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4 Emile Bernard, “Concernant Paul Gauguin”, Nouvelle Revue d’Egypte, janvier 1904. [Fi& AR Mo LLT OCHRIC
X %o Gauguin’s Vision, cit., p.69.]
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Vision without the walls

— Gauguin’s the Vsion of Sermon and Aurier’s Symbolism

KITAZAKI Chikashi

Albert Aurier’s essay “Le Symbolisme en peinture (Symbolism in Painting)” is known as a manifesto
of Symbolist Art. At the beginning of his essay, Aurier refers to Paul Gauguin’s painting he Vision of
Sermon (1888). Aurier’s description of this work has been interpreted to be a sort of prose poem and
unrelated to the subsequent content of the essay. But Aurier emphasizes that the walls of the church has
vanished, and the vision of Jacob and the angel are evoked by the priest’s voice in Gauguin’s painting. This
auditory evocation of visual elements can be interpreted as one of the representative means of symbolist
literature, Correspondances of Baudelaire. Aurier also quotes lines of Baudelaire’s poem Correspondances in
the essay. Aurier has chosen Gauguin’s Vision after the Sermon as an example of Symbolist painting because
of the effect of the correspondences in the painting,.
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