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Edouard Vuillard (1868-1940) 
 

Paysages et Intérieurs (original French title) 
Landscapes and Interiors 

 
Set of 13 lithographs including the title paper printed on China paper, 1899. 

References: Roger-Marx 31-43; Una Johnson 155. 
Only edition of one hundred, printed by Auguste Clot, and published by Ambroise Vollard, Paris. 

Each sheet is approximately: 16 x 12 ½ inches. 
Each image is approximately: 14 x 11 inches. 

 
Color in printmaking: we take it for granted today.  It was however, until the 19th century, not really an option in 
Western Arts.  And even when the use of color did become available to printmakers, it took a long time to make its way 
from a commercial gimmick to an acceptable art form.  While Japanese printmakers had been creating and printing color 
on paper for hundreds of years, in the West that had only occurred rarely.  Printmaking and to a large extent most 
graphic arts on paper, including drawing, were expected to be linear, or were excepted to obtain gray scale with black 
ink (or maybe with sepia or white chalk), not with color.  Lithography, which became accessible to an increasing number 
of artists in the 1800s, remained a monochromatic technique for many decades, before tint stones, and eventually color 
stones were added.  That this happened at all is thanks to lithography’s most visible commercial expression: posters.  
Advertisement obviously benefited from using color; especially in a world where the use of any color was a luxury. 
 
When fine artists turned their attention to using color printmaking, it was not immediately accepted as a positive 
development.  In France it was not unusual in the 1890s to read art critics commenting on the use of colors in 
lithography or etchings as cheap and easy.  Color was often regarded as a gimmick, something you had to use because 
you couldn’t make your art attractive with line alone.  Printmakers were supposed to be draftsmen, not painters.  By the 
late 1890s however, the tide had turned.  As many printmakers were at last trying their hand at the use of color, the 
public and art critics changed their tune.  And the fashion for color prints quickly developed. 
 



Ambroise Vollard, who was an astute business man (with some notable flops too…) did realize just how quickly the 
second generation of Impressionists (a.k.a.  Post-Impressionists) were taking over the art scene.  The likes of Henri de 
Toulouse-Lautrec, Paul Cézanne, Félix Vallotton or Henri-Edmond Cross were dethroning artists such as Camille Pissarro, 
Edgar Degas or Pierre-Auguste Renoir.  They did so respectfully, but also unequivocally.  And as they did, they brought 
with them a renewed interest in printmaking.  But they had their own predilection: the use of color, neglected by the 
previous generation, was clearly one of them.  Vollard knew this, and rather than wait for artists to make what he 
suspected the public wanted, he simply commissioned it.  Three of most important Nabis painters agreed to create and 
completed sets of color lithographs for Vollard.  Those artists are Maurice Denis, Pierre Bonnard and Edouard Vuillard.  
Other artists, such as Cézanne or Kex-Xavier Roussel, also gave Ambroise Vollard single sheets in color, or in the case of 
Roussel, tried to create similar portfolios of prints.  However way you look at it, when it comes to original fine art print 
publishing around 1900, Ambroise Vollard can be regarded as the most important actor and impresario.  It’s therefore 
only fair to take a closer look at some of his publications. 
 
The first portfolio we will present is the one created by Edouard Vuillard, who was quickly becoming one of the most 
influential artist of his time in 1899.  The set of color lithographs he created for Vollard is arguably one of the most 
important color print portfolios of all time.  In it Vuillard rendered the life he painted in the streets of Paris, in its 
interiors, and in its surroundings, in a completely novel way.  Each of these sheets is deeply indebted to the Japanese 
arts which had started to find their way into France in the 1870s and had become a collecting rage amongst art 
aficionados.  Patterns, color juxtapositions, the flattening of space, the used of superimposed grounds… all of these 
effects were gleaned from Japanese printmaking and scroll painting, and adapted to a Parisian sensibility and esthetic.  
Each and every one of these prints presents compositions that were unusual and unexpected for contemporary 
amateurs.  Today, these works of art still require from the viewers a level of concentration that is not easy to attain.  
These images don’t “read” easily.  They require an attentive and analytical gaze.  They are also, by that very nature, rich, 
textured, interesting and arresting.  You may not “get” them right away, but you will also not be bored with them 
anytime soon. 
 

On the Bridge of Europe (Sur le pont de l'Europe) 
 

 
  



Interior with Ceiling Lamp (Intérieur à la suspension) 
 

 
 

Interior with Pink Wallpaper II (Intérieur aux tentures roses II) 
 

 
  



Interior with Pink Wallpaper III (Intérieur aux tentures roses III) 
 

 
 

The Cook (La cuisinière) 
 

 
  



The Pastry Shop (La Patisserie) 
 

 
 

The Two Sisters-in-Law (Les deux belles-soeurs) 
 

 
  



The Game of Checkers (La Partie de dames) 
 

 
 

The Avenue (L'Avenue) 
 

 
  



Through the Fields (A Travers champs) 
 

 
 

The Hearth (L'Atre) 
 

 
  



Lot Essay: 
Published at the same time as Pierre Bonnard’s Quelques vue de la vie de Paris (see lot 44), Paysages et Intérieurs is 
regarded as Vuillard’s most important work as a printmaker. It embodies the Nabis credo, famously articulated by 
Maurice Denis, that a picture ‘before being a battle horse, a female nude or some anecdote, is essentially a flat surface 
covered with colours assembled in a certain order' (The Nabis Manifesto, 1890). The Nabis followed the example of Paul 
Gauguin, emphasising the primacy of colour and simplified form to evoke a purer, more subjective vision of reality. Like 
Gauguin, they took their formal cue from Japanese Ukiyo-e woodcuts, especially the works of Hiroshige, Hokusai and 
Harunobu.  
Vuillard’s Paysages et Intérieurs reveals this oriental influence, particularly in its use of decorative pattern. Like the 
Ukiyo-e masters he sought to emulate, Vuillard had strong personal connections with the textile trade - his uncle was a 
fabric designer and his mother a dressmaker – and the family apartment was filled with all manner of sumptuous, 
ornamental materials. Treating his prints like swatches of cloth, Vuillard elevated the patterned effects of wallpaper, 
clothes and fabric, or of light and shadow, over incidental detail, refining these tableaux to their very essence. In doing 
so he rendered daily life as vivid compositions of colour and shape.  
Vuillard is known to have paid close attention to the proofing of his prints, going to great lengths to create the subtle 
effect of overlapping colours combined with the use of the underlying paper tone within the picture plane. It was this 
which led to André Masson’s elegiac response after seeing Paysages et Intérieurs for the first time in 1944:  
'I consider this set of prints by Vuillard to be, on the one hand, a remarkable monument of world art […] and, on the 
other, the starting point of genuine colour lithography […] Vuillard, while preserving his genius as a painter, never forgot 
that a lithograph is also a matter of printing and that for that very reason it should refrain from looking too much like a 
picture and above all that it’s support is paper and that it is up to the artist to avail himself of this white or ivory ‘ground’ 
as an essential colour! It is on this account that he will surely remain the great master of this means of expression’. 
(quoted in: Roger Passeron, Impressionist Prints, E. P. Dutton, New York, 1974)  
As with the other published series published by Vollard in 1899, the album does not appear to have been systematically 
signed or numbered. 


