreul (1839): G. Grégoiféeorie des couleursParis, 1820; C. Bourgeoislanuel
d’'optique expérimentale, a I'usage des artistesst physiciensParis, 1821; J. MariméBe la peinture a
I'huile, Paris, 1830.;. (see Kemp 1990; 308).

8 Comte de Buffon. “Sur les couleurs accidentell®&moires de I'’Académie des Scien(E&43), inUn
autre Buffon J.-L. Binet and J. Roger, Paris: Hermann, 1938-149; Georges RoquArt et Science de
la Couleur: Chevreul et les Peintres, de Delacrdikabstraction Nimes, 1997; 14-15. Mary Ann Doane,
however, regards this tie between the notion afjdi@ and complementary afterimage as a significant
starting point of subjective color vision for theason that the color vision was firstly attributedthe
human durational sense (Mary Ann Doamke Emergence of Cinematic Time: Modernity, Cominuy,
The ArchiveHarvard University Press, 2002, 69-83.)

8. Roque 1997; 61.
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8 Gage 1999; 169-176.
8 Johann Wolfgang von Goeth&oethe’s Color Theoryed. Rupprecht Matthaei, New York: Van
Nostrand Reinhold, 1971 (1810); Vol. 1, Sections1i% 33, 814, 815, et al.
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8 John GageColor and Culture University of California Press, 1993; 201-202. Arance, Goethe’s
theory attracted French theorists who referred toh bmetaphysical and neurological notions of
complementary harmony. For example, one can nanagl€hBlanc, Alphonse Germain (Georges Seurat
et al. Seurat: Correspondances, témoignages, notes irgdittiques ed. Hélene Seyres, Paris: Acropole,
1991; 42, 289), and Eugene Véron (Eugene Vébastheticstrans from French to English by W. H.
Armstrong, B.A., London: Chapman & Hall, 1879 (137331.

8 Jeffrey Barnouw, "Goethe and Helmholtz: Sciencd &ensation," inGoethe and the Sciences: A
Reappraisaled. Frederick Amrine, et al. (Dordrecht: Reid&€I87); 47.

8 For Helmholtz's admiration of Goethe, see Garyfidat. “Helmholtz and Classicism: The Science of
Aesthetics and the Aesthetics of Science,” in Da@idhan, edHermann von Helmholtz and the
Foundations of Nineteenth-century Scigndeiversity of California Press, 1993; 551f. JejfrBarnouw,
"Goethe and Helmholtz: Science and Sensation3dathe and the Sciences: A Reappraisdl Frederick
Amrine, et al. (Dordrecht: Reidel, 1987), 45-82.

8" Barnouw. Ibid.; 45- 63.
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8 For Helmholtz’ influence on contemporary artists general, see Filiz Eda Burhakision and
Visionaries: Nineteenth century psychological tlyeathe occult sciences and the formation of the
symbolistic aesthetic in Franc®h.D. Dissertation, Princeton University, 1978p¢inted by University
Microfilms International in 1982); 22 and note 35-77 and note 38. John Ga@amlor in Art, 2006, 53f.
For example, following primary documents directhemtion Helmholtz's psychology: Hippolyte Taine.
On Intelligencetrans by T. D. Haye, New York: Henry Holt and Gmany, 1875De I'Intelligence Paris:
1870), vol [; 118f, vol. 2; 51f., etc. Eugéne Vérdtestheticstrans from French to English by W. H.
Armstrong, B.A., London: Chapman & Hall, 187Q¢sthétique Paris, 1878); 229-223; 236. Théodule
Ribot. German Psychology of Todalyans from the second French edition by Jamek Batdwin, New
York, 1886 (a psychologie allemande contemporaiRaris, 1879); 122f. Charles Henry. "Introduction
une esthétique scientifique", Revue contempora@Bdugust 1885, 455.

8 Hermann von Helmholtz. I'bptique et la peinturg in Ernst Wilhelm von cke. Principes
scientifiques des beaux-arts, , 1878; 169f. English
translation is in Herman von Helmholtaelmholtz on Perceptlon Its PhyS|oIogy and Deveiept ed.
Richard M. Warren and Roslyn P. Warren, New YodhrdWiley and Sons, 1968; 137f.

0 Burhan (1979); 104.
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1 Georges Seurat, et #heurat: Correspondances, témoignages, notes irséditétiques ed. Héléne
Seyrés, Paris: Acropole, 1991; 103-104.

%2The journal introduced not only the latest academsults of science and philosophy in France alsat
those in Germany, Britain, Belgium, Italy, and Spaihe neuro-psychological discourse is dominant in
this magazine as Ribot was a strong believer dfhie articles which specifically refer to Helmhottan

be found, e.g" Origine et valeur des axiomes géométriquéetue Philosophique de la France et de
I'étranger, Tome Il (1876); 317. D. Nolen. “Helmholtz. - Lésits dans la perception,” ibid., Tome VII
(1879); 561-567.
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% Hermann von HelmholtzHelmholtz on Perception: Its Physiology and Deveiept ed. Richard M.
Warren and Roslyn P. Warren, New York: John Wilegt $ons, 1968; 150-151.
% Helmholtz. Ibid; 155.
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% Helmholtz. Ibid.; 164-165.
% Although | do not deal with Schopenhauer’s coloeary here, it was one of the most significant
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theories that re-read Goethe’s color theory by whyhe neuro-psychological perceptive system. The
reason why | cannot deal with his theory is simpgcause it is unlikely to have been read by French
scholars although his other works were well reaBrance (For Schopenhauer’s impact on French eyltur
see Louis Reynaud. mn ! ", Paris: Hachette, 1922,
269f.) Firstly Schopehnauer’s color theory, whictaswpublished in 1816 and 1857, pioneeringly
emphasized the active character of color perceptibrthe understanding converts the sensation into
intuitive perception, then naturally this effectakso related and assigned to its cause, and tbdbg
producing the effect; light or color are attributesl qualities, that is to say, as modes of operatet the
body is recognized only as that which produces éffisct. ‘The body is red’ means that it produdes t
effect of color in the eye. To be [sein] is genlgraynonymous with to act [wirken]; accordingly,esvin
German, everything that is, is very strikingly andh unconscious profundity called actual [wirkllch
that is, acting [wirkend]. — By our apprehensioncofor as something inherent in a body, the imntedia
perception of it that precedes this is by no medranged. It is and remains an affection of the &ye;
object is intuitively perceived merely as the caofthat affection.” (Arthur Schopenhaué@n Vision and
Colors: An Essaytranslated by E. F. J. Payne; edited by Eavi@d&rtwright, Oxford/ Providence: Berg,
1994; 21). Furthermore, he designated complemeiatiégyimage as an effect resulted from a struggle f
the full “nerve-like” activity of retina. This hypbesis closely resembles that of contemporary nreuro
psychologists: “After its appearance, every coldll e followed by itscomplementwhich remains
behind in the eye as the physiological spectrumterfull activity of the retinaThis happens because the
nerve-like nature of the retina makes it necesaty when the retina has been forced by the natfuttee
external stimulus to divide as its activity intootwgualitatively different halves, the half calledd being

by the stimulus is followed automatically by théet half after the removal of the stimulus. For tbéna
has the natural urge to display its actitytirely, and it attempts wholly to restore this afterastbeen
split apart. The greater the portion of the resin&lill activity a color is, the smaller must be its
complement for this activity.” (Emphasis origin@chopenhauer. lbid.; 32)

" Rolf G. Kuehni.Color Space and its Divisions: Color Order from ity to the PresentHoboken,
New Jersey: Wiley-Interscience, 2003; 59, note“3RBe English glassmaker George Palmer (1740-1795)
had an interest in color and was active at timeBramce. In 1777 he published in English a pamphlet
tittes “Theory of Colours and Vision.” It was trdated in the same year into French. Walls (1956)
considers Palmer’s theory “just as complete as Ysy@nd nowise inferior to it...” Palmer’s theomas
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reviewed in “Lichtenberg’s Magazin” in Goéttingenefany, in 1781. Thomas Young was a medical
student in Géttingen from 1795-96 and knew Lichrgbwho had considerable interest in vision.”

% Richard Kremer also details the history of trighatic system in Germany from Young to Helmholtz.
(Richard L. Kremer. “Innovation through Synthedi#elmholtz and Color Research” in David Cahan, ed.
Hermann von Helmholtz and the Foundations of Nemtecentury SciencedJniversity of California
Press, 1993; 205-237.)

% Kremer 1993; 426. Jeffrey Barnouw. "Goethe anchthelltz: Science and Sensation" (1987), 58-61.

1% Anson RabinbachThe Human Motor: Energy, Fatigue, and the OrigiisModernity University of

14
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California Press, 1990.

191 Christoph AsendorfBatteries of Life: On the History of Things andeifhPerception in Modernity
trans. from German by Don Reneau, University offGalia Press, 1993.

192 Bryce Clarke.Energy Forms: Allegory and Science in the Era césSical Thermodynamicdhe
University of Michigan Press, 2001.

1% Bruce Clarke and Linda Dalrymple Henderson, Echm Energy to Information: Representation in
Science and Technology, Art, and Literatu8éanford University Press, 2002.

1% For example, theorist such as Karl Marx, Max Weleithelm Ostwald regarded capital as energy
(Asendolf 1992; 155. Clarke 2001; 43f., 60f.)

19 Clarke 2001, 25-26. The most typical example casden in Camille Flammariohd fin du monde
(1893).

1% Clarke 2001; 2-3. David CahaHermann von Helmholtz and the Foundations of Neretecentury
ScienceUniversity of California Press, 1993; 432f.

107 jeffrey Barnouw, "Goethe and Helmholtz: Sciencd &ensation," inGoethe and the Sciences: A
Reappraisal ed. Frederick Amrine, et al. (Dordrecht: Reid&887); 58. Bamouw also suggest that
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Helmholtz understand Goether’s Faust in terms obdern energy-oriented physics” in his later years.

(Bamouw. lbid, 78).

1% For Helmholtz’s long career of thermodynamic reskasee Part Il of David CahaHermann von
Helmholtz and the Foundations of Nineteenth-cen8aignce University of California Press, 1993; 289-
458. Gunter Bierhalter specifically points out Habitz's strong interest in the second law of

thermodynamics (ibid., 432f.)



(( D OSH<

@cC
9
'C
@ '%B . "%
"%
1(
%
co '
@C 5 C9
'%B . '
B'6 %
7 8

9 % (

o+

98 4
%

9+

199 Michel Eugéne ChevreuDe la loi du contraste simultané des couleurs etasortiment des objets
colorés Paris: Pitois-Levrault, 1839TKe Laws of Contact of Colgutrans. John Spanton, London:
George Routledge and Sons, 1883). Other worksdéealt with complementary color effets in France
were, for example, F. Grégoire. Theorie des cosldiraris, 1820); C. Bourgeoidanuel doptique
experimenta(Paris, 1821); J. MariméBe la peinture a I'huilgParis 1830). (See Kemp 1992; 308.)
10Kremer 1993; 251. Helmholtz also mentions Chevseubok inL'optique et la peinturén 1878 (see

Briuicke 1878; 202).

1M, E. ChevreulThe Laws of Contact of Colourans. John Spanton, London, 1883(1839); 62-63.
112 Chevreul. Ibid.; section 16; p. 9.
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113 Chevreul. Ibid.; section 38, p.14.

114 Chevreul. Ibid.; section 168, p.47.

115 Chevreul. Ibid.; section 169, p.47.

1% Here is Chevreul’s categorization of various cdlarmonies (ibid.; 46-48):

First Case. Agreeable Colour. Everyone, whose eyeswell organized, derives pleasure from
looking at the coloured rays transmitted througtol@ured glass, whether it be red, orange, yeltpeen,
blue, or violet.[...]

Second Case. Different Tones of the same Scaleolwfu€ The simultaneous view of the series of
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tones of the same scale, which commences with vetmiteends with dark brown, gives undoubtedly an
agreeable sensation, especially if the tones hqwel @nd suficiently numerous itervals. [...]

Third case. View of different colours, belongingadjacent scales, assorted conformably to contrast.
The simultaneous view of different colours, belogio scales more or less allied to each other, lmeay
agreeable. But this combination is difficult asyttimjures” adjacent colors. [...]

Fourth case. View of very different colours, belmggto very distant scales, arranged conformably to
contrast. The simultaneous view of complementaifgurs, or of binary assemblages of colours, which,
without being complementary, are yet very differémtalso an undoubtedly agreeable sensation. [...]

Fifth case. View of various colours, assorted maréess according to the law of contrast, beingisee
through a glass of a colour not deep enough tevallibthe colours peculiar to the glass to be Vsip..]

17 Gage 1993; 176. Quite reasonably, Rood argues‘thhturs less than 80 or 90 degrees apart [on the
color circle] suffer from harmful contrast, whilease more distant help each other.” (Rood 1879).292
Rood admitted beauty of juxtaposition of adjecanbis only in the cases of small dots like folid§®od
1879; 140, 159-160, 273f.). However, his understapaf color was profoundly relied on so called
Young-Helmholtz trichromatic system as discussaa’apand he regarded Chevreul’s theory as oneeof th
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older generation (Rood. Ibid; 222-223).
® Rood 1879; 130.
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119 Following arguments of contemporary artists wedisctibe the fact that acquisition of scientific
knowledge was indispensable for painters to lelaeriaw of complementary harmony.

Van Gogh's letters to his brother Theo from 18841885 as cited in John Gag€olor in Art,
Thames and Hudson, 2006; 50: “The laws of the gslawe unutterably beautiful, just because they are
not accidental” (Letter 371); “I am completely alised in the laws of colours. If only they had taligh
them in our youth! But it is the fate of most pemfitat by a kind of fatality one has to seek fghtia long
time. For that the laws of colour which Delacrobasvthe first to formulate and to bring to light in
connection and completeness for general use, liwtdh did for gravitation, and likd Stephenson fid
steam — that those laws of colours are a ray of ligis absolutely certain.” (Letter 430); “Thesings
concerning complementary colours, simultaneousrastitand the neutralizing of complementaries, this
question is the firs and principal one; the secanthe mutual influence of two kindred colours, for
instance carmine on a vermilion, a pink-violet obl@e-violet. The third question is the light blagainst
the same dark blue, a pink against a brown-redtr@cyellow against a chamois yellow, etc. But finst
question is the most important.” (Letter 428)

Camille Pissarro’s letter to his son Lucien in kelvy 1887 (as cited in Paul Smith. “Parbleu”:
Pissarro and the political colour of an originadign,” Art History, vol. 15, no. 2 (June 1992), 224.) “...we
[the Impressionists] could not have pursued outisgiof light with so much assurance, if we hadhsat
as a guide the discoveries of Chevreul and othenssts. | would not have distinguished betweesalo
colour and illumination, if science had not gives the hint; the same holds true of complementary
colours, contrasts, and the like.”

The critic Gustave Kahn rather optimistically lodkack upon the happy intervention of science in
the 1880s: “Previously people painted just arbiyafau hasard, without keeping a count of science,
without consulting Chevreul and Rood. The law ofmptementaries was discovered, defined,
promulgated, and commonly used! How surprising! The new painters manifested themselves in a
humble wooden hut at Tuileries. The group of théépendantdlourished there.” (Translation YK --
Gustave Kahn. “Au Temps du pointillismeéyercure de Francgavril 1924); 5.)

I#
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120 Michael F. ZimmermanrSeurat and the Art Theory of his Timdatwerp: Fonds Mercator, 1991; 446.
121 Georges RoqueArt et Science de la Couleur: Chevreul et les Resjtde Delacroix a I'abstractign
Nimes, 1997; 61f. John Gageolor and Meaning: Art, Science, and SymboliBarkeley, CA: University
of California Press, 1999; 165.

122 pidier Semin. “Note sur Seurat et le cadr/ant-guerre sur l'art, et¢.no. 1, 2 trimestre 1980; 53-59.
Roque 1997; 256-259, 316-31Fllen Wardwell Lee. “Seurat at Gravelines: The Lhahdscapes,” in
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Seurat at Gravelines: The Last Landscaplesliianapolis Museum of Art in cooperation withdiana
University Press, 1990; 48.

123 Broude, edSeurat in PerspectivéThe Artist in Perspective Series, Prentice-HBI78; 19. Original
French text is as cited in Roque 1997; 316. ThéiccAlphonse Germain also talks about Neo-
Impressionist frames: “Enfin, dominante du tableauentuée par cadre en opposition de teintes,nde to
et, si possible...” (“Théorie chromo-luminaristed Plume september®}, 1891 as cited in Georges Seurat
et al.Seurat: Correspondances, témoignages, notes irgeditéiques ed. Héléne Seyrés, Paris: Acropole,
1991; 290.)

124 3ohn RewaldSeurat: A BiographyNew York: H. N. Abrams, 1990; 178.

125 Félix Fénéon. “Anachronismes,” BVA 1ler février 1922, in Fénéon 1970; 412.
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126 Semin 1980; 55.
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127 Georges Seurat. “Letter from Seurat to Maurice uBearg, 28 August, 1890,” reprinted in Norma

Broude 1878; 17.
128 Fglix Fénéon. “Le néo-impressionnismé’art moderne de Bruxellesl5 avril 1888. (Fénéon 1970;

84); Semin also cites these words (Semin 1980; 56).
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1291 his discussion on the Neo-Impressionist fra@eerges Roque points out the impact of Chevreul’s
1839 text on the artists, as the text examineduareffect of different colored frames on paint{Rpque
1997; 256-259; 316-317.) Chevreul's is quite likedyhave contributed to direct the painters’ attanto

the topic. However, Chevreul in fact did not recoemah painters to use complementary frames to tapleau
and his concern was mainly on how to avoid wrongiads of frames that possibly give harmfulisible
effects on painting (Chevreul 1839; 354-361.)

130«Avec le cadre complémentaire, vous renforceztdes qui se trouvent sur le bord de la toile: mais
ceux du centre?” Signac’s letter to Camille Pigsam June 30, 1887 (as cited in Roque 1997; 317).

131 Thick complementary frames similar to that of “Grotoy” can be seen with Seurat’s “Evening,
Honfleur” (1886; frame painted in 1889/90, MoMA, Weérork) and “Port-en-Bessin, I'avaint-port marée
(1888, Paris, musée d’'Orsay), among others. Towdmeldate 1880s, Seurat seems to have treated the
frame as an virtual envoronment of painting. Faregle, Emile Verhaeren tells the story that Sewest
inspired to adopt dark frames by the Wagnerianesfagctice of darkening the theater to highligle th
illumination of the stage (Ellen Wardwell LeBeurat at Gravelines: The Last Landscapdeslianapolis
Museum of Art in cooperation with Indiana UniveysPress, 1990; 48); John Rewald talks about an
anecdote that Seurat worked with the frame as wete an actual surrounding of the paintely space:
“Seurat imagines the frame as surrouding the adaralscape, and complying with the logic of this
pointless hypothesis, he punctuates it with oramgblue, according to whether the sun is behindéhor
front of the observer.” (John Rewalseurat: A BiographyNew York: H. N. Abrams, 1990; 178.)
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132 For possible theoritical sources of the portrsee Martha WardRissarro, Neo-Impressionism, and the
Spaces of the Avant-Gardehe University of Chicago Press, 1996; 124f.
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133 |mpressionist painters such as Mary Cassat antl®auguin used painted frames, although they are
not necessarily the complementary frames (Semif;188).

134 Fglix Fénéon. “Anachronismes,” BVA ler février 1922, in Fénéon 1970; 412. Roque 1998.

1% Roque 1997; 256: cited from G. Lecomte. “CamilissBrro” Les Homme d’Aujourd’hyivol. 8, no.
366; 1890; np).

136 Chevreul 1839; Section 568, p. 355.
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137 Roque 1997; 258.

138 Roque 1997; 257 (cited from G. Lecomte. “CamilissBrro” Les Homme d’Aujourd’huivol. 8, no.
366; 1890; np). Lecomte tells this story as onethef 5" Impressionist exhibition in 1880. However,
Roque demonstrated this is actually a story ofsthémpressionist exhibition in 1881, by referring eth
primary sources. For details, see Roque 1997; 588-2

139 Georges Roque here also points out Chevreul’s émpa the complementary frames (Roque 1997:;
259.) It is reasonable to point out Chevreul’s uafice on Pissarro’s framing specifically because he
started the procedure with the white frame whicle€aul recommended in his text. However, it dods no
explain the sudden shift of his frame from the whd the complementary around 1880.



2% "% :
+ ' ' " "%
@cC %  6( ;1< 5 C *
; #G <. ' "% '
% % ' 9 6
C 2 % D '% " B
% ( I# ' 9E
' < (>4 C F
1 "9 B4 1 ' A' 5%
+ ? % , C
; $$G l4< IE 1$9 &, C ; =4<
B :(: I EE

10 Hippolyte Taine De I'Intelligence Paris: Hachette et cie, 187@r( Intelligencetrans by T. D. Haye,
New York: Henry Holt and Company, 1875.)

141 Revue philosophiguéome VI, 1876; 324.

192 José ArguellesCharles Henry and the Formation of a Psychophysigabthetic Chicago: The
University of Chicago Press, 1972; 70. On his legtgee Hilary NiasThe Artificial Self: The Psychology
of Hippolyte TaineEuropean Humanities Research Centrre of the Wsityeof Oxford, 1999; 174-175.

143 Herbert SpencerPrincipes de psychologieParis, G. Bail , 1874-1875. The Principles of
Psychology?2 vols, New York: D. Appleton and Company, 1818%5)).

144 Herbert Spencet.es Premiers Principedraduit de I'anglais par M. E. Cazelles, Pari3. Bailliére,
1871. Another translations were published by Cagelh 1880, 1885, 1894. SpencePsincipes de
Biologie (original 1864) andPrincipes de Sociologi€l874-) were also published in 1877-1878 and in
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1878-1887 respectively.

1%5Théodore Duret. “Herbert Spencer et La Philosopfgie’évolution,” Critique d’avant-garde Paris:
Ecole nationale supérieure des beaux-arts, 19986]1843f. (Original publication was Duret. “M. &gl
Soury et la philosophie de I'évolution. Etudes dristues sur les religions, les arts, la civilisatite I'Asie
antérieure et de la Gréce par Jules Sdweyg.Premiers Principepar Herbert Spencer, traduit de I'anglais
par M. E. Cazelles'.e Siécle 12 février 1877; 3-4.)

196 Eugéne VéronL'esthétique Paris: C. Reinwald, 1878.

14"Théodule RibotLa psychologie allemande contemporaifaris: Librairie Germer Bailliere, 1879.
(German Psychology of Todayans from the second French edition by Jamek Batdwin, New York,
1886).

148 Revue philosophique de la france et de la etrang@aeis : G. Bailliére et Cie, 1876-1938. J. Gasser
“La notion de memoir organique dans I'oeuvre d&ibot” History and philosophy of the life and saien
vol. 10, issue 2, 1988; 295-296, note 12.

149 Zimmermann 1991; 230.
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%0 Richet became professor of physiologyJallége de Francén 1887. He was close to Ribot and Jean-
Martin Charcot’s student Pierre Janet (Zimmerma®881]l 234-235)Revue des Deux Mondpsblished
his articles based on his neuro-psychological resesuch as “Revue scientifique: recherches noesell
sur les fonctions du cerveau,” (janvier-février 88222-228); “Revue scientifique: le méthode grgpbi

et la contraction musculaire,” (mars-avril 187637720), among others.

311 ouis Reynaud. Il ! ", Paris: Hachette, 1922;
147-149.

%2 Fjliz Eda BurhanVision and Visionaries: Nineteenth century psycbisal theory, the occult sciences
and the formation of the symbolistic aesthetic rariee Ph.D. Dissertation, Princeton University, 1979;
37. For example Signac cited an article of the migain his book in Signac 1899; 120-123.)

133 According to Lucien Pissarro, Dr. Paul-FerdinamicBet first visited Camille Pissarro in 1871 taatre
Lucien’s younger brother Manzana, born on Noven##r1871. And the first known letter from Pissarro
to Gachet was annotated on February 17, 1872 (Bristel et al.Cézanne to Van Gogh: The Collection of
Doctor GachetThe Metropolitan Museum of Art, New York: Harry Nbrams, Inc., 1999; 5-6.); Another
homeopath and art collector Georges de Bellio cankmow Claude Monet and Camille Pissarro in 1875
(Musée Marmottan Monet.Académie des Beaux-Arts Institut de France, A Liy§@o de
L'Impressionnisme: la collection Georges de Bellioa Bibliotheque des Arts, 2007; 18.); The
professional homeopathic doctor Léon Smion, who evasof the leading homeopaths in France (Camille
Pissarro.Correspondance de Camille Pissartome 1, edited by Janine Bailly-Herzberg; prefage
Bernard Dorival, Paris: Presses Universitaires@aé¢e, 1980; 105; note 2.)
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1% Marc JeannerodThe Brain Machine: The Development of Neurophygiold Thought trans. David
Urion, Harvard University Press, 1985; 30-31. Fomareple, the founder of homeopathy Samuel
Hahnemann reads: “With the smallest homeopathicicimed doses, the after-action of the life force
becomes known only by the reestablishment of thedestasis (equilibrium) of health.” (Samuel
HahnemannOrganon of the Medical Art: the sixth edition of.[Bamuel Hahnemann’s work of genius
based on a translation by Steven Decleatited and annotated by Wenda Brewster O'Reffigdmond,
Washington: Birdcage Books, 1996; 269).

% Burhan 1982; 22-23.

% The Goncourts’ journal recorded their friendstfee Edmond de Goncourt et Jules de Goncourt.
Pages from the Goncourt Journaddited and translated by Robert Baldick, Oxfondividrsity Press,
1962; 94-96; 115; 211; 327, et al. Zola is usualg $0 have took up Taine’s banner of scientificiahis
realism (Lynn GamwellExploring the Invisible: Art, Science, and the 8pal. Princeton: Princeton
University Press, 2002; 65). Both Huysmans and fHemention Taine in their work in the mid 1880s.
(Joris-Karl HuysmansL'Art moderne Paris, 1883; 22. Charles Henry. "Introduction rie @sthétique
scientifique",Revue contemporain25 August 1885, 444.)
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" For Denis, see Burhan 1982; 19: “Les Symbolista®#ét des esprits passionnées de vérité, vivant en
communion avec la nature, et je crois bien aussi,rsétaphysique. S’ils furent amenés a “deformeer,”
composer, et finalement a inventer de surprendotesules, c’est qu'ils voulurent se soumettre ais |
d’harmonie qui régissent les rapports des couledes, agencements des lignes (recherché de Seurat,
Bernard, C. Pissarro)...Etant donnée la structuréode et sa physiologie, le mécanisme des associat

et les lois de la sensibilité...ils en tirent lesslale l'oeuvre d’art...Pour avoir continué la route
gu’indiquaient Taine et Spencer, nous voice ennplgihilosophie alexandrine.”; Henri-Edmond Cross.
“Dernier Carnet d’'Henri-Edmond Cross” & “InéditsHEnri-Edmond Cross,” Part I-VII, complied by
Félix FénéonBulletin de la Vie Artistiqug(May 15, 1922); 230.
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138 Hippolyte Taine.On Intelligence trans by T. D. Haye, New York: Henry Holt and Gmany, 1875.
(De I'Intelligence, 1870); vol. 2; 53.

139 Eugeéne VérorL'esthétique Paris: C. Reinwald, 1878.

0 The journal L'Art published significant articled ®avid Sutter, which Seurat well studies (David
Sutter. “Les Phénoménes de la visiddArt, vol. 20, pt. 1 (1880); 74-76, 124-28, 147-49,-895 216-20,
268-69.) For Seurat's interest in Sutter's the@gg Robert L.Herbert, e8eurat and the Making of La
Grande JatteThe Art Institute of Chicago, 2004; 34.

161 Ratliff 1992; 221. sa cited in Signac 1899; 55d&ne VéronEugéne DelacroixParis: Librairie de
I'Art J. Rouam, 1887; 125-128):
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162 jonathan CranBuspensions of Percepti¢2000); 170.

183\/éron starts a discussion of color first in thekoand that of drawing is secondary (Végesthetics
trans from French to English by W. H. ArmstrongAB.London: Chapman & Hall, 1879 (1978): on
color; 221f., on drawing; 250f.). As | will discugsthe second chapter, such emphasis of signifear
color can be found in contemporary writings, sushtlzose of Ruskin, Taine, and Ribot. Véron also
criticizes academic formalization: “They are acatbeby nature, education, habits and profession;ssmd
of course, they teach academic principles — inattidocility, narrowness of spirit, compact thesyie
predetermined admirations and dislikes, the dangkespontaneity. They care about nothing elseid(jb
283).

184 Eugéne VéonAestheticstrans from French to English by W. H. ArmstroBgA., London: Chapman

& Hall, 1879. Japanese translation of the bésikbigakuwas also published as early as 1883 by Nakae
Chomin.

185 Eugéne VeronAesthetics1879 (1878); 232.
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166 \/&ron. Ibid.; 236.
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1%7éron. Ibid.; 241.

188 A typical early example is the neuro-psychologisbn Dumont's article, “M. Delboeuf et la théorie d
la sensibilité,"Revue philosophigudome 1l (1876); 452-485. Also an anonymous authqresents the
aeshetic of energy efficiency in his/her review “@rant Allen’s Esthétique physiologiqueRevue
philosophique Tome V (1878); 79-95: “Le beau esthétique estqoé provoque le maximum de
stimulation avec le minimum de fatigue dans cetlesnos activités qui sont le moins directementsliée
avec une fonction vitale.” (p. 80); this anonymiityplies a certain banality of the discourse at time.
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189 As cited in Didier Semin. “Note sur Seurat et &l@,” Avant-guerre sur l'art, etg.no. 1, 2 trimestre
1980; 53, note 2: “Le cadre est le maquereau geilature: il la met en valeur mais ne doit pasidaria

ses dépens.”

17 Norma Broude, edSeurat in Perspectiyd@ he Artist in Perspective Series, Prentice-HeI78; 17.

"1 Signac also repeatedly emphasized the importaficequailibrium in his major writingD'Eugéne
Delacroix au néo-impressionisni&899). For example, see the following argumet@s n’est pas assez
que la technique de la division assure, par le mg&aptique d’éléments purs, un maximum de lumiéosi

et de coloration: par le dosage et I'équilibre dss @&léments, selon les regles du contraste, de la
dégradation et de l'irradiation, elle garantit Fironie intégrale de I'oeuvre.” (Signac 1899; 92.)
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172 Broude 1978; 19. Original French text, “Brouillde lettre & Maurice Beaubourg 28 ao(t 1890” is in
Georges Seurat et &8eurat: Correspondances, témoignages, notes irggditgiques ed. Héléne Seyreés,
Paris: Acropole, 1991; 252.

173 etter of Charles Angrand to Maximilien Luce intBlore 4, 1909. (Charles Angrar@orrespondences
1883-1926 Rouen : F. Lespinasse, 1988. Angrand to M. L@6&;) Angrand began to emphasize use the
notion of harmony specifically from the mid-1890s.
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17 Taine. De I'Intelligence vol.1; 235-236 as cited in Filiz Eda Burhavision and Visionaries:
Nineteenth century psychological theory, the ocstiktnces and the formation of the symbolisticheetist

in France Ph.D. Dissertation, Princeton University, 197982); 81, note 50.

17> As mentioned above, Spencefke Principle of Psychologfthe version of 1872) was translated into
French in 1874 by Théodule Ribot and Alfred Espi(Bisrhan 1982, 88-89); Spencer’s psychology was
one of the major topics between Ribot and Espimasesthe mid 1860s (E. Jaffard and B. Claverie.
Cerveau et Mémoires: Bergson, Ribot et neuropsyefigl [S.l.] : Editions Osiris, 1998, 12-13; 16.).
Ribot’s edited journaRevue philosophiqueublished a number of articles on Spencer. Pigsalso
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mentioned Spencer in his letters (Letter 304: 2@dre 1885 in Pissarro 1980, tome 1; 368. Théodor
Duret wrote a book review on hises Premiéres PrinciplegFrench translation by Cazelles) in 1877
(Théodore Duret. “Herbert Spencer et La Philosopki¢évolution,”Critique d’avant-gardeParis: Ecole
nationale supérieure des beaux-arts, 1998 (1883J;)1InRévue Indépendantthe journal chiefly edited
by Félix Fénéon, often mentioned about Spenceedaily Wyzewa did (For example, November 1886:
49, 56).

7 Herbert SpenceiThe Principles of Psychologg vols, New York: D. Appleton and Company, 1885
(1855); 407.

" Herbert SpenceFirst Principles New York: D. Appleton and Company, 1896 (1862efter XIX:
the instability of the homogeneous (412); Chapt¥r Xhe multiplication of effects (442); Chapter XXI
segregation (471); Chapter XXII: equilibration (396hapter XXIlI: dissolution (531).

8 The following remarks in higirst Principles (1862) are typical: “Thinking being relationingp n
thought can ever express more than relations.” (&el1896; 88); “We think in relations.” (Spencer.
Ibid.; 165); “On analyzing the process of thougt, found that cognition of the Absolute was impblesi
because it presented neither relation, nor its efesn difference and likeness. Further, we fotnad ion
only Intelligence but Life itself, consists in tlestablishment of internal relations in correspomdewnith
external relations.” (Spencer. 1bid.; 166).
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179 Jozef KeulartzStruggle for nature: a critique of radical ecolggyondon and New York: Routledge,
1998 (first published in Dutch in 1995); 38. MawriMandelbaumHistory, Man, & Reason: A Study in
Nineteenth-Century ThougH&altimore and London: The John Hopkins Press11941f.

180 According to TLFi (Le trésor de la langue franeaisformatisé), the first recorded French word
équilibre was used in 1544 as a meaning of équivalence.idbnglord ‘equilibrium’ ofsequilibrioin its
earliest form began to be used in the seventeanrttury to signify the balance between opposingesrc
in physics. It was also used to describe the maitahility at the same perioed (OED).
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'8l Herbert SpencekFirst Principles New York: D. Appleton and Company, 1896; 84.

182 5pencer. ibid; 86.

'8 Franklon Fearing enumerates the characteristiogftéx action as follows (Franklin Fearingeflex
Action: A Study in the History of Physiological Elsglogy Baltimore: William and Willkins, 1964
(1930); 5.):

1) involuntary action; 2) a type of behavior which unlearned, i.e. it is based in inherited neural
mechanisms; 3) predictable and uniform; 4) not @@mmwkd by consciousness; 5) the time from the
reception of the stimulus until the beginning oé tlesponse is relatively short as compared witleroth
types of reaction; 6) serves some adjustive oreptote purpose; 7) involves a synaptic nervousesyst
with a receptor, afferent and efferent conduct®&nresponse which usually does not involve thehrate
cortex.
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184 Spencer 1885; 428 and 495.

18 Fearing 1964; 3.

18 julien Offray de La Mettrie was inspired by WitliaHarvey’s explanations of the heart and circulator
system as pump and tubing, by Jacques de Vaucansachanical duck and mechanical flute player, and
by Albrecht Haller’s work on muscular irritabilitgmong others. (Julien Offray de La Mettridan a
Machine/ Man a Planttranslated by Richard A. Watson and Maya Rybalkdianapolis & Cambridge:
Hackett Publishing Company, 1994 (1748): 1-27;)59f.
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1871 a Mettrie.lbid.; 27-28. According to Marc Jeannerod, La Metérnotion of man-machine is the first
materialistic explanation of the soul (Marc JeandeThe Brain Machingtrans. David Urion, Harvard
University Press, 1985; 8-11.)

18 Théodule RibotGerman Psychology of Todayans by James M. Baldwin, New York, 1886 (1819),
189 Zimmermann 1991; 241-242. Similar pragmatic un@ading of the world can be found in Spencer’s
opinion too:“The actions of all organic beings,luding those of our own species, are known to Uy as
motions.” (Spencer 1885; 14)
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1% Allison Muri. The Enlightenment Cyborg: A History of Communiaai@nd Control in the Human
Maching 1660-1830, University of Toronto Press, 2007; 28.

191 Christoph AsendorfBatteries of Life: On the History of Things and iFHeerception in Modernity
trans. from German by Don Reneau, University off@alia Press, 1993; 7-10.
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192 Claude BernardDe la physiologie généraldaris, 1872; 32-33: “Quant & leur forme anatomjdes
éléments nerveux moteur et sensitif ne représergantalité, que des conducteurs nerveux ayaicucha
deux extrémités, I'une périphérique, I'autre ceetr®e ces deux extrémité nerveuxes, lI'une esveaet
agit sur I'élément qui lui est subordonné, l'autst passive et recoit I'impression des excitations
ambiantes ou l'influence de I'élément qui la domibextrémité active est disposée en sens inveosg p
les deux orderes de nerfs célébro-spinaux: dak&sriEnt moteur, elle est a la périphérie; dans hélét
sensitif, elle est au centre.”

193 Spencer 1885; 32f.

1% Herman von Helmholtz. “The Recent Progress of Teory of Vision (1867),”"Helmholtz on
Perception: Its Physiology and Developmesd. Richard M. Warren and Roslyn P. Warren, NewkY
John Wiley and Sons, 1968; 82-83.
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195 Jonathan CrarySuspensions of PerceptioMIT Press, 2000; 169, note. 41. Crary argues thiat
circular model identifying sensation and actiondretp be propagated from the 1850s on.

1% For nineteenth-century discussion on the distmcthetween voluntary and involuntary movements,
see Franklin FearingReflex Action: A Study in the History of PhysiobtadjiPsychology 1964 (1930);
232f. Marc Jeannero@he Brain Machine: The Development of Neurophygicld Thoughttrans. David
Urion, Harvard University Press, 1985; 21f.

97 For William B. Carpenter’s notion of “ideo-motoctans,” see hifrinciples of Mental physiology
Cambridge University Press, 20Q1B74).

1% Thomas Laycock. “Reflex, automatic and unconscicerebration: a history and a criticisrdgurnal

of Mental Scienc@1, no. 96 (January 1876); 477-498.

199 Michael Zimmermann demonstrates that every agtisigenerally regarded as reflex in Ribot’s theory
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(Zimmermann 1991; 242)

20 Gustave FechneElements of psycholophysicstrans Helmut Adler, New York: Holt Rinehart, 1966
(1860); 19.

21 M. Peter Amacher. “Thomas Laycock, |. M. Sechenad the Reflex Arc ConceptBulletin of the
History of Medicine38 (1964); 168-183.

22 Charles FéréThe Pathology of Emotions, Physiological and ChhiStudies trans by Robert Park,
London: The University Press, 1898a(pathologie des émotionBaris : Alcan, 1892); 43-44.

203 Crary 2000; 166-167. The citation is from Fésgnsation et mouvemeB87) as cited by Crary.
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204 Crary 2000; 169-170. Crary also points out anvacfeature of optical mixture in his “Seurat’s
Modernity,” Seurat at Gravelines: The Last Landscapeshibition catalogue, Ellen Wardwell Lee, ed.,
Indianapolis Museum of Art, 1990; 62.

295 For the ambiguous differentiation between the cims and the unconscious in neuro-psychology, see
Zimmermann 1991; 232f. Zimmermann specifically saffbout theories of Charles Henry and Ribot.
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206 Marc Jeannerod:he Brain Maching 985; 31.
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207 ¢on Dumont. “M. Delboeuf et la théorie de la skifigé,” Revue philosophiqu@ome Il (1876); 467:
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2% For example, Fouillée contributed the followingices to Revue Philosophiquemost of which
embraced ethical messages on the basis of the -psychological ideal of equilibrium. See “La
philosophie des idées-forcesRévue philosophigudome VIII; 1879); 1; “L'influence de l'idée ddérté
sur le déterminisme de nos actions,” (ibid., Ton#;\1879); 671. “Vues synthétiques sur la sociadg
(ibid., Tome IX; 1880); 369; “L'idée du droit, €tc(ibid., Tome IX; 1880); 90. “Histoire de la
philosophie” (ibid., Tome IX; 1880); 238, etc.

29 Alfred Fouillée. “Le tempérament physique et mprdlaprés la biologie contemporaineRevue
philosophiqueT 118 (1893); 275-276:
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ZOwilliam James. “Remarks on Spencer's definitiomirdid as correspondenceSpeculative Philosophy
vol. XII (1878); 1-18.

2L «Définition de I'esprit par SpencerRevue philosophiqud@ome VI, 1878).

212 Ben-Ami ScharfsteinRoots of Bergson's Philosoph@olumbia University Press,1943; 53. Guyau was
a stepson of Alfred Fouilléé.

13 Jean-Marie Guyal’art au point de vue sociologiqu@aris, 1903 (1889). For Richet and Janet (pp. 2-
3); Féré (p. 9); Fechner (p.20); Taine (pp. 32-Fp)encer and Darwin (pp. 36-37).
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214 Guyau 1889; pp. L-LI.
215 Guyau 1889; 84-85.
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1% Richard D. SonnAnarchism and Cultural Politics in Find de SiécleaRce University of Nebraska
Press, 1989; 148-149, note. 12.
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27 For “Women at the Well” (1892), not only formalésequilibrium of complementary contrasts, but also
the anarcho-communist harmony is expressed in digablsense. See Anne Dymond. “A Politicized
Pastoral: Signac and the Cultural Geography of Medinean FranceArt Bulletin, Jun. 2003, vol.85,
no.2; 358f.
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28p Hamonic. “Les Couleurs|”’a France 22 mars, 1887, as cited in Camille Pissa@orrespondance

de Camille Pissarrp edited by Janine Bailly-Herzberg; preface by BednDorival, Paris: Presses
Universitaires de France, 1980, tome 2; 147-148 29 “la loi générale qui préside a la sensatiea d
couleurs pour pouvoir faire comprendre les raisqhgysiologiques qui font que nous sommes
agréablement ou désagréablement impressionnésparainture quelconque ou un paysage. Les grands
coloristes sont des gens dont les centres nervessemtent admirablement la valeur des couleurs
complémentaires.”
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219 Ernest Naville. “La physique et la moral&&vue Philosophiqu&ome VII, 1879; 271.
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220 Martha Ward discusses the topic of normality ie field of criticism in the 1880s in relation to dée
Impressionist aesthetics (Martha WaRissarro, Neo-Impressionism, and the Spaces ofAttamt-Garde
The University of Chicago Press, 1996; 131.)

2L Hilary Nias. The Artificial Self: The Psychology of Hippolyteinga European Humanities Research
Centrre of the University of Oxford, 1999;166.
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22 Eygéne VeronAestheticstrans from French to English by W. H. ArmstroBgA., London: Chapman
& Hall, 1879 (1878); 233.
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22 Joris-Karl Huysmand.’Art moderne Paris, 1883; 89-90.

224 For example, Huysmans writes the following in 1888. Roll nous en offre & foison. J'éprouve pour
ce peintre de la sympathie.....Son groupe de fendmesant autour d’un Siléne a cheval sur une lueri
rappelle, comme lancé, le groupe superbe de CarpaDanse. C’est moins équilibré, par example, et
¢a cahote. La couleur n'est pas toujours heureDeen’est pas la grande coulée de péate au ermilbon d
Jordaens: c’'est un beurrage a la lie de vin. Tel,quourtant, ce tableau révéle des qualités seeLu.”
(HuysmansL’'Art moderne Paris, 1883; 20.)

% Charles Féré designated “daltonims” of “blue momaia” as a result of fatigue rather than illness:
“Sensibility itself can be attacked otherwise thgra passing dulness: Favre has pointed out Daliom

the wake of severe fatigue, either owing to exeeskibours or any other cause of exhaustion. Halutfi
Jones cites the case of an artist who during ceseahce from a fever saw all the reds green: uhéer
influence of quinine and iron the perception becamoamal.” Charles Féré&he Pathology of Emotions,
Physiological and Clinical Studigdrans by Robert Park, London: The University Brek899. [(a
pathologie des émotionBaris : Alcan, 1892); 144.
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%6 Anne Distel.Seurat Profils de I'art chéne, 1991; 32.

227 Observation des lois de couleur; usage exclusiftdimtes pures; reconciation & tout mélange napaitt
équilibre méthodique des éléments: Signac. D'Euf&hecroix au néoimpressionisme, 1964 (1899); 88.
22 For example, see Letter 145 to Lucien: 9 mai 1888mille PissarroCorrespondance de Camille
Pissarrg tome 1, edited by Janine Bailly-Herzberg; prefame Bernard Dorival, Paris: Presses
Universitaires de France, 1980; 203); Letter 146lttysmans: 9 mai 1883 (ibid.; 205); L 148 to Lucien
13 mai 1883 (ibid.; 206); Letter 149 to Huysmarsmai 1883 (ibid.; 207-208)

22 For example, the anarchist writer Octave Mirbeammerizes Pissarro’s praise of equilibrium as
follows: “The incidental fact, the accidental oetindividual, only hold a place in Pissarro’'s wavken
they relate strictly to the ensemble. The eye efdHist, like this thought processes, discoveesldinger
aspects of things, the totalities, the harmony.nktary, such is the hallmark of his work."4rt dans les
deux mondesdl 891, as cited in Christopher Lloy@amille Pissarro New York: Rizzoli, 1981; 109.)
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#0Ward 1996; 127-129. Robyn Roslak also also paintsHenry’s interest in patholgy, hygiene, and
hydrotherapy in her article “Symphonic Seas, Oceankiberty: Paul Signac's La Mer: Les Barques
(Concarneau),Nineteenth-Century Art Worldwiggolume 4, Issue 1, Spring 2005, n.p.

1 Henry is said to have met Gustave Kahn in 187&@&rmann 1991; 230.)
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232 Gustave Kahn. “De L’Esthétique du verre polychrgme Voguel, Apr. 18, 1886, 34-65. (English
translation in Charles Harrison and Paul Wood édsjn Theory: 1815-1900, Oxford: Blackwell, 1998,

1011-1014); 1012.

23 A5 cited in Ward 1996; 128, note 12.
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2. Neuro-psychological Space: Color and Dynamism

2.1 Rejecting la Teinte Plate: The Neo-Impressionis  t History of
Art
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! English translation is cited from Floyd Ratlifaul Signac and Color in Neo-impressionjstew York:
The Rockefeller University Press, 1992; 230-23&nkEh original is in Paul Signad:Eugene Delacroix au
néo-impressionnismeParis: Hermann, 1964 (1899); 68-69. “... cetteepbation continue des jeux de la
couleur le conduit a I'imploi du mélange optiqueadtexclusion de toute teinte plate, jugée néfabies
lors, il se garde bien d'étendre sur sa taite couleur uniformé

2 Ratliff 1992; 234. Signac 1964 (1899); 73.
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% See Signac 1964 (1899): 69, 73, 79, 109 (Ra@iffi2t 230-231, 234, 239, 263).
* Signac 1964 (1899); 45-46, 69, 79, 109 et al.
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> William Innes HomerSeurat and the Science of Paintifgssachusetts, 1964; 8-10.

® Alan Lee. “Seurat and ScienceArt History, vol.10, no.2, Jun. 1987, 216-217. John Gage. “The
Technique of Seurat: A Reappraisallie Art Bulletin Sep. 1987, vol. 69, no.3; 451-452. Floyd Ratliff.
Paul Signac and Color in Neo-impressionjatew York: The Rockefeller University Press, 1988:37.
Paul SmithSeurat and the Avant-Gardgale University Press, 1997; 47.
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" Norma Broude, edSeurat in PerspectiyePrentice-Hall, 1978, 38. Félix FénédBeuvres plus que
complétesGeneva: Librairie Droz, 1970; 37. (“L'atmosphé&st transparente et vibrante singulierement; la
surface semble vaciller. Peut-étre cette sensatjolpn éprouve aussi devant tels autres tableaulade
méme salle, s’expliquerait-elle par la théorie dev® la rétine, prévenue que des faisceaux lumineux

distincts agissent sur elle, percoit, par trésdepialternats, et les éléments colorés dissocidsuet
résultante.”)

8 Broude 1978, 19.
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° Even before 1894, Signac recorded his intentions® a larger touch although he had some difficulty
drawing natural objects using this technique. $meexample, an unpublished letter from Signac tosS
in July 1892 (as cited in Francoise Cach8ignac: Catalogue Raisonné de I'Oeuvre PaiRaris:
Gallimard, 2000; 58; note 77 in Signac archivelai‘¥oulu essayer de faire plus large, plus lilaegc des
touches plus grosses, se croissant, se coupante @&sultat n'est pas beau, ces touches se reauvr
paraissent terns et sales. Il faut que nous partlerce principe, si nous coulons faire lumineuxat: une
touché n’est parfait que si elle est mise du presoep et traverse par la lumiére blanche du stitgec Il
faut, des le début, noter et méme esagérer todements, lumiere, couleur locale, ombre, corgrast.”
“Je m'aurai plus le couci de la nature. C’est hiificile de peindre proprement d’aprés nature)'on est
ditrait de ses harmonies par le moindre reflemégndre changement d’effet que I'on veut noter.hagher
example is his journal on October 3, 1894: “J'dttade plus en plus d’importance a la pureté dedelte,
et j'essaie de donner & celle-ci son maximum deéoet d’intensité; c'est amour de la belle teintergpus
fait peindre ainsi et non le godt du <point>.” P&igjnac.Journal de Paul Signador 1894-95 by John
Rewald inGazette des Beaux-Ad$ (July-Sept. 1949);107.
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9 Francois CachinSignac: Catalogue Raisonné de I'Oeuvre PaRaris: Gallimard, 2000; 56-57. Paul
Signac.Journal de Paul Signain Gazette des Beaux-A9 (April 1952): 270. (Paris, 28 décembre 1897)
M Exactly the same criticism of the gray tonalityNeo-Impressionist painting would later be donethmsy
Cubists Albert Gleizes and Jean Metzinger. See RoHerbert. ed.Modern Artists on Art: Ten
Unabridged EssaysNew York, 1986, 10-11. (Gleizes & Metzing&u CusismgeParis: Eugene Figuieres,
1912, 23-24; 26). Signac’'s large stroke had a giraphct on subsequent avant-gardists including Van
Gogh, Matisse, Cézanne, Gauguin, Kandinsky, DelguPiaasso, among others. For the detail of thpgcto
see Erich Franz, edignac et la liberation de la couleur: de MatisseM@ndrian

, 1997; 7-17.
127 J. Clark.The Painting of Modern Life: Paris in the Art of Net and His FollowersPrinceton, 1984.
For “unbinding vision,” see Jonathan CraByuspensions of Perceptidvl]T Press, 2000; 81f.
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13 Albert Boime specifically emphasizes the sketchgracter of Impressionist painting by pointing the
possibility that Thomas Couture’s teaching of hacedain impact on Impressionist painters. See rlbe
Boime.Thomas Couture and the Eclectic Visibtew Haven and London: Yale University Press, 1980

1 Floyd Ratliff. Paul Signac and Color in Neo-impressionjshew York: The Rockefeller University
Press, 1992; 261-262. Original French text in Sigh99; 108. “Le réle du pointillage est plus mades

rend simplement la surface du tableau plus vibrangés n’assure ni la luminosité, ni I'intensité chloris,

ni 'harmonie. Car les couleurs complémentaire, spit aimes et s'exaltent si elles sont opposéxg, s
ennemies et se détruisent si elles sont mélangé&me optiquement. Une surface rouge et une surface
verte, opposées, se stimulent, mais des pointesyunélés a des points verts, forment un ensemislety
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incolore. La division n'exige nullement une toudde forme de point. Elle peut user de cette touchg p
des toiles de petite dimension, mais la répudi®lab®nt pour des formats plus grands. Sous peine de
décoloration, la grandeur de la touche divisée siproportionner a la dimension de I'oeuvre. Lache
divisée, changeante, vivante, <lumiére>, n'est gastle point, uniforme, mort, <maniere>.”
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!5 Signac 1899; 79.

% Floyd Ratliff. Paul Signac and Color in Neo-impressionjshew York: The Rockefeller University
Press, 1992; 262. “Hachures de Delacroix, virgulies impressionnistes, touche divisée des néo-
impressionnistes, sont des procédés conventiordeigiques dont la founction est de donner a ldexou
plus d'éclat et de splendeur en supprimant toutgeteplate, des artifices de peintres pour embélir
surface du tableau.” (Signac 1899; 109). Signaeatgully praises Delacroix’s rough touch in the stewe
See Signac 1899; 45-46.
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7 Signac 1899; 79.

'8 paul SignacJongkind Paris: G. Crés, 1927; 52-53; “Comme facture,iew dle la tache synthétique, il
usera d'une sorte de division analytique, de mtew®nt de la couleur, en petites touches multieslor
entrelacées sans ouillures ou juxtaposées. Le preinjouera de ces jeux des teintes et des hmgette
décomposition de la couleur, de cette modulatiogratfée ou contrastée qui constituent les <passages>
prénés et appliqués plus tard par Cézanne et Rissde fait, cerains Jongkind sont peints en estit
touches séparées, quanze ans avant que SislegsairrBi aient eu recours a cette facture. Linfleenc
considérable de Jongkind sur I'évolution coloridés maitres impressionnistes a toujours été reeopau
eux, et avec quels hommages pour le précurseur.”

¥ There are a number of studies that deal with @satlenry’s impact on the Neo-Impressionist cirthe,
following two studies specifically thematize theim Michael F. ZimmermanrSeurat and the Art Theory
of his Time Antwerp: Fonds Mercator, 1991. José A. Arglel@bsarles Henry and the Formation of a
Psychophysical AesthetiChicago: The University of Chicago Press, 1972.

2 Signac 1927; 78.
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% Musée du LouvreSignac 1963-1964exhibition catalogue, Ministére d’Etat Affairesii@irelles, 1963;
37f. The catalogue suggests that Signac and Ciosstlg read the original English text of RuskirTse
Elements of DrawingHowever, it is quite likely that they referredRood’s text, as the citation on Ruskin
is exactly the same as the citation from Rood's\Engranslation (pp. 117-118).
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22’art moderne (8" year no. 46), novembre 11, 1888; 365-366. Engfighslation is from Ogden N.
Rood. Modern Chromatics, with Application to Art and usdry, New York: D. Appleton and Company,
1879; 140f. The phrase supposedly extracted fraenRttench translation of Roodk379 text: Théorie
scientifique des couleurs et leurs applcationsadtlet a I'industrie Paris, 1881; 117-118. “Par exemple,
des raies de bleu de cobalt et de jeune de chrameedt du blanc ou du blanc jaunatre, mais sans la
moindre trace de vert; le vert émeraude et le komj traités de cette fagon, donnent un jaunedgr
I'outremer et le vermillon, un beau pourpre rougfe, Cette méthode est presque la seule manigigyea
pour le peintre de méler réellement, no pas deg@reatcolorantes, mais des faisceaux de lumiéiw@o)

A ce propos, nous nous rappelons un opinion indé@rgs exprimée par Ruskin, et qui se rattache
indirectement a notre sujet. Dans ses admirablené&tés de dessin, l'auteur des Peintres modernes
s'exprime-ainsi: <Diviser une couleur en petitsmeia travers ou par dessus une autre, voila Ig plu
important de tous les procédés dans la bonne peiatlihuile ou a l'aquarelle de notre époque..nPkes
effets éloignés produits par des objets vivemeldrés, -- boix, eau en mouvement, ou nuages brisés,

peut faire beaucoup en accumulant les toucheswews un peu séches, et en ajoutant ensuite hadite
d’autres couleurs dans les interstices...Et nod@zremplissant ainsi de petits interstices, quenosiv
voulez que la couleurs ainsi ajoutée paraisseahtdl, il vaut mieux en mettre dans l'interstice pgint

bien marqué, en laissant un peu de blanc a cotéimur, que de mettre sur la totalité de celuira teinte
péle de la couleur. Le jaune ou l'orangé paraieiagm lorsqu'il est pale, dans les petits espatess |l
brille beacoup en touches fines, quelque petitéslgs soient, lorsqu’il a du blanc a c6té>.”
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% Duboix-Pillet died on August 19, 1890, and SewnatMarch 29, 1891. Pissarro began to express his
doubt about divisionist technique in 1889, howelier kept exhibiting with Neo-Impressionist related
painters (Kathleen AdleCamille Pissarro: A BiographyNew York: St. Martin’s Press, 1977; 129-130).
Pissarro also kept using larger touch and “passiagttie 1890s.

% paul Signac. “Le néo-impressionnisme,” 1898: iitlEFranz, edSignac et la liberation de la couleur:
de Matisse a Mondrign , 1997; 382. There was a certain revival of
Ruskin’s aesthetics on handiwork and Medievalisrtata 1890s France. For example, the popular journa
La Revue des deux mondasblished the article on Ruskin’s aesthetics aisdphaise of “pointillism,”
which Signac cited in his 1899 text (Signac 18980-121): Robert de La Sizeranne. “La Religion de la
beauté: Etude sur John Ruskin,” pts 3 & 4: “Sa perida Revue des deux mondé89, February %,
1897, 610-633t.a Revue des deux mond#40, March 1, 1897, 169-203.
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% Floyd Ratliff. Paul Signac and Color in Neo-impressionjshew York: The Rockefeller University
Press, 1992; 270. Signac 1899; 117-118: “Et n'intgote peu d’étendue de la touche de couleur. Natser
elle méme pas plus grande que la plus petite {émird)le, si une de ses parties n’est pas plugtmnce le
reste, c’est une touche mauvaise. Car ce n'esspalement parce que le fait se présente ainsi ldans
nature que votre couleur devrait étre dégradéealleur et le charme de la couleur elle-méme dépende
plus de cette qualité que de toute autre, cardeadé@tion est au couleurs exactement ce que ldamuest

aux lignes: I'une et l'autre éveillant en tout esple beauté, et toutes deux, considérées comnes,typ
exprimant la loi de I'évolution graduelle et du grés dans I'ame humaine.”

% Ratliff 1992; 270. Signac 1899; 119: “Aucune caumlele la nature nexiste, dans les circonstances
ordinaires, sans dégradation. Si vous ne le vogszIp faute en est a votre expérience. Vous tenregtre

en temps voulu, si vous vous exercez suffisammdats, en générale, vous pouvez le constater tout de
suite.”

" Ratliff 1992; 272. Signac 1899; 121: “Il faut cadéyer toute la nature purement comme une mosaique
de différentes couleurs qu’on doit imiter une a andoute simplicité.”
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% Ratliff 1992; 273. Signac 1899; 122: “Posez lealeors vives par petits points sur les autres amisd
leurs interstices, et appliquez le principe deslexs séparées a son raffinement le plus extrésamtu
d’atomes de couleurs en juxtaposition plutdt quanges espaces. Et enfin, si bous avez le tempgtpl
que de rien mélanger, copiez la nature dans ses fflonctuées de couleurs diverses, les digitales pa
exemple et les calcéolaires. Et produisez lesdsimixtes par I'entrecroisement des touches deggtig
couleurs crues dont les teintes mixtes sont forrhées

2 Ruskin was well known as the theorist who supmbttee discourse of the innocent eyes. However,
Martin Kemp points out that Ruskin was not a simpdi¥ocate of the discourse. Kemp demonstrates that
Ruskin was interested in John Locke’s empiricaésce and optics, which may have contributed to his
notion of the innocent eyes (Martin Kemphe Science of Art: Optical Themes in Western frntn
Brunelleschi to Seurablew Haven: Yale University Press, 1990; 242f).

39 paul Smith outlined the discourse of the inno@sst by citing Monet, Cézanne, and Taine (Paul Smith
“Parbleu”: Pissarro and the political colour of ariginal vision,” Art History, vol. 15, no. 2 (June 1992);
223, note 1): Monet told Lilla Cabot Perry in 188@%/hen you go out to paint, try to forget what atige
you have before you... Merely think, here is a litpuare of blue, here an oblong of pink, here eaktof
yellow, and paint it just as it looks to you...” Shsaarecalls that Monet “wished he had been bomdbli

EE
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and then had suddenly gained his sight so thabblkl degin to paint in this way without knowing wiiae
objects were that he saw before him.” (Linda Nathled. Impressionism and post-impressionjsm
Englewood Cliffs, New Jersey: Prentice-Hall, 1986); Cézanne told Joachim Gasquet: “Je vois. Par
taches.” (M. Doran, edConversation avec Cézanrfearis, 1978; 113).

3L Ratliff 1992; 207. Signac 1899; 37. “Le néo-impmiesniste ne pintille pas, mais divise. Or, diviser
c’est: S'assurer tous les bénéfices de la lumiépdi la coloration et de I'armonie, par:

1. Employer le mélange optique de pigments uniquénparrs (c’est-a-dire, toutes les couleurs se
rapprochant le plus de celles du spectre solaire).

2. Séparer les divers éléements qui constituenttdeges (couleur locale, couleur d’échlairage, deur
reactions, etc.)

3. Equilibrer et doser ces éléments (selon lesdoisontraste, de la degradation et de I'irradigtio

4. User d’'une touché dont la dimension soit prapoée a la grandeur du tableau (afin qu’au reculwo
elle se puisse mélanger optiquement aux touchaies)).
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% Monet and Cézanne were probably the most inflabriinpressionists who impacted on Neo-
Impressionist brush stroke, although the art wasmeah discussed in Neo-Impressionist writing, @tde
one short chapter of SignadsEugéne Delacroix au néoimpressionnisth899); Chapter 1V; 89f., which
quickly mentions Impressionist contribution to Nieapressionist aesthetics. For Monet’s and Cézanne’s
impact on Camille Pissarro, see Paul SmitRarbleu”: Pissarro and the political colour of anginal
vision,” Art History, vol. 15, no. 2 (June 1992); 223f. Signac alsofessed that he was deeply struck by
Monet’s one-man show in 1880 (Marlborough Fine ARaul Signac (1863-1935): Watercolours and
Drawings Exhibition catalogue, London, 1986; 86-87). Rissavas a pivotal figure who introduced the
Impressionists and their technique to the Neo-Isgimmists. Specifically his activities in the adeliof
Charles Gleyre in the 1860s developed to the cbtkeolmpressionist movement, which brought Pigsarr
together with Monet, Frédéric Bazille, Renoir, 8jglCézanne, Courbet. (Ralph Shikes and Paula Harpe
Pissarro: His Life and WorkNew York: Horizon Press, 1980; 60-61; KathleerlehdCamille Pissarro: A
Biography New York: St. Martin’s Press, 1977; 28-34). FassRrro's close connection with Sisley and
Monet, see Adler. Ibid.; 45-50.
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¥ Ratliff 1992; 209-210. Signac 1899; 39-41:

“Toute teinte plate leur paraissant beule et é&eiits s’efforcement de aire chtoyer la moindretipade
leurs toiles par le mélange optique de touchesod&ears juxtaposées et degradées. Or, Delacramoacé
nettement le principe et les avantages de cettdauét “Il est bon que les touches ne soient pas
matériellement fondues; elles se fondent natur@ira une distance coulue par la loi smpathiquéegua
associées. La coueur obtient ainsi plus d’énergideefraicheur.” Et plus loin: “Constable dit que |
supériorité du vert de ses prairies tient a cel @si composé d'une multitude de verts différe@ts.qui
donne le défaut d'intensité et de vie a la verddte commun des paysagistes, c'est qu'ils la font
ordinairement d’'une teinte uniforme. Ce qu'il dit du vert des prairies peut s'appliquer a toutttess.”
Cette derniére phrase prouve nettement que la d#oition des teintes en touches dégradées, cette pa
si importante de la division, a été pressentiel@grnd peintre que sa passion de couleur devaiefaent
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amener a constater les bénéfices du mélange optique
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3 Ratliff 1992; 221. as cited in Signac 1899; 55¢&ne VéronEugéne DelacroixParis: Librairie de I'Art

J. Rouam, 1887; 125-128):

“D’Eugéne Véron: <Jusqu’au dernier jour de sa Wia,étudié les lois des couleurs complémentalezss
modifications par la lumiére et les effets du casite des tons.>

<Delacroix faisait un fréquent emploi de ce mélamgptique par lequel il donne la sensation d'une
chouleur qui n'a jamais été sur sa palette. llagst/é sur ce point a une slreté extraordinairecepgue
chez lui la science et la conscience s’ajoutaiardan de nature.>

<On peut remarquer que celles de ses oeuvres dotwlbris est le mieux admiré, sont celles ou les
contrastes sont hardiment accusés a coups de piateandus diretement visibles.>

<Pour lui la composition, c’est disposer les rappaie ligne et de couleur de fagon a mettre efiesél
signification esthétique du sujet.>
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3 John GageColor and CultureUniversity of California Press, 1993; 173.
% Jean-Francois-Léonor MériméEhe art of painting in oil, and in fresco; beinghistory of the various
processes and materials employed, from its disgpt®ndon: Whittaker & Co., 1839 (1836); 245-248.
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3" Ratliff 1992; 268-269. Signac 1899; 115-116: “Vo@harles Blanc, qui nous a déja signalé tous les
bénéfices d’'une technique savante basée, comrd®&vitaon sur le contraste et sur le mélange optique.
Dans sa Grammaire des arts du desdlirexpose que, pour donner de I'éclat a la cayliédaut éviter de
I'étaler a plat, et conseille d’en user selon ledmariental, précisément conforme au procédé des né
impressionnistes: <Les Orientaux, qui sont d’exael coloristes, lorsqu’ils ont a teindre une sgfanie

en apparence, ne laissent pas de faire vibrendegoen mettant ton sur ton.>"

% Eugéne Véron referred to Charles Blanc's samenaegiitwenty years before Signac. Signac might have
thought of Véron's citation of Blanc when he wrotbout Blanc in D'Eugéne Delacroix au
néoimpressionnismén his most major text,'esthétique(1878), Véron argues: “Diversity and multiplicity
of handling produce an analogous effect in paintingile too much blending produces one quite ogposi
For a similar reason, oriental stuffs and vase® lmpeculiar harmony and “vibration” of their ovaven
when they are of one colour. The Chinese and Japameho possess so delicate a feeling for colour,
always take care slightly to graduate even thes tin&t are apparently the most uniform, by placng
shade over another in its pure state; blue upos, lylellow upon yellow, red upon red. Thus they obta
diversity of value which prevents the eye from ety wearied. M. Ch. Blanc, in hrammaire des Arts

du Dessin informs us that Delacroix made use of a similecfice. “Alive to this law, either through
study or intuition, Eugéne Delacroix never atterdgtespread a tint uniformly upon his canvas, evaen
smoothness of surface — in sky or architecturatlshafor instance — was required. Not only did healxr

up his surface by the use of superimposed tondshdwadded to its broken appearance by his peculiar
mode of working. Instead of laying down his tintkhwa sweeping brush, he dabbed them on over more
even preparations of the same colour; and ther ladimg more or less visible throughout, producaitiyu

of impression when seen at a proper distance, idiléng to the colours, so self-modulated, a slagu
depth and vibratory power.” (Eugene Vérémstheticstrans from French to English by W. H. Armstrong,
B.A., London: Chapman & Hall, 1879 (1878); 281.)
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% Albert Boime summarizes: “Seurat claimed as ondisfsources Couture’s precepts on the finess of
colours, the fullest discussion of which may benidin theMéthodeunder the sectionDe la peintre” As

it may be recalled, Couture here advised the uselolrs in a pure, unmixed state to maintain lwomsity,

and he advised keeping the palette as simple ashfmsnd even juxtaposing complementaries in some
areas to achieve a vibrant optical effect. Coutarpiires several colours, he displays them egsiying
gray-greens beside reddish hues: standing at @andestmakes anything shocking disappear and givibs bo
force and extreme finesse to the colouring.” (Alli8sime. Thomas Couture and the Eclectic Visibiew
Haven and London: Yale University Press, 1980; ¥492.

“O Adler 1977; 26-27. For other masters in the BeAtts- whom Pissarro consulted, one could name
Francois Edouard Picot, Isidore Dangnan, and Hegtimann (Adler 1977; 25). Pissarro also admired the
work of Gustave Courbet, and emulated Courbet'sofisiee palette knife (Adler 1977; 37-38).

*L Georges Seurat. “Letter to Félix Fénéon (1890) Norma Broude, edseurat in Perspectiydhe Artist

in Perspective Series, Prentice-Hall, 1978; 16.

2 Robert L. HerbertSeurat Drawings and Painting¥ale University Press, 2001, chronology. Georges
Seurat et alSeurat: Correspondances, témoignages, notes ireeditétiques ed. Héléne Seyrées, Paris:
Acropole, 1991; 67. Michael F. Zimmermann. “Seur@harles Blanc, and naturalist art criticism,”
Museum Studiesol. 14, no.2, 1989; 202; note 20.
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3 Manet’s fragmental touch was often pointed outbgtemporaries. One of the earliest praises of Mane
divided touch was expressed by Emile Zola in 186%eil n’apercoit d’abord que des teintes plaquées
largement. Bientdt les objets se dessinent et skembea leur place; au bout de quelques seconds,
'ensemble apparait, vigoureux et solide, et I'arlitg un veritable charme a contempler cette peintur
claire et grave qui rend la nature avec une btétalouce, si je puis m'exprimer ainsi....il n'y a p#ess
entassements de couleurs, mais une couche unide(Eoha. “Une nouvelle maniére de peindre: Edouard
Manet” (1867),Le Bon Combat de Courbet aux ImpressionnidResis: Collection Savoir Hermann,1974;
82). The art critic Théodor Duret, who was persiynelose to Manet, later described Manet's paigter!
structure as patchwork of colored blocks, and ligistimated its beauty. See Théodore Duveinet and
the French Impressionistérans by J. E. Crawford Flitch, New York: Books fLibraries Press, 1971
(1910); 31-32. According to Duret in 1910, Paul Maaso said Manet's work as patchwork in the mid
1860s (Duret 1971 (1910); 50).
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4 Thomas CouturéMiéthode et entretiens d’atelidParis: , 1867; 211-212.

“5The discourse that supports unfini, which wasag(hy shared by the Impressionists, gradually eerg
in the mid-nineteenth century. As Albert Boime dlstaCorot and Delacroix were those who opposed the
well-finished treatment of painting typically praysed in the Academic context (Albert BoiniEhe
Academy and French Painting in the Nineteenth GgnfNew Haven: Yale University Press, 1971, 20).
According to Boime, other than Couture, Seurather Henri Lehmann was sometimes described as a
painter of color and ebauche. A French contempopaipter Victor Foumel said in 1885: “Many of
ébauches...have a tonal flavor, tumultuous and tomdeenergy which remind one to some extent of
Eugéne Delacroix... When we look at these sketchdssame others... we begin to think that Lehmann
may have had greater gifts as a colourist thannhfadt showed, as well as more power, warmth and
impetuousity, but that the flame of his inspiratigrew cold when it came to the final execution;nhay
even have consciously sacrificed it to... a certaimdkof Academic taste reflected in the traditional
teaching which he received and passed on to otl{&sscited in Boime 1971; 114; note 31.)

8 Floyd Ratliff. Paul Signac and Color in Neo-impressionjshew York: The Rockefeller University
Press, 1992; 209. Paul Sign&Eugéne Delacroix au néoimpressionisrRaris, 1964 (1899); 38-39: “Le
but de la technique des néo-impressionnistes ebteatiir, nous I'avons dit, un maximum de couleudet
lumiere. Or, ce but n'est pas clairement indiqué gabeau cri d’Eugéne Delacroix: ‘Lennemi de #ut

$E



( * 9
o ' ( 9 * =l
999 .' @ '. A z H A 9
2' C. %' %' % 9 U 999v999 ' @ .
! @ H % '% C F'
©J B' % ' t12
S . %A % ' C. 9 E!
IIC (
+ 9 6 (
71 , 85 1=<; 9><  ( b
%' (o C
9 TC % ( %'
% 9

peinture est le gris!'..Et n’est-ce pas la encore obéir au conseil de geitécrit: * bannir toutes couleurs
terreuses.’ Des ces couleurs pures, ils respedtarojours la pureté. Se gardant bien de les swuthh les
mélangeant sur la palette.... tout mélange optiqod ters la clarté et I'éclat. Delacrois se doutban
des prérogatives de cette méthode.”

*"Thomas CoutureMéthode et entretiens d’ateligParis: , 1867; 33-35.
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“8 John RewaldSeurat: A BiographyNew York: H. N. Abrams, 1990; 193 and note 11.vidray and lines
shoulder significant functions in Neo-Impressior@issthetics as can be seen in Seurat's Letter toidéa
Beaubourg (1890: Fig. 39). However, these linesnaostly expressed by contrast of colors, as casebe
in Seurat’s “Chahut,” for example (Fig. 40 & Fidl)4Robert L. Herbert, ecbeurat and the Making of La
Grande JatteExhibit. Cat. The Art Institute of Chicago, 200845-146 ).

*9 David BatchelorChromophobiaLondon: Reaktion Books, 2000. He thematizes ikeadirse typically
seen in the West by using his neologism “chromofhbbr the hatred of color.
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¥ Hippolyte Taine.On Intelligence trans by T. D. Haye, New York: Henry Holt and Gmmy, 1875
(1870); 69-70.

*L paul Smith.Interpreting CézanneNew York: Stewart, Tabori & Chang, 1996; 48. GasiF. Stuckey.
“Monet’s Art and the Act of Vision,’Aspects of Monet: A Symposium on the Artist’s &rfd Timesed.
John Rewald, New York, 1984; 108-109. Other thaim&daone of the most pioneering protagonists of
color-dominant space was John Ruskin. As | haveveha Introduction, Ruskin’s idea of color-dominant
representation in hifhe Elements of Drawin@.857) made a great impact on Signac’s thoughnétlalso
confessed that his Impressionist aesthetics owethrtw Ruskin. For example, in March 1911, Wynford
Dewhurst quoted Monet as having told a British j@list in 1900 that “ninety per cent of the theofy
Impressionist painting is in... RuskinEBlements of Drawing (Lawrence Campbell. “Introduction” of
John RuskinThe Elements of Drawind@oston and New York: Colonial Press Company, 1@/857);
viii.)

%2 Paul Smithlnterpreting CézanneNew York: Stewart, Tabori & Chang, 1996; 48.
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%3 For Laforgue’s relationship with the Neo-Impressits circle, see José A. Argiiell&harles Henry and
the Formation of a Psychophysical Aesthe@ibicago: The University of Chicago Press, 1972,(, et al.

Linda Nochlin.Impressionism and Postimpressionigtmglewood Cliffs, New Jersey: Prentice-Hall, 1966;
14 -15.

5 Nochlin 1966; 14.
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%5 Jules Laforgue. “Impressionism,” published undher title “Impressionism: The Eye and the Poet,iista
Wiliam Jay Smith, Art News, LV (May 1956), 43-45¢bhlin. Ibid., 15.)
*® Nochlin. Ibid., 17.
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> Mark Antliff and Patricia Leighten. “Primitivism,Critical Terms for Art History edited by Robert S.
Nelson and Richard Shiff, Chicago: University ofi€go Press, 2003; 217.
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%8 Nochlin 1966; 16.

* Théodule RibotGerman Psychology of Todayans from the second French edition by JameskMar
Baldwin, New York, 1886 (1879); 2-6.
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0 Théodule RibotGerman Psychology of Todal886 (1879); 109.
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®1 Eugéne VéronAestheticstrans from French to English by W. H. ArmstroBgA., London: Chapman &
Hall, 1879 (1878); 221-222.

62\/éron 1879 (1878); 223.

83 Jean-Jacques RousseBmile trans by Barbara Foxley, Nu Vision PublicationisC, 2007 (1762); 38.



% ' % % % '9
+5 ' Q
,bQ 7 '8: @
‘ ( 9+ 1 'C' '@
' 9 1 ' >
1 B' ' %
6 : 9 (
% ' % !
6 9 ' '
2' %
S 9 6
T 1] % 1
% .9 =$
' : 5% 1 'C 7 .8
1 %I
' ! 7 B' 98 Y
6 %B : ' 6 7" 8 %'

% Richard Shiff “Puppet and Test Pattern: Mechayiaitd Materiality in Modern Pictorial Representatio
in Bruce Clarke & Linda Dalrymple Henderson, édom Energy to Information: Representation in
Science and Technology, Art, and Literafu8tanford University Press, 2002; 329.

® Nochlin 1966; 16.
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 For more detail of Helmholtz’'s examination of tege ball, see Jonathan Crar$uspensions of

Perception MIT Press, 2000.

®” Timothy Lenoir. “The Eye as Mathematician: ClidicBractice, Instrumentation, and Helmholtz’s
Construction of an Empiricist Theory of Vision,” David Cahan, eddermann von Helmholtz and the
Foundations of Nineteenth-century Scigrideiversity of California Press, 1993; 111.
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% Herman von HelmholtzHelmholtz on Perception: Its Physiology and Devalept ed. Richard M.
Warren and Roslyn P. Warren, New York: John Wilegt &ons, 1968; 72.

% For sources of Charles Henry's theory, see MiclaelimmermannSeurat and the Art Theory of his
Time Antwerp: Fonds Mercator, 1991; 249-254. As fa igsue of circular movements, see pp. 259-260.
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"0 Charles HenryCercle chromatiqueParis, 1888; 11. “L'étude schématique de la méichee animale
prove que nous ne pouvons décrire contindment gsecgicles entires ou partiels. En effet, tous nous
mouvements articulaires se réduisent aux fonctihnievier simple.” “L'extrémité de I'os mobile nept
évidemment décrire que des portions de cycle.”

L Charles HenryCercle chromatiqueParis: Charles Verdin, 1888; 11f.

"2 Hippolyte TaineOn Intelligencetrans by T. D. Haye, New York: Henry Holt and Gmamy, 1875. De
I'Intelligence Paris: Hachette et cie, 1870); vol. 2, p. 10€17;et al.
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3 Théodule RibotGerman Psychology of Todayans from the second French edition by JameskMar
Baldwin, New York, 1886 (1879); 100.

" Ribot 1886 (1879); 121.

" Ribot 1886 (1879); 39.



?: : , %' % 9 " 5% '@

3 % (,
' . B’ , 8'(
6( % =9 =
5% : '
(9 , ? X + <
'O @ .. C
% 95%
+ ' 9+ '
9 .o
; 9 "
5% % '
' C %' C
9 ; 5% .. C

" Ribot dealt with spatial theories of these psyobuits in detail in hisla psychologie allemande
contemporaing1879). For example, see Théodule Rilt&rman Psychology of Today886 (1879); 24,
68, 114, 133, et al. For the discussion on spp#ateption and localization in the mid-nineteerghtary
in German psychology, see Timothy Lenoir. “The BgeMathematician: Clinical Practice, Instrumentatio
and Helmholtz’s Construction of an Empiricist Theaf Vision,” in David Cahan, eddermann von
Helmholtz and the Foundations of Nineteenth-cenBaignceUniversity of California Press, 1993; 113f.
" Théodule RibotThe Psychology of AttentioBhicago: Open Court, 1894 (1888); 46.
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8 Ribot 1894 (1888); 48-49.
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" Floyd Ratliff. Paul Signac and Color in Neo-impressionjshew York: The Rockefeller University
Press, 1992; 215. Paul Sign&@Eugéne Delacroix au néo-impressionisriaris, 1964 (1899); 47: “Au
recul commandé par les dimensions du tableauctariades néo-impressionnistes ne sera pas chequant
a cette distance, les touches disparaitront ets,seeront percus les bénéfices lumineux et harquasi
gu'elles procurent. Peut-étre cette note de Deta@ngagera-t-elle quelques-uns a prendre la peéie
faire les pas nécessaires pour comprendre et jugdableau divisé: <Tout dépend, au reste [...Jade
distance commandée pour regarder un tableau. Aemaine distance, la touche se fond dans I'ensembl
mais elle donne a la peinture un accent que leudales teintes ne peut produre.> Delacroix essaye a
plusieurs reprises de persuader ceux qui, n'airaarfond que les tabeaux bien ternes et bien lissed,
déconcertés par toute peinture vibrante et cola@tk prévient que: <Le temps redonne a I'ouvrage,
effagant les touches, aussi bien les premiereseguderniéres, son ensemble définitif.> <Si 'orpsévaut

de I'absence de touches de certains tableaux degraaitres, il ne faut pas oublier que le tempsrainia
touche.>”
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8 | etter from Henri Edmond Cross to Théo van Ryssglbe, 1905, Paris, Bibliothéque Centrale des
Musées Nationaux, Paris, MS 416 (as cited in ReBecquillon, Marina, Anne Distel, John Leightand
Susan Alyson SteinSignac: 1863-1935 Exhibition Cat., The Metropolitan Museum of Ar¥ale
University Press, 2001; 20)
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2.3 Space in Relation: Binocularism, Color, and Spa tial
Perception
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8. See T. J. ClarkThe Painting of Modern Life: Paris in the Art of Nt and His FollowersPrinceton:
Princeton University Press, 1984. Jonathan Ciamgpensions of PerceptiddIT Press, 2000.
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8 Norma Broude, edSeurat in PerspectiyeThe Artist in Perspective Series, Prentice-Ha878; 38:
Original text in Feélix FénéonOeuvres plus que compléte§eneva: Librairie Droz, 1970; 37:
“L'atmosphére est transparente et vibrante singeient; la surface semble vaciller. Peut-étre cette
sensation, qu’'on éprouve aussi devant tels auffgledux de la méme salle, s’expliquerait-elle @ar |
théorie de Dove: la rétine, prévenue que des faisceumineux distincts agissent sur elle, pergat, tres
rapides alternats, et les éléments colorés dissetieur résultante.”
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8 Alan Lee. “Seurat and Sciencett History, vol.10, no.2, Jun. 1987; 215.
8 For original text of Dove, see Heinrich Wilhelm & Darstellung der Farbenlehre und optische
Studien Berlin: Verlag von G.W.F. Miiller, 1853. Other thtne topic of binocular vision, Rood often cited

Dove's theory in his book. For example, see OgdeRdbd.Modern ChromaticsNew York, 1973; 137,
280.
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8 Ogden N. RoodViodern ChromaticsNew York: D. Appleton and Company, 1973 (187%81160.
% Rood 1879; 280.
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87 Although Rood did not mention it , as early as &88harles Wheatstone — the inventor of the
stereoscope and one of the first theorists of hilawcvision — pointed out that two colors, if selen
different eyes, were not completely mixed but aléively predominant over each other (Charles
Wheatstone. “Some Remarkable Phenomena of Binodlikion,” Visual Perception: The Nineteenth
Century John Wiley & Sons, Inc., 1964; 128-129).

8 Beauty of foliage and ocean waves were exemplifigdRood as an archetype of such beauty: Rood
1879; 281.
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8 Charles Wheatstone. “Some Remarkable Phenomerinotular Vision,” Visual Perception: The
Nineteenth CenturyJohn Wiley & Sons, Inc., 1964 (1838); 114-119. ¢k@med that three-dimensional
perception was provided by binocular vision, orititegration of the two slightly different imagesptured
simultaneously by botayes (Fig. 43 & Fig. 44).
# 5 9 4 4 - | 8 -
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I Wheatstone, 1964 (1838); 120.
92 After Wheatstone presented his paper on the steope to the Royal Society of London in 1838, wasio
portable models of the instrument were desigogdcientists and photographers from the 1840wtfiro
the 1850s (Francois Reynaud, Catherine TambrurkamdTimby, ed.Paris in 3D: From Stereoscopy to
Virtual Reality 1850-2000Exhibition catalogue, Booth-Clibborn Editions;rBaMusées, 2000; 44.). The
first Great Exhibition at London’s Crystal Pala&b1 made the stereoscope widely available to thergé
public. That year, at least 1,000 stereoscopes re@artedly sold in Europe, and, by 1856, an inddpat
‘stereoscope’ section was founded in the Parisetdidectory. (For the popularity of the stereoscape
Europe, se®aris in 3D(2000); 45-46). The United States saw the greatestumption of the stereoscope,
which is estimated as over five million stereoseofiRayfield 2004; 30-32). The stereoscope was dne o
the most popularized visual media before the enmeeyef TV.)
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% Roger ShattuckProust’s Binoculars: A Study of Memory, Time anddgmition in A la recherché du
temps perduNew York, 1963; 45-46.

% Crary 2000; 86-7, 105, 295.

% Mary Ann DoaneThe Emergence of Cinematic Time: Modernity, Cortity The Archive Harvard
University Press, 2002, 69; 72-73.
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% For example, see John Rewaurat: A BiographyNew York: H. N. Abrams, 1990; 160. Anne Distel.
Seurat Profils de l'art chéne, 1991; 32f. Georges Seetahl. Seurat: Correspondances, témoignages,
notes inédites, critiquegd. Hélene Seyrés, Paris: Acropole, 1991; 54.

" David Sutter.Philosophie des Beaux-Arts, appliquée a la peintiaris: Vve A. Morel et Cie, 1870;
286-288.
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% Eugéne VéronAestheticstrans from French to English by W. H. ArmstroBgA., London: Chapman &
Hall, 1879 (1878); 259-260.
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99 véron 1879 (1878); 261-262.

10 For the details of Helmholtz's study on binoculdsion, see R. Steven Turner. “Consensus and
Controversy: Helmholtz on the Visual Perceptiorspace,” David Cahan, eHermann von Helmholtz and
the Foundations of Nineteenth-century Sciendeiversity of California Press, 1993; 162-163.r¥a
Hatfield. The Natural and the Normative: Theories of Spatarception from Kant to Helmholtz
Cambridge, Mass.: The MIT Press, 1990; 171f.
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11 Tyrner 1993; 161.

192 Tyrner 1993; 161.

193 Herman von HelmholtzSelected Writings of Herman von Helmhokz. Russell Kahl, Wesleyan
University Press, 1971; 300. Original French textermann von Helmholtz. “L'optique et la peintdre,
publié a la suite de E. BriickBrincipes scientifiques des beaux-affaris, 1878; 174: “Vous connaissez
probablement tous la vie merveileuse communiquée farme naturelle des objects représentés par la
contemplation de bonnes images stéréoscopiquesl@atéréoscope, espece de vie qui n'appartienépas
chacune de ces images isolées, vues en dehorgrdosstope. Lillusion est la plus frappante et lizssp
instructive avec de simples figures linéaires, ales modéles de cristaux, etc., ou elle est predqut la
forme seule. La raison de cette ilusion produitelpatéréoscope est justement dans ce fait qyantde
monde avec deux yeux, nous le contemplons en mémpstde deux points de vue un peu différents et
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obtenons ainsi deux images, d’'une perspective urdiférent.”

194 Helmholtz. Selected Writings of Herman von Helmh@lk871); 301. Original French text in Hermann
von Helmholtz. “L'optique et la peinture” (1878)78: “Vous voyez que, sous ces rapports, il existe u
premier désaccord inévitable entre I'aspect d'udleu et I'aspect de la réalité. Il peut sans da@tie
diminué, mais il ne peut pas étre complétement rsogp Par I'absence de I'effet de la vision binaard,

on perd en méme temps le moyen naturel le plusaefi de juger de la profondeur des objets rep&sent
sur le tableau.”

195 Helmholtz.Selected Writings of Herman von Helmhé@71); 301. Original French text in Helmholtz.
“l'optique et la peinture” in cke 1878; 175-176: “En face d'un grand tableau @lasgné, tous les
effets produits par la vision binoculaire et lesuvements du corps sont moins marqués, parce qles si
objets sont tres-éloignés, les différences enséani|mges des deux yeux ou entre les aspects obteleue
deux points de vue rapprochés deviennent moinsdgearC’est pourquoi de grands tableaux permettent
une contemplation moins troublée (ou empéchéeMudesujet que les petits, tandis que I'impressian

un oeil unique immobile, produite par un petit &l rapproché, pourrait étre absolument la méme que
celle produite par un grand tableau éloigné.



%B '
"% : . % .
' . 9 % %B
%' . % 9 ("
' '%B .
% : %B 19
( ( %
6 % '
1 9 -
+ @ ' B'6
9 ' %
' B'6 " % B %
' 9
Lc e |
9 6( 1 ;1< @cC

1% Helmholtz. Selected Writings of Herman von Helmh@lk871); 302. Original French text in Hermann
von Helmholtz. “L'optique et la peinture” (1878)78-177: “Les moyens secondaires pour rendre les
dimensions de la profondeur, dont nous avons pulke haut, se trouvent en premier lieu dans legadp

de la perspective. Les objets rapprochés couvenpegtie les objects éloignés, et ne peuvent pas étr
couverts par eux. Par conséquent, si le peinttegysauper ses objets de fagon que cette regl®beérvée,

il a déja une gradation trés-exacte entre ce iiples out moins éloigné.”
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197 Ernest BriickePrincipes scientifiques des beaux-arBaris, 1878; 59. “Si I'on s'observe avec soin
quand on regarde dans le stéréoscope, on constatéirgpression du relief se produit immédiatement,
mais qu’elle s’accentue davantage, que la profonskegreuse devant soi, quand on dirige son attestir

les objets représentés voisins ou éloignés, etngeik@cute ainsi les mouvements d'yeux nécessaines p
voir simples ces objets les uns apres les autreseui précéde, nous concluons d’abord qu’'enrgéité

ne suffit pas d’une seule image pour donner litasdu monde matériel; qu'il faut deux images, dait
I'une de I'oeil droit, l'autre de I'oeil gauche,ippour points de vision”

198 Brijke 1878; 60. “Donc, pour de grandes distancesnoyen nous fait défaut, et nous ne pouvons plus
les évaluer qu'a l'aide des grandeurs apparentebjets connus, par exemple de personnages qui se
trouvent entre nous et I'objet dont nous vouloreldsr le distance; ou enfin, d’aprées les modifmagi que
I'éloignement croissant fait subir a la coloratides objets, ce qu'on appelle la perspective aégie@m

sait que I'atmosphére n’est pas d’'une transparabselute; sous une forte épaisseur, elle agit coonmme
milieu trouble qui colore en jaune ou en rougeulaiere émergente (c’est l'origine des coloratiomsges

du matin et du soir) et en bleu ou en bleuatreraiére réfléchie.”
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199 Gaetano Previati. principii scientifici del divisionismoTurin, 1906. Gino Severini told that Boccioni
referred to the divisionist technique of Previatde&Segantini (Gino Severinthe Life of a Paintertrans.
Jennifer Franchina, Princeton University Press3188.).

10 Gaetano Previatles principes scientifiques du divisionnisfeench trans. Paris: A. Grubicy, 1910; 2.
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" Robert L. Herbert, edSeurat and the Making of La Grande Jathibit. Cat. The Art Institute of
Chicago, 2004; 85.

12 Although frieze-like character can still be fouindthe “Grand Jatte,” the painting is differentfidLa
Parade” in positing a single vanishing point.

137 3. ClarkThe Painting of Modern Life: Paris in the Art of Met and His FollowersPrinceton, 1984.
4 Michael F. Zimmermann. “Seurat, Charles Blanc, aatliralist art criticism,Museum Studiesol. 14,
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no.2, 1989, note 46. Zimmermann compared Seuraf¥pei-like figures with contemporary poetry of
Ephraim Mikhael's “The Toy Shop” (1890). Donald Kits “The Anal Universe of the Crowd,”
Psychostrategies of Avant-Garde A@ambridge University Press, 2000; 90.

115 Jonathan CrarySuspensions of PerceptiddIT Press, 2000; Chapter 3.
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16 John RuskinThe Elements of Drawingoston and New York: Colonial Press Company, 10@57);
Section 138 and 139; pp. 120-121.

7 The problem of “binocular rivalry” — the issuedrceptive difference between the right eye andethe
eye — began to attract people’s attention in thétmmeteenth century.
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18 Théodule RibotGerman Psychology of Todayans from the second French edition by JameskMar
Baldwin, New York, 1886 (1879); 33-39.

19 Théodule RibotThe Psychology of AttentioBhicago: Open Court, 1894 (1889); 4.

120 Arthur Schopenhauefhe World as Will and Representatjdranslated by E.F.J. Payne, Falcons Wing
Press, 1958; vol. 1; section 2.

121 Théodule RibotLa philosophie de SchopenhayuBaris, 1874.

122 Eor Spencer’s relativism, see Maurice Mandelbadistory, Man, & Reason: A Study in Nineteenth-
Century ThoughtBaltimore and London: The John Hopkins Press]119@0-301 and note 39.
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123 Herbert Spencefirst Principles New York: D. Appleton and Company, 1896 (Firsighish edition
1860; 1864; French translation in 1877); 84 (sec#d).

124 5pencer 1896 (1860); 165-166 (section 47).

125 David SutterPhilosophie des Beaux-Arts, appliquée a la peintBais: Vve A. Morel et Cie, 1870; 92.
“Les inspirations morales sont une source inépleésdb découvertes qui peuvent étre obtenues dans le
régions les plus diverses! Toute création n’estige’combinaison.”
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126 gytter 1870; 78.
127 signac 1899; 100.
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3. Therapeutic Color: Neo-Impressionists’ Daily
Practices
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! John RuskinThe Elements of Drawindoston and New York: Colonial Press Company, 10857);
section 182, 156-157.
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3.1 Bathing and Hydrotherapy: the Neo-Impressionist s and
Anarchists as Hygienists
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2 Huysmans. “Chronique d’art” Révue indépendant,@avril 1887; 54. As cited in John Rewa®kurat:

A BiographyNew York: H. N. Abrams, 1990; 170..

% Michael F. ZimmermanrSeurat and the Art Theory of his Timntwerp: Fonds Mercator, 1991; 285-
286.

* Letter from Charles Angrand to Henri-Edmond Crds8(8: Robert ReyLa Renaissance du sentiment
classique. Degas — Renoir — Gauguin — Cézanne raGeRaris: Les Beaux-Arts, 1931; 95. As cited in
Ellen Wardwell Lee.Seurat at Gravelines: The Last Landscgpésdianapolis Museum of Art in
cooperation with Indiana University Press, 1990; 55
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® Virginia Bailey Noland.Henri-Edmond CrossMaster's Thesis, Louisiana State University, 1989
abstract.

® Ferretti-Bocquillon, Marina, Anne Distel, John ghton, and Susan Alyson SteiBignac: 1863-1935
Exhibition Cat., The Metropolitan Museum of Art, lédUniversity Press, 2001; 27.

" Ralph Shikesand Paula Harpeissarro: His Life and WorkNew York: Horizon Press, 1980; 58.
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8 Letter from Angrand to Signac: fin décembre 18@harles AngrandCorrespondences 1883-1926
Rouen : F. Lespinasse, 1988; 86-87.
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® Margaret WerthThe Joy of Life: The Idyllic in French Art, Circ®Q0, Berkeley: University of California
Press, 2002; 100.
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1 For bathing customs at that time, see Linda NaclBiathtime: Renoir, Cézanne, Daumier and the
Practices of Bathing in Nineteenth-century FranGerson Lectures Foundation, 1991.

1 Ralph Shikes and Paula HarpRissarro: His Life and WorkNew York: Horizon Press, 1980; 270

12 camille PissarroCorrespondance de Camille Pissarrtome 4, edited by Janine Bailly-Herzberg:
preface by Bernard Dorival, Paris: Presses Unitarss de France, 1980; 229. “ce qui m’ennuie,tdles
ne pas travailler dehors, je fais ici des gouacthes baigneuses, et je pose moi-méme!! faite delmbd”
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13 Ralph Shikes and Paula Harper 1980; 270.
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14 peter KropotkinAnarchism: A Collection of Revolutionary Writingsl. Roger N. Baldwin, Dover, 2002

(1970); 228.

15 Jean-Jacques RousseBmile trans by Barbara Foxley, Nu Vision PublicatiobisC, 2007. (1762); 28f.

For details of Rousseau’s thought on hygiene amdnipact on eighteenth-century society, see Viggini
Smith.Clean: A History of Personal Hygiene and Puri@xford University Press, 2007; 280f..

16 Kathleen Adler.Camille Pissarro: A BiographyNew York: St. Martin’s Press, 1977, 27. For Ceri

Crossly. Consumable Metaphors: Attitudes towardsm@ts and Vegetarianism in Nineteenth-Century
France, Bern: Peter Lang, 2005; 164. Rima Handledjomeopathic Love Story: The Story of Samuel and
Mélanie HahnemanrBerkeley: Horth Atlantic Books, 1990; 3, 51, kt a
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" peter MarshallDemanding the Impossible: A History of Anarchidrondon, New York, Toronto and
Sydney: Harper Parennial, 2008 (1992); 3. “Anarishysually defined as a society without government,
and anarchism as the social philosophy which aiits aealization. The word “anarchy” comes frone th
ancient Greek word''#$%! in which!" meant “without” and#$%!meant first a military “leader” then
“ruler.”
18 Jozef KeulartzStruggle for nature: a critique of radical ecolggyondon and New York: Routledge,
1998 (first published in Dutch in 1995); 46.
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19 Charles Rearick. Pleasures of the Belle Epoquerinment and festivity in turn-of-the centuryafice,
New haven: Yale University Press, 1985, 1f.

2 John G. HuttonNeo-Impressionism and the Search for Solid Groukrd; Science, and Anarchism in
Fin-de-Siecle Francelouisiana State University Press, 1994; 68. L&assourasThe Anarchism of Jean
Grave: Editor, Journalist, and MilitantMontreal and New York: Black Rose Press, 2003; 1f

2L Jean GraveSociété mourante et 'anarchiParis, 1893.

%2 Robyn S RoslakNeo-Impressionism and Anarchism in Fin-de-SiéclenEg 2007; 70. Elisée Reclus,
“La richesse et la misére,” pt 4: “La situation ldeclasse ouvriére,” Le Révolté, vol. 9 (10-16 setre
1887).

% Gary S DunbarElisée , Historian of NatureHamden, Conn. : Archon Books, 1978; 52.
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% Elisée ReclusAnarchy, Geography, Modernity: the radical sociabtight of Elisée Reclued. John P.

Clark and Camille Martin, Lanham, Md.; Lexingtonds, 2004. 193-199.

% Robyn S RoslakNeo-Impressionism and Anarchism in Fin-de-SiécknEe 2007; 105.

% Reclus “Anarchy” 1894 in Elisée Reclusnarchy, Geography, Modernity: the radical sociabtight of
Elisée Reclused. John P. Clark and Camille Martin, Lanham, ;Nléxington Books, 2004.; 143-144.

" peter KropotkinMutual Aid,Montreal, 1989 (1902), 67.
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% Reclus. Histoire d’un ruisseau, Paris, Hachet®§91 As cited in Margaret Wertithe Joy of Life: The
Idyllic in French Art, Circa 1900Berkeley: University of California Press, 200801

? Henriette ChardakElisée Reclus: L’homme qui aimait la Teriedition Stock, 1997; 469-470. Il ext
certain que la prétendue morale des religionscgnsiste a supprimer son corps, a n’avoir plusgaines,

a pour consequence de tender incessamment la pemiseees choses ‘que I'on doit cacher”: c’est une
hantise, une folie, c’'est la lubricité féroce, kryersion de tous les sens; c'est le mensongepditnysie.
Les actes normaux deviennent des actes viciewsguece de la vie en est corrompue et, de generation

4"#



% ' %' : (

( ' 9 %
2 %
% 9 ' '
. 1% %
M ' : :
' S 1%
( % ' %
% 9
5' ) (2 ('
9 6 A% L7
' 98* '
' @ 2 2 3 >
0 : Q:
Q % %
9 C

generation, le monde en est perverti.”

®Reclus. La terre: description des phénoménes déelalu globe (1867-1868), vol. 1; 378 as cited in
Robyn S. RoslakSymphonic Seas, Oceans of Liberty: Paul Signac'®éa Les Barques (Concarneau)
Nineteenth-Century Art Worldwide, Volume 4, IssueSpring 2005; n.p. "On a souvent dit qu'un pagsag
ne peut étre vraiment beau quand il lui manquérdenissement d'un lac ou le mouvement des eaux
courantes. C'est qu'en effet 'homme, dont I'entsteest si courte, et par conséquent si mobilboar¢ur
instinctive de I'immobilité. Pour lui faire senta vie de la nature, il faut que le mouvement dbrgit la
témoignent a ses sens; ne pouvant apprécier pdonggies réflexions la grandeur des mouvements
séculaires de la surface terrestre, il lui fautdeads rapides de I'eau jaillissant de cascadeastade ou
l'ondulation harmonieuse des vagues; il lui fautoga le contraste de stable et de l'instable, duvemment

et de l'immobilité."]

31 Robyn S. RoslakSymphonic Seas, Oceans of Liberty: Paul Signaciém Les Barques (Concarneau)
Nineteenth-Century Art Worldwide, Volume 4, IssyeSpring 2005; n.p.
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32 As far as | know, only Robyn Roslak deals with igsue in heSymphonic Seas, Oceans of Liberty: Paul
Signac's La Mer: Les Barques (Concarned@po05s).

33 As cited in José A. Argiielles. Charles Henry arelEormation of a Psychophysical Aesthetic, Chicago
The University of Chicago Press, 1972; 181.
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34 Charles Henry. “Les microbes de I'atmosphéteRevue contemporaineol. 2 (1885); 105-117.
% Charles Henry. “Les microbes de I'atmosphére” §)8816-117.
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% Roy Porter, edViedicine: Cambridge lllustrated HistorCambridge lllustrated Press, 1996; 103.
37 Barbara Larson. “Odilon Redon and the PasteuriavoRtion: Health, lliness, arlé monde invisible
Science in Contexvol. 17, Issue 4, Dec 2004; 503-524.
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3 Alain Corbin.Le Miasme et la jonquille: 'odorat et I'imaginairsocial 18e-19e siécléParis: Editions
Aubier-Montaigne, 1982. Gilles Lapouge. “UtopieBtgieéne,”Cadmos 1980, no.9; 97-121.

39 Alain Corbin. Le territoire du vide (1988) (Japaegranslation, Tokyo: Fujiwara Shoten, 1992; 51-57
“0Linda Nochlin.Bathtime: Renoir, Cézanne, Daumier and the PrastweBathing in Nineteenth-century
France Gerson Lectures Foundation, 1991; 13.
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“1 Jiitte, Robert; Guenter B. Risse; and John WoodveatcdCulture, Knowledge, and Healing: Historical
Perspectives of Homeopathic Medicine in Europe ldodh America Sheffield: European Association for
the History of Medicine and Health Publications983¢71-72.

“2 Jill Lloyd. German Expressionism: Primitivism and Moderniew Haven: Yale University Press, 1991:
107f.

3 Jiitte, Robert; Guenter B. Risse; and John WoodveatcdCulture, Knowledge, and Healing: Historical
Perspectives of Homeopathic Medicine in Europe ldodh America Sheffield: European Association for
the History of Medicine and Health Publications98965-72. Susan E. Caylefifash and Be Healed: The
Water-Cure Movement and Women's HegRhiladelphia: Temple University Press, 1987; 8.
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4 Susan E. CaylefiWash and Be Healed: The Water-Cure Movement andewsrHealth Philadelphia:
Temple University Press, 1987; 6.
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3.2 Red and Blue: Therapy and Hygiene in Color
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“ Letter 554 in Vincent Van Gogfthe Complete Letters of Vinvent Van Gogaw York, Boston, London:
A Bulfinch Press Book Little, Brown and Company0R0vol. 3, 86f. as cited in John Ga@lor in Art,
Thames & Hudson, 2006; 50-53.
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“6 Roslak, Robyn SNeo-Impressionism and Anarchism in Fin-de-SiéclanEe: Painting, Politics and
LandscapgAshgate, 2007; 42.

“" Erich FranzSignac et la liberation de la couleur: de Matisséandrian

nationaux, 1997;52; note 3. John Rewald, “Extraits du journal inédé Paul Signac, |, 1894-1895"
Gazette des beaux-arisillet-septembre, 1949; 106.

“8 Erich Franz , edSignac et la liberation de la couleur: de MatisseViondrian P

, 1991 69.
“9 Kathleen AdlerCamille Pissarro: A BiographyNew York: St. Martin's Press, 1977; 147.
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0 This unpublished letter is now in the Getty ReskaEenter arthive. Emphasis YK. Accents are often
omitted in this text. The full text is as follows:

Tres bon Théo

Si, si, c’est une petit merveille, que ce dimansbi je viens de recevoir — J'espére qu'aux alacesjes
I'en est le méme.. Recevez, ami, touts nos — jendsscar je sais que tout ‘le groupe’ sera de nvis -a
felicitations de votre gout parfait et nos rememninde votre aimable zele ... La pluie a retardé les
traveaux— Je regrette de vous voir tourmente, ars yodiquant dimanche comme derniere date; nous
n'aurions que mercredi au plus tot ... mes excusagyne sans sommeil... Préparez nous un chouette
envoi pour Janvier... il est craindre que nous n'asypas le Pavillion en Marsguel trou, notre boutique
dans cette vieille lune de rue Laffitte... Bleu \daklia, lettres rondes et metalliques, rouges vioms ...

elle chante deja la bonne chanson dynamogéniqua gaiete, de la lumiére, de la force, de la santéin
triomphe..Permettez moi, ami, sans cette joie, de vous emsdarasn tout mon amitie... nos bonnes
cordialités a madame... et nos remercements a ¢atiealente “mére Monnom” Sa bonté me permet de
la nommer aussi.
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*1 The term “dynamogénie” is not invented by Chartésnry himself, but by the neurologist Charles
Brown-Séquard.Recherches expérimentales et cliniques sur l'itloibiet la dynamogénjeéParis, 1878.)
For Charles Henry's impact on Neo-Impressionismréfation to the concept of “dynamogénie,” see
Michael F. ZimmermannSeurat and the Art Theory of his Timentwerp: Fonds Mercator, 1991; 2409f.
Jonachan Cranysuspensions of PerceptiddIT Press, 2000; 164-165.
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2 Musée du LouvreSignac 1963-1964exhibition catalogue, Ministére d’Etat Affairesirelles, 1963;
51-53.
%3 Paul Signac. “Hector Guimard, I'art dans I'habiatmodern, le castel BérangetA Revue Blanchd5

février 1899. On this article, see Francoise CacBignac: Catalogue Raisonné de I'Oeuvre Palipris:
Gallimard, 2000; p.84, note 68.

>4 As cited in Frangoise CachiBignag 2000; 50.
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% Paul Alexis (under the pseudonym Trublot). “A nitay Le cri du peopleJuly 25, 1886; May 13, 1887;
November 15, 1887; Paul Alexis (under the pseudomyublot). “Trubl’au vert — Trubl’Auvers-sur-Oise,”

Le cri du peopleAugust 15, 1887.

% Anne Distel and Stein, Susan Alysdbézanne to Van Gogh: The Collection of Doctor Gaclige
Metropolitan Museum of Art, New York, 1999; 9-10iskl. Seurat Profils de I'art chéne, 1991; 18-19.
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Musée du LouvreSignac 1963-1964exhibition catalogue, Ministére d’Etat Affairesii@relles, 1963; 16-
17. Camille PissarraCorrespondancé1980), t. 2; 100.

" Charles FéréThe Pathology of Emotions, Physiological and ChhiStudies trans by Robert Park,
London: The University Press, 1898a(pathologie des émotionBaris : Alcan, 1892); 32.
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8 Féré.The Pathology of Emotions, Physiological and ChhiStudieg1899): 32-33.

%9 John GageColor and Meaning: Art, Science, and Symboligarkeley, CA: University of California
Press, 1999, 252.

%0 Faber BirrenColor Psychology and Color Therapy: A Factual Stoflshe Influence of Color on Human
Life, New York: McGraw-Hill, 1950.

®1 Seth PancoasBlue and Red LighPhiladelphia, J. M. Stoddart & co., 1877; 282.
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%2 Seth PancoadBlue and Red Lightl877; 295.

%3 Seth PancoadBlue and Red Lightl877; 267.

% Joris-Karl HuysmansAgainst Nature (A rebours}rans. Margaret Mauldon, Oxford University Press,
1998 (1884); chapter 3.

% Debora L. SilvermanArt Nouveau in Fin-de-Siecle France: Politics, Psyiogy, and StyleBerkeley:
University of California Press, 1989, 75.

% Joris-Karl HuysmansAgainst Nature (A rebours)1998 (1884), chapter 1.

67 Joyce Henri Robinson. “Hi Honey, I'm Home’: WearfNeurasthenic) Businessmen and the
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Formulation of a Serenely Modern Aesthetiddt at Home: The suppression of domesticity in modet

and architectureed. Christopher Reed, New York: Themes & Hud4®96, 106.
% “Insanity of Genius,” Nisbet 1891; 172 in Charleéré. The Pathology of Emotions, Physiological and
Clinical Studies trans by Robert Park, London: The University Brds899. ((a pathologie des émotions

Paris : Alcan, 1892); 23.
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%9 Samuel Hahnemanfrganon of the Medical Arthe sixth edition of Dr. Samuel Hahnemann’s wofk
genius based on a translation by Steven Decketeddind annotated by Wenda Brewster O'Reilly,
Redmond, Washington: Birdcage Books, 1996; 261, 269

" Anne Distel and Stein, Susan Alysdbézanne to Van Gogh: The Collection of Doctor Gaclibe
Metropolitan Museum of Art, New York, 1999; 5; DelBo (2007); 40; Gary S. Elisée Dunbar. Historian

of Nature Hamden, Conn. : Archon Books, 1978; 27. SisleyRadoir also believed in homeopathy.
"L Gary S. DunbaElisée , Historian of NatureHamden, Conn. : Archon Books, 1978; 27.
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"2 pdler 1978; 189-190; Camille Pissar®amille Pissarro: Letters to his son Lucijaed. John Rewald,
New York, 1972; 360. Pissarro’s mistrust of ordinamedicine and surgery in particular dated backro
operation on his son Georges. See Ralph ShikePanld HarperPissarro: His Life and WorkNew York:
Horizon Press, 1980; 206.

3 Letter to Lucian on April 2, 1883 (Pissarro 1925-26.) Manet consulted Dr. P. F. Gachet. Gachet
disagreed with the idea of amputation because obélief in homeopathy, but Manet went through with
the procedure. Manet died of sepsis after the aamtipnt (Remo Fabbri, JAn Inquiry into the Life and
Thought of Dr. Paul-Ferdinand Gachet, Doctoral TiseDepartment of the History of Medicingale
University, 1964; 25-26.)
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" Adler 1977, 87-88.

> Cézanne to his son; Aix, 3 August 1906: “I gavehgmeopathy in favour of mixed syrup of the old
school.” (Paul Cézann®@aul Cezanne Lettered. John Rewald, New York: Hacker Art Books, JAQ76;
320). This tells that he had believed in homeopaitityf around then.

® Musée Marmottan Monet, Académie des Beaux-Artstitits de France, A L'Apogée de
L'Impressionnisme: la collection Georges de Bellia Bibliothéque des Arts, 2007; 40.

"«Quel dommage que vous n'ayez aucune confiance asecours de 'homéopathie!” (ibid., 40)

8 October 1893. “Pourquoi ne vous soignez-vous @as’poméopathie? Je ne croix plus qu'a cela. Et,
quqgnd je suis malade, je trouve a ces remedeg$aaii véritable soulagement.” (ibid., 40)
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9 Gary S. DunbaElisée , Historian of NatuteHamden, Conn. : Archon Books, 1978; 27.

8 Henriette ChardalElisée Reclus: L’homme qui aimait la TerEadition Stock, 1997; 183.

8 Remo Fabbri, JAn Inquiry into the Life and Thought of Dr. Paulsfimand GachetDoctoral Thesis,
Department of the History of Medicine, Yale Univigrs1964; 7.
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82 Robert Jitte; Guenter B. Risse; and John WoodvetdCulture, Knowledge, and Healing: Historical
Perspectives of Homeopathic Medicine in Europe ldodh America Sheffield: European Association for
the History of Medicine and Health Publications98970-71.
8 Rima HandleyA Homeopathic Love Story: The Story of Samuel agthiile HahnemannBerkeley:
Horth Atlantic Books, 1990; 61-64; note 26.
8 Robert Jutte. “The Professionalisation of Homebpat the Nineteenth CenturyCoping with Sickness:
Historical Aspects of Health Care in a European $parctive ed. by John Woodward and Robert Jitte,
European Association for the History of Medicinal dthealth Publications, 1995; 49f. Jitte et al 1988;
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% Handley 1990, 47. Before Hahnemann’s death, Omyavas published in 1810, 1819, 1824, 1829, and
1834. (Handley 1990, 3, 80); Mélanie read tHedition (1829).
8 Mélanie had several paintings hung in the exhihiiat the Louvre in 1822 and 1824, and won a gold
medal for one of those exhibited in 1824. She etddbin Douai and Lille in 1825 and at the Gelerie
Lebrun in Paris in1826. On Mélanie's feminism, d¢@ndley 1990; 9-10, et al. Theodore Rousseau’s
master, Le Thiére was the teacher and the stepfathklélanie (on Le Thiére, see Albert Boime. The
Academy and French Painting in the Nineteenth GgniNew Haven: Yale University Press, 1971, 47.)

8 Handley 1990; 37-41.
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8 Handley 1990; 111-114. Another homeopath, whaihiced homeopathy to the Parisian public was the
English man, Frederick Hervey Foster Quin. His &gdeaeated considerable interest in homeopathy among
aristocratic and diplomatic circles during his bsejourn in Paris in 1831 and 1832 (Handley 1993),
Quin met Dr. Neckar, a prominent homeopath in Rame became sufficiently interested in homeopathy to
study it in Germany. After practicing both systeim&Naples he became physician to Prince Leopotdr la
King of Belgium; finally, convinced of the merit§ bomeopathy, he resigned after two years in otder
visit Hahnemann. He practiced homeopathy succégsfulsermany during the cholera epidemic of 1831
and in Paris. Quin returned to London in 1832 tougethe first homeopathic practice in the counthere

he was quickly established among the well known wgdlthy. Neither Queen Victoria nor King Edward
VII received homeopathic treatment, but minor rtyaluch as the Dukes of Edinburgh and of Cambridge
were patients of Quin (Jltte 1998; 252-253).

8 Handley 1990; 62.

% Jean-Jacques RousseBmile trans by Barbara Foxley, Nu Vision PublicationisC, 2007; 28f.

%L For strong criticism against modern medicine amdlical system, see the concept of “iatrogenesistn(|
lllich. Limits to Medicine, Medical Nemesis: The fopriation of Health, Penguin Books, 1976.)
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%2 Robert A. NyeCrime, Madness, and Politics in Modern France: Medical Model of National Decline
Princeton, N.J. : Princeton University Press, c19@4xiii. Jacqueline Sonolet. “Le Docteur P. Fachet,”
Qui était le docteur Gachet, Auvers sur Oise, 1980;

% Adler 1977; 27.

% Remo Fabbri, Jr. 1964, 1.

% psychiatrist, chief physician at La Salpétrierenmber of the Académie de Médecine.
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% Fabbri 1964; 9-10.

" Alisa Schulweis Reich. Paul Joseph Barthez andrtipact of Vitalism on Medicine and Psychology,
Ph.D. Dissertation, University of California, Losigeles, 1995; 18.

% Léon Simon. les Cours libres de la Sorbonne, Gentées sur ’homéopathie; 12: “En France, Barthez
proclamait une doctrine plus précise et plus cotaptpie celle de ses prédécesseurs; Pinel poursuivai
I'application du point de vue des naturalistesadt|tie guérir; Bichat enfin jetait les bases degbmicisme

gue Broussais devait suivre bientot jusqu'a sesiélers applications. Hahnemann, en proclamant un
dogmatisme plus complet et rigoureusement enchdiméa a chacun de ces points de vue exclusifs la
place qui lui appartenait.”
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% Reich 1995; 20.

10 Fabrri 1964: 45-46. Gachet wrote a number of ledion hygiene: for example, he published several
articles inL’Avenir de la Corsga Bonapartist magazine edited by De la Rocca)ydting pieces on “the
medical topology of Corsica” and “eating habitsl862, January 15); “Hysiéne, le cholera” publisived
La science pittoresque 865, August 11); Under the pen name Chironidésytites a presentation article
“to the doctors” for specimen R of the little mamezlLa medicine pour tougMarch 1866); Series of
articles “Variétés, le café,” iha medicine pour toufMay 17, 1866)Almanac of Health and Hygiene for
1874 published by Richard Lesclide (1874&jearbook of Health and Hygiernublished by Richard
Lesclide); An article “Everyday Medecine: The Culigp of Chest Ailments” published in thRatriote de
Pontoise (December 8, 1878); Under the pen name Dr. Pasglos publishes an article, “Everyday
Medicine: Rabies,” i’avenir de Pontois¢January 19, 1879).

191 David Stafford. From Anarchism to Reformism: Adyjwof the political activities of Paul Brousse 1870
90, London: LSE, 1971; 23-24.

192 Fabbri 1964, 11. The Academy of Medicine had comusd homeopathy in 1855, however, the number
of French physicians attracted to it continued towg Jean-Paul Tessier, one of the most respected
members of the Parisian medical community and fa sitgsician of 'Hopital Sainte-Marguerite, accegt
homeopathy in 1850.
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193 Howard Halle, “Art therapy: the Met’s ‘Doctor Gathhighlights the extraordinary eye of a physigian
collector and friend of Van Gogh,” Time Out New Xprjune 3-10, 1999. Janet Flanner, “Kindly
Bystander” Happer’'s Bazaar, April 1952; 140 & 201.

104 Distel 1999; 8-9. Ursula Frances Vandenbroucke &Gait le docteur Gachet? 1980; 22.
195v/andenbroucke 1980; 22. Flanner 1952; 140 & 201.

1% pistel 1999; 8-9.

97 pistel 1999; 8-9.

198 Halle 1999. Stevens. Ibid.

199 Eabbri 1964; 20.

10 Bruno VoutersVincent et le docteur Gachétille: La Voix du Nord Edition, 1990; 30.

M1 Halle 1999. Flanner 1952, 140. Gachet met Manebatsly through Richard Lesclide, who was Victor
Hugo’s unofficial secretary and the editor of sev@eriodicals.

M2 Halle 1999. Flanner 1952, 140. Gachet was morgedio Renoir than to Monet; had little direct cohta
with Sisley (Distel 1999, 7).

13 Gachet broke up with Monet sometime after 187Btfigy over Monet's Chrysanthemums (1878) (Halle
1999).

14 Halle 1999. Distel 1999; 6-7. The Pissarros’ maw@ontoise also drew Paul Cézanne to the arsa, fir
to Pontoise then to Auvers in the fall of 1872.
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Y5 Fabbri 1964; 21.

1% Gene M. Moore. “Conrad, Dr. Gachet, and the ‘S¢tddCharenton’,”Conradiana25, no. 3 (1993);
168. His residence in Paris was 9 rue Montholoont0858 to 1863, 78 on the rue du Faubourg-Saint-
Denis.

17vandenbroucke 1980; 22.

8 Halle 1999.

19The Symbolist circle (Zola, Gouncourt brothersigtwas close to the psychologists in the Salpétrig

al (Debora L. SilvermarArt Nouveau in Fin-de-Siecle France: Politics, PFsylogy, and StyleBerkeley:
University of California Press, 1989; 80-81. Callémthea.The Spectacular Body: Science, Method, and
Meaning in the Work of Degablew Haven, CT: Yale University Press, 1995; Zfjla wrote “L’'Histoire
naturelle et sociale d’'une famille sous le secontpiee” in 1861. Toward the end of 1861, thanks to a
recommendation of M. Boudet, a member of the Acadée médecine, Zola introduced himself to the
editor Hachette. Zola began to know Taine, Amédéleatd, Prévost Paradol, etc. (Paul AleXisla, notes
d'un ami, avec des vers inédits de Emile Zgeéface de René-Pierre Colin, 2001 (1882. Puidié
Georges Charpentier); 55-59, 86.)

120 Flanner 1952; 201. At that salon of 1891, Dr. Gacthowed his own works; again in 1892 and 1893,
then not until 1905 (Distel 1999; 10-12, note 68.)
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2L pistel 1999; 5. Pissarro met Dr. Gachet in 187thatatelier of Amand Gautier in Paris.

22 pdler 1977; 51.

123 gince 1865, Dr. Gachet took care of Rachel Pissard step by step, treated the Pissarro family.

124 pissarro mentioned De Bellio a lot: see Camilles®iro.Correspondance de Camille Pissaredited
by Janine Bailly-Herzberg; preface by Bernard Daliivaris: Presses Universitaires de France, 1686r
111 (to de Bellio,Pontoise, 21 octobre 1882); fetttd (to Lucien; Osny par Pontoise, 20 février 3)88
letter 391 (to Julie, Paris, lundi 31 janvier 188@jter 404 (to Lucien, Paris, 15 mars 1887)gele#t14 (to
Lucien, Paris, vendredi [15 avril 1887]); letterl4@o Lucien, Paris 8 mai 1887); letter 445 (to ieug
Eragny par Gisors, Eure [6 juillet 1887]); lette¥64(to Lucien. Eragny par Gisors, Eure [avant lguii(et
1887)); letter 493 (to Lucien, Paris, 9 juillet B38letter 519 (to Lucien, Paris, 20 février 188@}ter 562
(to Georges; Eragny par Gisors, Eure, 9 janvieQl&9al.

125 pissarro mentioned Dr. Simon a lot: see Camills#&tio.Correspondance de Camille Pissarm980:
letter 351(to Lucien, Paris, dimahcne 12 [septeink&86); letter 390 (to Lucien, Paris, mercredi 26
janvier 1887); letter 496 (to Lucien, paris, 121@1i1888); letter 478 (to Julie, Paris, 5 avri§8B); letter
602 (to Lucien, Eragny par Gisors, Eure. 17 noveri890); letter 607 (to Lucien, Eragny par Gisors,
Eure., jeudi 11 décembre 1890); letter 649 (to encParis, ler avril 1891); letter 659 (to LuciPayis, 7
mai 1891) et al.
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126 camille PissarroCorrespondance de Camille Pissarf980; letter 390 (to Lucien, Paris, mercredi 26
janvier 1887); t. 2; 124.

127 éon Simon: les Cours libres de la Sorbonne, Gentées sur I'homéopathie, Paris: J.B. Bailliéreiks,
1869; the front page.

128 | '‘Hahnemannisme, Journal de la Médicine homeopathi rédigé par les docteurs Boyer, Chancerel

pére, Chancerel fils, Desterne, Jahr, Léon Simentme premier, Paris: J.B. Bailliére et Filsp18.878;
Tome Troixieme 1870.

129 paul Gachet.ettres ImpressionnisteParis: Bernard Grasset Editeur, 1957, 54.
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130 Handley 1990; 58.
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131 samuel Hahneman@rganon of the Medical Arthe sixth edition of Dr. Samuel Hahnemann’s wofk
genius based on a translation by Steven Decketeddind annotated by Wenda Brewster O'Reilly,
Redmond, Washington: Birdcage Books, 1962; 2.

132 Hahnemann. Organon 1962; 4.

133 Seth PancoasBlue and Red LighPhiladelphia, J. M. Stoddart & co., 1877; 23%.25
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13 pancoast 1877; 258-259.
135 paul-Ferdinand Gachdftude sur la Mélancoliedoctoral thesis, University of Montpellier, 1853.
%8 Fabrri 1964; 35-36.
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137 M. D. de MonestrolL’Homeopathie, de sa doctrine et de ses prescrigtibille, 1850. (2eme edition)

138 éon Simon.Les Cours libres de la Sorbonne, Conférences $umiéopathigParis: J.B. Bailliére et
Fils, 1869; 140.

139 Simon 1869; 307: “La VIE, avons-nous dit, est B@RCE; cette force préside a nos sensations, a nos
fonctions; sans elle I'organisme ne peut se comsebe jeu régulier de cette force est ce que appglons

la santé; son trouble, son désaccord, survenulisiisence d’autres forces: voila la maladie.”
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140 Alphonse Teste. The homeopathic materia medieastfrom French to English by Chas J. Hempel,
Philadelphia, 1854; 19.
41| addressed this point in Chapter One.
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142 Constantine HeringWiédecine homéopathique domestigtianslated into French by Léon Simon fils,

, 1864; 10-13: “Ce qu'il y a de vrai, c’est quexbetitude de notre loi thérapeutique est telle
que les sciences mathématiques elles-mémes peningétdexprimer par une description graphiquesain
gue je I'ai montré il y a bien des années déjaurRomprendre cette démonstration, il faut se rigpmpie
chez 'homme en traitement trois forces sont esgmse: la vie, la cause de la maladie et le médicam
Or, en statique, les forces peuvent étre représemiar des lignes, privilége dont il nous est [ssie
profiter ici. ... Je suppose d’abord que cet asgledroit, et je représente la force vitale pag ligne AB et
la force morbide par une autre ligne AC appliquéaie méme point et perpendiculaire a la premiére. O
sait que du moment ou deux forces agissent suoim, peur action devient mixte et se trouve repnéée
par la diagonale d'un parallélogramme construit ses deux forces, cette diagonale prend le nomde
résultante. Ici la résultante AD représente la diala Remarquons maintenant que, pour guérir, flane
pas détruire AD, parce qu’on anéanirait a la faivie et la cause morbide, c’est-a-dire le maladia e
maladie. Il faut seulement détruire AC, parce quipfce vitale (AB) represant alors sa libre actiouites
les fonctions reviennent a I'état normal, le sejgtguéri. Or, pour détruire AC, il faut appliqaer point A
une force qui lui soit égale et contraire et quasnpourrons représenter par une ligne AE égalerdtaire
et que nous pourrons représenter par une ligne gsiie éet contraire a AC. Cette ligne AE exprimera le
médicament, c’est-a-dire la force thérapeutiqud'oBitient compte alors de AE et de AB, c’est-aedile
thérapeutique. Si I'on tient compte alors de ABE®AB, c’est-a-dire de la force médicatrice etaléokce
vitale, si I'on cherche par ce moyen la ligne geprésentera la maladie artificielle que produira le
médcament donné a un homme sain, on devra repeésetie maladie par la résultante de ces deursprc
c’est-a-dire par la ligne AF, diagonale du paratighmme construit sur ces deux lignes considém@msne
cotés.”
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143 Simon 1869; 74: “Or, le premier effet de la prép@mn homeopathique est de séparer les molécules du
médicament et non de les détruire, de les rendre pbbiles et d’augmenter la surface qu'elles peuve
occuper.”

144 Simon 1869; 74-75: “Le second effet est de rermdr® molécules plus mobiles, par conséquent plus
facilement absorbables; ce qui nous conduit, comésaltat, & pouvoir éviter I'action organique gee |
médicament serait en état de développer avantassage dans le torrent circulatoire.”

145 Simon 1869; 75-76: “Le premier de ces principdsuesaxiome, a dit M. Ch. Desmoulin, constaté par
les sciences. En DIVISANT UNE SUBSTANCE, ON EN MUPLIE LES SURFACES. Mais qu'est-ce a
dire les surfaces? A coup sdr, ce n'est pas I'étemdatérielle, intrinséque, du corps qui receviradéndre
accroissement par I'effet de la division. Il n’yrauien de multiplié dans le corps lui-méme. Cesant
point, je le répéte, les éléments constitutifs dips qui seront multipliés, ce seront uniguemenslafaces
libres, les surfaces agissantes, surfaces d'alisorurfaces d'exsudation, surfaces de réflexsnmfaces

de réfraction, surfaces de coloration, surfacesfetiion du go(t ou de I'odorat, surfaces accessibl la
dissolution, surfaces de répercussion du son,sfde transmission des agents éléctriques. &t¢., e
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146 Simon 1869; 76-77.
147 Simon 1869; 300.
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18 Floyd Ratliff. Paul Signac and Color in Neo-Impressionjsithe Rockefeller University Press, 1992;
207-208.

149 Richard HaehlSamuel Hahnemann His Life and Waranslated from the German by M. Wheeler and
W. Grundy, 2 vols, London, 1931; 74-75. The sanmel kif argument can be seen in contemporary writings
on homeopathy. For example see G. H. G. Jétifipes et Régles qui doivent guider dans la s de
I’'Homeopathie(Paris: J.B. Bailliere et Fils, 1857), which DellReowned: “D’abord, il est clair que les
médicaments ne peuvent agir qu'avec la partie des latomes qui entrent en contact avec les orgahes,
gue tous les atomes qui resteraient renfermés snsolécules non divisées doivent rester inactifs;
comme un cube d’encre d’'imprimeur, par exemplenahétre de haut, ne noircit point avec tous legemil
millions de millimétres cubes qu'il contient, masulement avec la partie qui touche le papier exudl

on le pose, c'est-a-dire avec surface seulementmietre carré sans nulle épaisseur.” (177)
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Epilogue: Energy Efficiency in Neo-Impressionism,
Anarchism, and Ecology
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! For an analysis of Signac’s “In the Time of Harmdisee Margaret WertiThe Joy of Life: The Idyllic in
French Art, Circa 1900Berkeley: University of California Press, 2008)gnac’s “Harmony” and Seurat’s
“Grande Jatte” shared their large scale, the sulg&enodern leisure, and divisionist technique (Ann
Dymond. “A Politicized Pastoral: Signac and the tGdl Geography of Mediterranean Francéft
Bulletin, Jun. 2003, vol.85, no.2; 361). However, in Sighawork, leisure and labor are combined
harmoniously. (Werth. Ibid.; 103f) The function labor makes Signac’s “Harmony” different from the
“Grande Jatte.” As Robert Herbert has pointed muterms of utopian painting, Seurat’'s “Grande eJatt
and Puvis's works such as “Sacred Grove” were Ipoimised in part on a notion of classicism. Herbert
has noted the fact that Seurat regarded himsetiatlern-day Phidias. (Robert L. Herbert, 8éurat and
the Making of La Grande Jaft&xhibit. Cat. The Art Institute of Chicago, 20045-106.)
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2 peter KropotkinAnarchism: A Collection of Revolutionary Writingsl. Roger N. Baldwin, Dover, 2002
(1970); 124.
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% For Bookchin’s contribution to anarchist movemesge Peter MarshalDemanding the Impossible: A
History of AnarchismLondon, New York, Toronto and Sydney: Harper Beia, 2008 (1992); 602. For
Bookchin’s major work, see Murray BookchiRost-scarcity AnarchispSan Francisco: Ramparts Press,
1971.

* Anna Bramwell Ecology in the 26 Century: A HistoryNew Haven CT: Yale University Press, 1989; 7.
Regarding the relation between modern anarchistemewt and ecological politics, see Frank Fischdr an
Maarten A Hajer, edLiving With Nature: Environmental Politics as Culill Discourse Oxford
University Press, 1999.

® Jozef KeulartzStruggle for Nature: A Critique of Radical Ecolodyondon and New York: Routledge,
1998 (first published in Dutch in 1995); 5.
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®Robyn S. RoslakNeo-Impressionism and Anarchism in Fin-de-SiéclanEe: Painting, Politics and
LandscapgAshgate, 2007, 19.

" Bramwell 1989; 39-40.

® Bramwell 1989; 40-41.

° Ernst HaeckelGenerelle Morphologie der OrganismeBerlin, 1866, vol. |; 8. Patrick Matagnéux
Origines de I'Ecologieles naturalistes en FrancParis: Editionslu CTHS, 1999; 105.
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19 pascal Acot, edThe European Origins of Scientific Ecology (180@1)9Gordon and Breach Publishers,
1998; 521f. Philippe Pelletier. “Elisée Reclus: @ephe ou écologue? Anarchiste ou écologiste?” in
Itineraire, no. 14/15, 1998; 29-39. Patrick Matagiaux Origines de I'Ecologie: Les naturalistes en
France Paris: Editions du CTHS, 1999; 31f.

1 Brian Morris has summarized Kropotkin's politicy biting a key passage fro@onquest of Bread
(1892). “Thus what he [Kropotkin] felt imperativeaw a social economy, based on voluntary cooperation
which aimed to produce “The greatest amount of gawetessary for the well-being of all, with theskea
possible waste of human energy.” (Brian Morri&opotkin: The Politics of CommunjtyNew York:
Humanity Books, 2004; 90.) Kropotkin’s utilitariadiscourse was reflected in Peter Marshall's
interpretation of Kropotkin too. See Marsh&lemanding the Impossible: A History of Anarchismndon,
New York, Toronto and Sydney: Harper Perennial, 00992); 317. “Kropotkin saw “revolution” and
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“evolution” as inevitable processes in social clanige recognized that revolutions, that is “periods
accelerated rapid evolution and rapid changes,”aranuch in the nature of human society as slow
evolution which incessantly goes on in civilizectisties. The question was not so much how to avoid
revolution, as “how to attain the greatest resulith the most limited amount of civil war, the shest
number of victims,” and a minimum of mutual embitbent.”

2 Emphasis original. Peter Kropotkin. “Modern Scienand Anarchism,” (1913) inarchism: A
Collection of Revolutionary Writinged. Roger N. Baldwin, Dover, 2002 (1970); 180.

13 peter KropotkinAnarchism: A Collection of Revolutionary Writin@902 (1970); 191.

14 peter KropotkinThe Conquest of BreadNew York, 1989 (1892); 160-161. Roger N. Baldwimued
that “The effort to give anarchism a scientific finiation, based on the methods of the natural sefeneas
Kropotkin's chief concern.” (Peter KropotkiAnarchism2002 (1970); 145.)
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15 Citation is taken from Kropotkin'Ethics: Origin and Developmeit922); As cited in Morris 2004; 152.
18 Elisée Reclus. “La Terre. Description des phénarséte la vie du globe” (1881), as cited in PascaitA
ed. The European Origins of Scientific Ecology (180@1)9 Gordon and Breach Publishers, 1998; 736-
737. Reclus referred to Sergei Podolinshig travail humain et la conservation de I'énerdi@evue
internationale des sciences, 15 janvier 1880).
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" Kropotkin. The Conquest of Bread989 (1892); 158.

18 Kropotkin. Ibid., 1989 (1892); 158.

19 pierre-Joseph Proudhon. “On the Political Capaoitythe Working Class” (1865) in hiSelected
Writings of P.-J. Proudhartrans. Elisabeth Frazer, New York, 1969; 71-72.
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 Gary S. DunbarElisée Reclus, Historian of Natyrdamden, Conn. : Archon Books, 1978; 87.
2L Kropotkin. Anarchism2002 (1970); 193.
%2 peter KropotkinMutual Aid,Montreal, 1989 (1902); 5.
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% Elisée ReclusAnarchy, Geography, Modernity: The Radical Soctabiight of Elisée Reclusd. John P.

Clark and Camille Martin, Lanham, Md.; Lexingtondks, 2004; 125.
% Robyn S. Roslak. “Organism and the Constructioa tftopian Geography: The Role of the Landscape

in Anarcho-Communism and Neo-Impressionistitdpian Studiesvol. 1, no. 2, 1990; 98.

2" Marshall 2008 (1992); 320.
8 peter KropotkinThe Conquest of Breatllew York, 1989 (1892); 11-13.
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29 peter KropotkinAnarchism: A Collection of Revolutionary Writingsl. Roger N. Baldwin, Dover, 2002
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32 Some small tractors are depicted in the backgrotiodvever, their rudimentary look even emphasizes
the dominancy of natural order.
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