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BONNARD AND HIS ENVIRONMENT

Texts by
James Thrall Seby, James Elliott, and Monroe Wheeler

PrerrE BonnARD, often called the last of the impressionists, is
now recognized as a principal forerunner of contemporary
abstract painting, fervently admired by Rothko, de Kooning,
Motherwell, and others.

Supplementing rather than substituting for John Rewald’s
comprehensive work, published by The Museum of Modern
Art the year after Bonnard’s death, the present volume is nota-
ble for its 41 brilliant color plates, more numerous and more
faithful than those in any previous Bonnard publication, These
together with the 66 illustrations in black and white reveal the
full range of bunnard’s mastery in interpreting street scenes,
landscapes, interiors, terraces, rivers, marines, and portraits.

In an introductory summing up, James Thrall Soby, the author
of many definitive and successful monographs on modern artists,
states the esthetic principles of Bonnard’s lifework: the mystery
of his draftsmanship, the magic of his palette, by which he
*‘consistently transformed ordinary pleasure into ecstasy.”’

In the title essay, James Elliott, Chief Curator of the Los
Angeles County Museum of Art, a specialist in Bonnard studies,
has traced the influences and successive stages of the artist’s
extraordinarily homogeneous production.

Monroe Wheeler, the Museum’s Director of Exhibitions and
Publications, has provided an evocative portrait sketch: Bon-
nard the fervent nature worshipper, the romantic husband, the
indefatigable experimenter with his pictorial media.

Added features of this book are a continuation of the bibliog-
raphy in Rewald’s book, brought up to date; a list of books

illustrated by Bonnard ; and a useful brief chronology of his life.

The Museum of Modern Art
11 West ¢3 Street, New York, N, Y, 10019

Distributed by Doubleday & Co., Inc., Garden City, N. Y,
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Pierre Bonnard, 1944. © Henri Cartier-Bresson, Magnum
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PREFACE AND ACKNOWLEDGMENTS

THIS PUBLICATION RECORDS a joint effort of three
museums to present a new survey of one of the
greatest painters of our century in the three lm‘gv:’-;t
cities of the United States.

Bonnard’s first one-man show outside France took
["‘lt'c in New York when de Hauke & Co. showed
forty of his paintings in 1928, two years after he had
come to America to serve on the Carnegie Interna-
tional Jury in Pittsburgh, from which exhibition
Mr. Duncan Phillips acquired the first of the thirty

Bonnards he and his gallery in Washington now
g b g

possess, Bonnard was first shown at The Museum of

Maodern Art two months alter it opened when seven
of his paintings were included in Alfred H. Barr,
Jr.’s exhibition, *‘Painting in Paris,”” in January,
1930, The Art Institute of Chicago exhibited his
work, with Vuillard’s, in 1938. Los Angeles will
see a major Bonnard exhibition for the first time
when the present b]mwing inaugurates the new build-
ings of the Los Al'lgt'lt_’h' County Museum ol Art.

It is the second Bonnard retrospective to be held
at The Museum of Modern Art: the first one, in
1948, the year following the art ist's death, was co-
sponsored by The Cleveland Museum of Art and
was directed by John Rew ald who wrote for it the
hirst comprehensive study ol Bonnard in I'fnglish, As
this volume is still available, we have not attempted
to provide a substitute for Mr. Rewald's Ih{'n‘mlgh
summing up of the artist’s career,

On behalf of the Trustees of the three co-sponsor-
ing museums, we wish to record our thanks to the
muscums and individuals (listed on page 107) who
have gmtitm.-al_\_-' consented to part with their pic-
tures for the long period |‘¢-ql|i|\-:| for a triple exhi-
bition. We are indebted to the French Government
for its official sponsorship of the exhibition ll)mugh
the Association Francaise d’Action Artistique, The

artist’s nephew, Mr. Charles Terrasse, Curator of

the Museum of Fontainebleau, and Mr. Jean Cassou,

Chief Curator of the National Museum of Modern
Art in Paris, gave us in.ﬁpiring encouragement and
provided information not previously available. Many
ol Bonnard's admirers have contributed to our re-
search, and we are particularly grateful to the fol-
|(_}\\'i||g persons who have either worked with us
directly upon the exhibition or provided valuable
information and photographs:

Mr. Ronald A“r'\.‘ Mr. Alfred H. Barr, Jr., Miss
Gisele Belleud, Mr. and Mrs. Georges Bernier, Mr.
(_;E_’l?['é_'{‘:'; Besson, Miss Francoise Boas, Mr. Richard
F. Brown, Mr. Louis Carrée, Mr. Henri Cartier-
Bresson, Miss Riva Castleman, Mr. Gerald Cor-
coran, Mr. Larry Curry, Mr. Henry Dauberville,
Mr. Jean Dauberville, Mr. Francois Dault, Mr.
Bernard Dorival, Miss Helen M. Frane, Mr. Gilbert
Gruet, Mrs. Charles Jaggli-Hahnloser, Prolessor
Dr. Hans R. Hahnloser, Miss Nadia Hermos, Mr.
|’|1i|i|‘:|w Huisman, Mr. Phillip James, Mr. Harold
Joachim, Mrs. Suzanne Kahn, Miss Frances Keech,
Mr. Emil Langui, Miss Alicia Legg, Mr. William §.
Lieberman, Mr. Frank Lloyd, Mr. John Maxon,
Mr. Edouard Morot-Sir, Mr. \\"i||}' PL‘],‘I:_\\\. Miss
I'rances Pernas, Miss L'.lrml}_l! Pettit, Mr. jt:lm
Rewald, Mr. Helmut Rijl[lt'l'g&‘t', Dir. HL'l‘I['_\ R.
Roland, Mr. Alexandre Rosenberg, Sir John Roth-
enstein, Mr. Franco Russoli, Mr. Sam Salz, Mr.
Peter Selz, Mr. William C. Seitz, Mr. James Thrall
H:}fl‘\, Miss Nicole Villa, Mr. Leslie \\'\ufi!illglml,
Dr. R. Wehrli, Mr. Glenway Wescott, Mr. Daniel
Wildenstein, Mr. Sigurd Willoch, Mr. A. Camp-
bell Wylly, Mr. Charles Zadok.

Co-directors of the Exhibition :

] AMES LLLIOTT, Chief Curator, Los Angeles Count)
Huseum of Art

MONROE WHEELER, Director of Exhibitions
and Publications, The Muscum of Modern Arr,

New York
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Entrance to Le Bosquet, Bonnard’s home at Le Cannet, 1944. @ Henri Cartier-
Bresson, Magnum




INTRODUCTION

IT 15 A PARADOX of Pierre Bonnard's ]1'mg and most
Llistinguislmtl carcer that in the United States, where
the French impressionists found a number of L-.‘n‘]};
and fervent champions, their spiritual heir, Bon-
nard, has only lately come to great fame. His pro-
fessional carcer Iwgan in the L-._||‘|_\' 18905, and vet for
almost hfty years there was no public or private col-

ection here where his works could be seen in num-

ber except in the Phillips Collection in \-\-"'.-ml':ing-
ton, D, C. Perhaps his art was too French for our
taste, th(mgh this is hard to believe LZ{'I!]hil]i_‘l'il'lg the
fact that from the date of the Armory Show (1913)
to the outbreak of World War II the School of Paris
dominated the American art scene. ]’r;.&nilj]}_-’ our
taste for visual revolution, once aroused, found
Bonnard belated in aim. At any rate his |'u|ln_ming
and patronage remained predominantly European
until after the war. He was revered in Paris h'\; col-
leagues we had long since taken to our hearts, yet
we seemed unwilling to believe in their laith. As a
case in point, in 1947 Cahiers d"Art in Paris pub-
lished an article on Bonnard entitled “*Pierre Bon-
nard—est-il un gmnd peintre?”” The article con-
cluded: ““How to explain the reputation ol Bon-
nard’s work? . . . It is evident that this reverence is
shared only by |woplu who know nr:thing about the
grave difficulties of art and ¢ ]ingr above all to what is
facile and ;tgrrrva|1|c,” A stinging rebuttal was sent
at once to the magazine by no less a world Hgm‘r
than Henri Matisse. Pierre Matisse tells me that he
had seldom seen his lather so angry.

Bonnard's art was of course the opposite of facile.

[t was painstaking and meditative to an extraordi-

nary degree, One does not easily forget the story of

Bonnard in‘rmmling his friend Vuillard to distract
the gl.mnis in the Luxembourg Museum while he
surreptitiously retouched one of his paintings which
had been in the museum'’s collection for many years.

Bonnard’s conscience was |:rni':mm|, his longing

for perfection unrelenting. His instinctive modesty

forced him to dislike personal flamboyance. He re-

served dar[ng and it was often an extreme da ring

for what he painted or drew. We have only begun
to understand in this country what intimates like
Vuillard and Matisse knew all Jh‘mg; namely, thata
convinced ||0L11i11g ol conventions of color and form
was quite as important a part of Bonnard’s achieve-
ment as his unmistakable int imacy and charm. Once
he looked intently at a picture |)}' a predecessor and
asked the owner of the g.:“r‘l‘}'. ““What do you want
with a poor painting of mine, when you have in that
canvas all that painting can be?” The picture in
question was not by Claude Monet, to whose art of
the later 1880s Bonnard’s own scems most closely
related. It was by Paul Cézanne. If Cézanne's influ-
ence on his younger countryman is im[_n_n;sibh to
determine precisely, the fact remains that the two
men shared a mistrust of |‘c.gimvntml values which
some painters proclaim by abrupt dehance, others

by quiet desertion from the ranks.

"

Girls. (c.18493). Pen and ink, 10 x 14".

Frank Perls ('..1J|.-|'_\', Hc‘wrl_\' Hills, California




Circus Horse. (1946). Qil, 37 x 4614",

Private collection, Paris

When pum.icring the bolder aspects of Bonnard’s
art, [ usually think first of his Circus Horse, completed
the year before he died. In youth he had often
painted horses, but for the most part they were an-
cient hacks drawing carriages dlong Paris’ quieter
streets. The muscular tensions of race-track thor-
oughbreds left him indifferent, whereas they had
fascinated Degas and Lautrec. The truth is that Bon-
nard’s basic (|t"n‘nu‘st'|cil)- of vision extended to almost
all aspects of life in his time. And yet his Circus
Horse is not t‘&si]_\_,' (_lisludged from memory. It is op-
posite in spirit to the glmsll}', malignant stallion
which looms Ihrcrugh the window in Fuseli’s famous
Nightmare of 1782. Nevertheless, its effect is scarcely
less obsessive, the l:Lll}'oom'r‘\-' of the horse’s ahsurdl‘\-‘
L‘]ﬂ[]gﬂtﬁ‘d head Llnihrgcttablu, Bonnard's image
proves again that great humor can strike at our con-
sciousness I1(’i\l‘|)‘ as hard as terror.

It would be an untenable exaggeration to refer to
Bonnard as an animalier in the sense that the word

was understood by earlier generations of artists. The

fact remains that animals appear in his pictures re-

peatedly. His favorite was the small, affectionate

dachshund which sidles into many of his composi-

tions and whose silhouette often acts as a comple-
ment to lamily relaxation. Bonnard was vqlm“}_-‘
fond ol cats. He liked them as hcgui]ing pets and
not for their capacity to become stand-ins for their
jtmglt' cousins, as did Delacroix. Bonnard was too
late in time to share the Romantics’ ardor for im-
perious steeds and for wild beasts L'age:.i in Paris
Z00$ Or running free in the African veldt. His inter-
est was in animals to be held in the ].ap.

As already noted, Bonnard began to paint profes-
sionally in the carly 18905, as did his litelong friend,
Vuillard. It always comes as something of a shock
to remember that Toulouse-Lautrec was so nearly
the contemporary of these two artists; he was only
three years older than Bonnard; he was Vuillard’s
elder by tour, T assume our confusion arises from
the fact that Lautrec has alwa}'& been cluscl}' identi-
fied with fin-de-siécle esthetics, whereas his s|ighl|'\;
junior L‘o”caguus have not. Lautrec outlived his
asrt:mishingi}' sclf-contained decade by a mere year.

Vuillard and Bonnard went on and on, the former

with dwim”ing authority for the most part, the

latter with uninterrupted ascendancy to the end of
| b

his |c:ng life. Like most good artists Bonnard had
his vintage years. He almost never had one f]url'ng
which his creative }'ic]d was thin or bitter.
Bonnard and Vuillard were devoted friends
rhrr_:ughout their long careers. Indeed there was a
dul‘abiht_y of affection and respect among leaders of
their generation which exploded into recrimination
with their successors in the School of Paris. In
youth the two friends were allied in the movement
called *“the Nabis’’—the Hebrew word for proph-
ets. As happens sporadically in art history, far less
talented painters—Paul Sérusier and Maurice Denis
were the movement’s most effective polemicists,
The Nabis met often, sceking the warmth of mu-
tual aim and faith. In most accounts of their mi]d]}_f
insurrectionary gulhcrings Vuillard is described as
restrained and rather morose, Bonnard as incurably
gay. Members of the group had nicknames and Bon-

nard was known as ‘‘the very Japanese Nabi'' be-




cause of his devotion to Oriental calligraphy in gen-

eral and ]a]mnm:(_- prints in sarticular. Later on, |

think, the nickname took on a new and perhaps

more ;_:r:_:lh:unrl meaning. For Bonnard was to emerge

as a lwm'] diver among artists of his gc:]ct‘utir.n. In
numerous works of his later career he discovered a
nacreous (l||;1| ity in objects that the tides of familiar-
ity had clouded or covered with habit’s blind sand.

In youth Vuillard may well have been the more
urigina] ol the two friends. He was dp|1:arenlt) in-
different to orat least not deeply moved by the tonal
subtleties (:l'p]nm'- which were Cézanne’s obsession.
Instead, perhaps with l’iaugu[n':ﬁ more recent ex-
ample in mind, he ]mng sheets ol restrained and
bland color one behind another and somehow ku]':t
them separate in air and space. | suppose his was

ntially an intaglio process; I cannot think ol any

€

artist since who has used his system ol pleated per-

spective, one stiff fold succeeding another as in an
£

opuncd accordion, with his deftness and control.

Vuillard's difficulty was that in later life he became

cautious and precise to such a degree that one of

his many celebrated portrait subjects asked her maid
to remove some medicine from her bedside table
“because M. Vuillard paints everything he sees.™

Bonnard, on the contrary, grew more and more
DL

absorbed in fugitive and delicate forms ol observa-
tion. These forms were once well described by
Clive Bell, to my mind an underrated critic because
of today’s sometimes obtuse preference for archi-
tectonic, over-poetic, or sensual values. Bell wrote:
“Thereis ar.nnctiling Chinese about him [Be.mﬂﬂ.l'(i] :
and he is one of those rare Europeans who have
dealt in ‘imposed’ rather than ‘built-up’ design.
Bonnard’s pictures as a rule grow not as trees; they
float as water lilies. European pictures, as a rule,
spring upwards, masonry-wise, from their founda-
tion; the design of a picture by Bonnard, like that
of many Chinese pictures and Persian textiles, seems
to have been laid on the canvas as one might lay

cautiously on dry grass some infnitely precious
|

5
gmu] gauze,

After his youth as the friend in Paris of artists,
writers, magazine editors, and impresarios of the
stage, Bonnard spent most of his life in country
houses th]'uuglmut France. He tended to restrict
his range of subject matter to daily scenes relating
to life in the towns and resorts of his native land.
He also restricted himself still further in the themes
he chose. Whereas Vuillard as a bachelor had a [i\'(-]}_'
interest in the salons of urbane houses where he
was welcome as a distinguished guest, Bonnard pre-
ferred the rooms of family intimacy—the kitchen,
the bedroom, the bath. In this preference he was
the almost total opposite of Lautrec, who so dis-
liked home life that he could hardly wait to bolt
out the door and seek in hired warmth the affection
his mother tried to give him and his monstrous
father did his best to destroy.

Another recurrent element in Bonnard’s icono-
gmph'\_' was related to his ]iking for uncomplicated
domesticity. It was food. Not food as prepared b)_'
the great restaurants of France so much as food pre-
pared at home by a skilled housewife or maid. He
obviously loved the aromas of family kitchens. And
in this connection there is a lact to be noted. Bon-
nard was apparently awed by the luminosity of the
Dutch Little Masters, who were perpetually con-
cerned with food and drink as subjects for their art.
Yet whereas the seventeenth-century Hollanders
liked to paint food on large tables, awaiting prepa-
ration, Bonnard was u.qun||}_-' if not more interested
in the feast itself. T]'mugh he often painted the sep-
arate ingredients of a fine luncheon or dinner, he
seemed to be in)oking forward in imagination to the
final repast. In 1910 or thereabouts, for {anplc,
he did a sumptuous picture called La Bouillabaisse.
The components of the classic Mediterranean stew
are assembled uncooked on a kitchen table, and a
cat looks on \1)['dt‘intlhlf\', But the room is ah‘mdl_\'
pungent with the steam of the hnished dish in its
turcen. If the frail skin of onions and the shimmer
of goblets are subjects that have fascinated artists

tor centuries, they have not often been given so

o]




acute an aura of physical anticipation as Bonnard was

le to give, Few modern artists have so consist-

a
ently transformed m‘c[i!'m!'_\' pleasures into ec stasy.

Bonnard was also much preoccupied with one of
the most traditional of art’s subjects—the female
nude. His approach to the theme was for him excep-
tionally diverse in mood, He painted a number of
reclining nudes which are as pld}-‘f'ully innocent as
halt-awakened kittens; he painted a few which are
s-irl'i:]-:mi}-' erotic, Like Degas belore him he l.l\‘lig}}lt‘d
in the a\\-]«;\\-'anlly beautiful gestures of women dry-
ing themselves after a bath. And he sometimes
showed nudes in more conventional poses, their
audience consisting of their own reflection in a mir-
ror. In his attitude toward the nude he was more
student than voyeur. His nudes with few exceptions
lack the sensual impact of those of Matisse; they
(]v[igf:t more than arouse.

[n a great number of Bonnard’s paintings there is
a curious and |'Jig}1|)-' inventive use of what can only
be called a hide-and-seek solution as to what is

meant to be on view. Time after time in viewing
£

The Loge. (1898). Frontispiece for Mellerio’s Lithographic
originale en couleurs. Color lithograph, 8 14 x 774"

The Museum of Modern Art, New York.

Gift of Mrs. Edith G. Halpert

his work one feels a sense ol apparition, as when
what one assumed to be ““abstract’’ decorative ele-
ments turn into human figures or animals, some
times only after prolonged observation. The proc-
ess is not to be confused with the technique of
double imagery, in which one or more forms are
suddenly metamorphosed into others of different
identity. Instead Bonnard plays an extremely subtle
game of disguise in which figures or objects, once
found, never disappear again but hold their own
character (‘<'}m[1|ctv]}f. There are many interiors |)_\-‘
Bonnard, for example, at which one must look re-
peatedly before being certain how many people are
in the room. The light is uniformly clear; some of
the figures are immediately visible, yet others are

illusive phantoms, as if only at the last moment al-

lowed to :-Lfgt'. past a given composition’s borders,

As a ]am‘]smpc painter Bonnard scems to me to
have been most successful when he worked on a
modest scale. His huge panoramic murals of fields
or sea, however brilliant in certain passages, tend

tO\\'d['tF 'LTI'nPlii]t':iS an(l over extension. It ('f]lllt_] b(_‘.
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that Bonnard was aware of the fact and tried to en-
liven such pictures h}' |‘n}-‘t|m|ogi(:.1| or a]h-‘guri(:a]
allusions, perhaps following the example of the later
Maurice Denis or of Vuillard’s brother-in-law,
Roussel. The n'm(‘d'y did not al\\'a'\_;s work. Bonnard
seems to me to have been more sure of himsell as a
Iamkmpisl when he could hn‘gin with a sense of en-
closure, as when a garden is seen through an open
door. If true, the fact seems curious in that Bon-
nard’s capacity for concentration and limitation of
vision was miraculous. In The Museum of Modern
Art's admirable nn:}nz:ngl‘aph on Bonnard by John
Rewald there is reproduced a 1937 photograph of
a room at Deauville in which the artist worked.
Paintings which he was L‘.Ula'lpleting are tacked on
the wall over wallpaper of a violently aggressive,
flowered design. As Rewald suggests, it is astonish-
ing that Bonnard was able to focus on his own com-
positions when seen against so insistent a back-
gmund. But he was. One does not know what
blinders against distraction he wore; one knows

how well they worked.
)

Child with Lamp. (1896 ). Color lithograph, 13 14 x 18 14"
The Museum of Modern Art,

New York. Gift of Mrs. Bliss Parkinson

As a final matter, it would be interesting to think
how Bonnard would have fared if he had lived in an
epoch when portraiture was a persistent rather than
marginal concern of leading artists. His portraits
are limited in number and the best of them are of
friends. The finest of all, it seems to me, are those
he did of himself. Especially toward the end of his
life he painted a few sell-portraits in which his shy
intensity of personality comes through with mem-
orable vivacity. Their mood varies between quizzi-
cal aloofness and solemn introspection. In either
case they have exceptional tenacity as images.

Perhaps both moods were l}_-‘[_;ical of Bonnard’s
inner character. It would seem so from accounts of
him by close Iriends. His lack of pretense has be-
come proverbial, his simplicity quite likely over-
emphasized. For those of us who have loved his
pictures for a long time, he is one of the enduring

masters of French art.

JamEs THRrALL SOBY
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BRIEF CHRONOLOGY

1867

1877~

1887

1888

188g-

1890

18g1-

1894

18495

1506

1897

1898

1849

1900

1902

19073

1904

1504~

906

Born October 3, in Fontenary-aux-Roses, near Paris. His
father came from the Dauphiné and headed an office in

the War Ministry; his mother came from Alsace.

Receives classical education at lycées de Vanves, Louis-le-
Grand, and Charlemagne, and in Paris enters law school.

B tching.

Curtails law studies to work at Ecole des Beaux-Arts and
Académie Julian, where he meets Vuillard, Roussel,
Denis, Vallotton, Ranson, and Sérusier. The latter, in-

spired by Gauguin, organizes his friends into a group

called the **Nabis"" (prophets),

First studio: rue Le Chapelais. Military service at Bour-
goile, where he meets the composer Claude Terrasse,
whom Bonnard's sister soon marries. Receives 100 francs
for champagne poster. Meets Toulouse-Lautrec. Shares
studio with Vuillard and Denis, 28 rue Pigalle.

Exhibits paintings at Salon des Independants and, with Nabis,
at Le Bare de Boutteville’s Gallery. Is discovered by crit-

ics Gustave

icfiroy and Roger Marx, 189 3: Makes poster,

drawings, and lithographs for La Revue Blanche. Meets

dealer Ambroise Vollard. Studio, 65 rue de Douai,

lithographs, Qu es aspects de la vie de

Vollard publisl

Paris. Designs stained-glass window for Louis Comfort

Tittany.

First one-man show, at Durand-Ruel's (49 paintings,

prints; posters).

In group show at Vollard's. Draws illustrations for Peter
Nanson's Marie for La Revue Blanche, Vollard issues album

of his lithographs,

First showing abroad, with van Gogh, Gauguin, anc

Vuillard, in Oslo; Stockholm, and Géteborg.

Bernheim-Jeune et Cie., becomes his dealer, a lifelong
relationship.  Visits Roussel often in L'Etang-la-ville.
Studios: rue Le Chapelais and rue Ballu.

Vollard publishes Yerlaine’s Parallélment, with 109 litho-

graphs and 9 wood engravings by Bonnard. In g

I €X-

hibition at Bernheim-Jeune’s.

Vollard publishes Daphnis and Chiee, with 166 lithographs

by Bonnard.
Studio: 64 rue de Douai.

Omne-man show at Bernheim- Jeune’s, first of a dozen held
and 1933, Draws 67 illustra

at the gallery between 190

tions for Jules Renard's Histoires Naturelles,

André Gide praises his paintings at the Salon d' Automne.

Begins spending summers at Villennes and Vernouillet in

the Seine Valley and Cotteville in Normandy.

1907

1910

1911

1913

1914
1918

1919

1914
192
1926
1928

1930

1932

1934
1936

1438

1930

Paris studio: 6o rue de Douai. Between 1oy and Fgrl
takes short trips to Belgium, Holland, England, Italy,

Spain, and Tunisia,

Sale of Natanson collection, including 19 paintings by

Bonnard which bring an average of 810 [rancs each.

4 decorative panels for Missia Godebska shown at Salon
d" Aweemne. Studios: 6o rue de Douai, 21 quai Voltaire.

Omne-man show, Durand-Ruel's (27 paintings; also 3 dec-
arative panels, later shown at Salon d' Auromne).

Buys small house, Ma Roulorte, at Vernonnet, near Vernon.
Lntil 1938 divides time between Seine Valley and the
south (Grasse, St. Tropes, Le Cannet). Paris studio: 22
rue Tourlaque.

Travels in Holland and, with Vuillard, in England.

During First World War lives mostly in Saint-Germain-

en-Laye,

First book on Bonnard, by Léon Werth. Paris address: g6
rue Molitor, Auteuil.

Represented at Venice Biennale.

third Carneg International Exhibition,

Wins

Pittsburgh,

prize,

Retrospective exhibition at Gallery Druet, Paris (68
works).

Marries his lifelong companion Marthe de Mcligny (Maria
Boursin). Buys villa Le Bosquer at Le Cannet. Paris resi-

dence: 48 Blvd. des Batignolles.

To U.S.A, as juror for Carnegie International Exhibition.
First one-man show outside France, at de Hauke & Co.,
New York (40 paintings).

New York
Vollard

sublishes his La Vie de Sainte Monique; with 29 drawings
i g

First showing at The Museum of Modern Art

(7 paintings in exhibition *“*Painting in Paris

([l'.u1~i|r1'|\'c| an stone ), 17 <.-£L|}i|l,'1.~i. and 178 .'-.-:11[\n55liwn-<

{drawn on wood), by Bonnard.

Bonnard-Vuillard exhibition at Kunsthaus, Zurich, One-
man exhibition at Galerie Braun et Cie., Paris (40 por-
traits). rg32-38: Summers in Deauville and Trouville;

winters in Le Cannet.,
One-man show at Wildenstein's, New York (44 paintings).
Wins second prize at Carnegie International Exhibition.

Bennard-Vuillard exhibition at The Art Institute of

Chicago.

Hl'li'ukpct'li\t' exhibition at Svensk-Franska Gallery,




Stockholm (g1 paintings). Alter outbreak of war, Bon
nard stays in Le Cannet.

1940 Death of Vuillard,
1942 Death of Madame Bonnard, January 26,
to4¢ Short visit to Paris.

1946 Retrospective exhibition at Bernheim-Jeune’s (34 works),
Caonsents to large retrospective at The Museum of Modern
Art, New York, to celebrate his eightieth birthday.

1947 Death of Bonnard, January 23, in Le Cannet. The artist's
nephew, Charles Terrasse, arranges large memorial ex-
hibitions at the Carlsberg Glyptothek, Copenhagen;
Stedelijk Museum, Amsterd

im (77 works), and the

Orangerie in Paris (197 wo Exhibition at Svensk-

Franska Gallery, Stockholm (53 works).

1949 Exhibition, Kunsthaus, Zurich (247 works),

19450 Exhibition, Bernheim-Jeune’s (62 works). -
=

rg951 Exhibition, Kunsthalle, Berne (76 works). ‘
1943 Exhibition, Museum Boymans, Rotterdam (129 works).

1954 Exhibition, Lyon Musée (106 works). _ i'n\
195y Exhibitions: Kunsthalle, Basel (173 works); Palazzo 'l

Beale, Milan (103 works); Musée des Ponchettes, Nice
(78 works); Maison de la Pensée Francaise, Paris (43

works); *'Bonnard, Vuillard et les Nabis, 1888-1903,"
Musée National d'Art Moderne, Paris,

1956 Exhibitions: Kunstverein, Brunswick, Germany (g6

; Bernheim-Jeune's (58 works).

Swan, illustration for Histoires Naturelles (p- 65). (1904).

Brush and ink, 12 14 x 714", Collection Mr. and Mrs.

Seth Dennis, Westport, Connecticut




BIOGRAPHICAL COMMENT

Tue L1rE oF PIERRE BONNARD was extraordinarily

private, with little dramatic incident and no major

changes of vocation or destiny from beginning to
£ J £ -

end. Just as his litework of painting has an essential

continuity and homogeneity, his biography is all of
J & 2 £ b

a piece, and does not lend itsell interestingly to nar-
rative lorm. He himself was of little assistance as to
particular problems of Bonnard scholarship; he did
not remember such things precisely and, as a rule,
did not even date his pictures.

His lather was a government othcial of some im-
portance in the War .\-‘lit]ihtr‘}-. Prvn‘umah[}' to |ul¢.-.1.-+\'
him, in his early twenties Bonnard studied law, but
simultaneously also went to art school. When it
came time for his oral law examinations, he failed.
Alter that he worked as a clerk in a government
othce lor several months.

Then he sold a work of art: a color |ilhf.>graph de-
signed as a a.:ham}mgnw poster for a Reims wine-

merchant, for which he received a hundred francs.

““A glorious event,’” as he recalled it years later; it
emboldened him to declare to his father that he
was not going to be able to become a lawyer or a
burcaucrat; he was an artist. Presumably his i:‘[l]‘lil}'

gave him some financial support during his noviti-

ate. He soon began to se ess

I his paintings, and

than a decade later signed an ad\';mmgm;uﬂ contract
with an important dealer. His way of life was never
extravagant ; he seems never to have been troubled
about money.

At tw rnt}_'-r]glni he became intimate with a young
woman who called herself Marthe de !\-"l(-ligny, al-
'rhr:ugh her name in fact was Maria Boursin: and
their relationship (without marriage ceremony un-
til 192¢) went on uninterruptedly until her death.
According to Bonnard's nephew, Charles Terrasse,
it is she who appears in his pictures, early and late,
more than anyone else: a woman of beautiful b lily

proportions and peculiar grace, “‘flecting and free,

of which the great observer’s eye would alw ays
catch a gesture, a moyement, or an undulation in
the light.”

Thadée Natanson, one of the far-sighted carly col-
lectors of Bonnard’s work, has described her even
more graphically: “*Close to him, in exiguous quar-
ters, we saw fluttering that young woman, then still
a child, with whom he spent his life. She already
had, and kept .'tl\\'ii}'h, her wild look of a bird, her
movement on ftiptoe, as though winged. . . .**
She was somewhat neurotic, he suggests, “‘alarm
ing everyone around her (and herself) about her
health.”” Others who knew her have spoken of her
Ht'i|'—a|:st;r]1tion, verging on unfriendliness and iso-
lation, and of the fanatic care she took of herself
and her extreme cleanliness. And thus Bonnard
painted her, at her ablutions, or as a haunting pres
ence, sometimes almost unnoticeable in a corner or
partly !m}-‘:nm] the [rame, peering into the picture.

The best description of Bonnard himself, in the
prime of life, is also Natanson's: ““This slim, active
man seems tall, ;nilhfmgh he stoops a little and folds
up on himself. . . . He strokes his short beard which
curls looscly on his obstinate chin. . . . His near-
bightmlm-s.\; is that of an ohserver, but it eliminates
useless details. Behind his spectacles, unusually
lively pupils glance at or fix upon successive objects,
to make them his own.”’

He was physically strong, fond of bicyling and
boating, and to the end of his life would always go
tor a walk belore breakfast, as a devout man goes
to mass. He was devout, in his own way, about
landscape, ever-renascent |tht, and the spectrum in
everything ; these, indeed, were fundamentals of his
lifework. To use an old formula of the philosophers,
he puthis faithin *‘the coherence of Natureand Art” ;
and, ol course, in his experience and pictorial pre

dilection, human nature was a part of the whole

indoors and outdoors constantly communicating.
J =




Family Seene. 18g3. Color |ilhugr.1ph, 12 % x 714",
The Museum of Modern Art, New York. Purchase

Aside from his vocation of painting there were two
sides to his life: the enthralled and responsible life-
long marital relationship, and a physical restless-
ness which took him from place to place, sometimes
abroad, but especially in France, with a true love of
his native land in all its wonderfully differentiated
parts. He always maintained a home base in Paris
nine addresses of studios and apartments are known
to us—but as his life went on, he spent more and
more of the year clsewhere, in the valley of the
Seine, in Normandy, and in the Midi. During most
of the war years, 1914-18, he more or less regularly
spent the winters in the south of France, at Antibes,
Cannes, Grasse, and St. Tropez and finally at Le
Cannet, where in 192§ he bought the small Villa du

Bosquet, on a hill overlooking Cannes. But he still

moved about, sumnmring at La Baule or Deauville or
Arcachon; also |‘I'L'{Z]l!l_‘n1.'i]'lg various warcring p]act'-sa
at other seasons.

One reason for this m()hiiir}' was Bonnard’s enjoy-
ment of motoring. In 1911 he acquired a ten horse-
power Renault, and on his first excursion in it drove
straight to Mont Saint-Michel. Thereafter he was a

confirmed motorist, In 1912 when he bought a

house in Vernonnet called ‘‘Ma Roulotte,’” his first
improvement of it was the installation of a modern
bathroom for Madame Bonnard; then he added a
garage for himself. He was a leisurely driver, often
covering as little as tilirt_\,’ miles a LL‘l}_-‘ stopping fre-
quently, sketching here and there, spending the
night where convenient.

While he did not always work when he trayeled,
his eye for ]anf]smpc never ceased to explore and
accumulate pictorial material. Harry Lachman, an
American painter, once invited him to go on a
painting (?.\'Pt‘t“li{_\n across the Italian border. He
arrived with all his own equipment: paintbox, can-
vases, portable easel. Bonnard, to his surprise, ap-
peared on the threshold with no such impedimenta.
Lachman had assumed that he was going to paint,
but with what? Bonnard brushed this question aside,
saying, as he seated himsn:H'Cnntvnn'dl_\' in the car,
“*Moi, j'observe.”

Except for Vuillard whom he always loved and ad-
mired, his relations with fellow painters were mu-
tually respectful, cordial in some cases, but not
close. His ('Immp.lglw poster impressed Toulouse-

Lautrec, who sought him out and recommended his




Portrait. (c. 1893). T.il|1{igl'.;|!h, 11 lh x
934", projected print tor L' Escarmouche.
The Museum of Modern Art, New

York. Gift of Abby Aldrich Rockefeller

early pictures to prospective purchasers. Pissarro
on the other hand disliked his first exhibition, and
in a letter to his son declared that Monet and Renoir
shared his adverse opinion. They all came around to
a better appreciation of his talent later. Renoir in-
scribed to him two small paint ings, which he would
show to visitors with pride and m]n'liring comment,

One day late in his life, somewhat discontentedly
examining a painting h'\; Rouault, he remarked to
Louis Carré, “‘Rouault wasn’t as lucky as 1. He
didn’t know Renoir, who used to say to me, ‘You

must beautify things, Bonnard, always beautify!”’
) £ )

He has been called the last of the impressionists—

and so described himself to Matisse—but of course

never followed in their footsteps exactly. But like
Renoir and like Matisse he was not afraid of its

being said that he painted too happily and decora-

tively. “‘One is not always transported with joy by

what one sees,”” he told Tériade, “‘but a painter
must be able to discern some agreeable connection
between one thing and another, and to find a place
for it in his painting. We can abstract beauty out of
everything.”” (bibl. 184)

Some of his pictures were completed in short
order, a matter of hours or days after he started
them; but as a rule he kept them in view a |(mg
while and improved them little by little. Terrasse
tells us that, in his middle period, the greater part
of his work was bt_‘gun while tra\-'r]ing around, but
finished in the studio. Often he made use of a single
great length of canvas which he affixed to the wall
wherever he happened to be, marking on it differ-
ent-sized areas for various pictures. At the end of
his sojourn he would roll it up, put it in his car, un-
roll it again when he got home, and later cut it up.

The longer he lived the more he concentrated on
color; stronger and stronger combinations of juxta-
posed or superimposed pigment. Sometimes, hav-
ing mixed one of his burning hues, vermilion or
magenta or violet blue or peacock blue, and applied

it to the work in progress, he would wander around
£

the house [rom canvas to canvas, finding little places
where he could insert what he had left over. As he
himsell said, a given color is very different when
you see it with other colors adjacent. André Girard
tells us that when Rouault retouched his pictures to
improve them he called it **Bonnard -ing.""(bibl. 77)

In 1943 he told Angéle Lamotte that often, when
a painter gets to p'.linling, what his picture portrays
is an embarrassment to him, “‘The point of depar-
ture for a work of art is an idea,”” and in the pres-
ence of his subject matter, there is always a danger
of the artist’s becoming involved in immediacies
and incidentals. She then asked whether he never
painted with his subject before him. “*Oh, yes, but

Ileave it,”” he answered, “‘and come back to it later.
]




I never let mysell become absorbed in the reality.

. In fact there is always some conflict between
the initial concept, which is the right one, the
painter’s own, and the varied and ever variable
world. . . .”7 (bibl. 184)

In every reality that scemed to him worth repre-
senting, he was struck by some aspect which per-
haps no one else would have noticed. During the
war he told André Suares, “*I've discovered peaches.
They're so intense and soft, and some of them re-
semble a setting sun; only it’s a sunset that does not
disappear, which is most convenient for a painter.”’
(bibl. 77)

He never [mnginvd a picture in the abstract, but,
on the other hand, he wanted the texture and sub-

stance of every square inch of his painting as such to

be strong and sumptuous, though at the expense of

|'vf'(':gnim|3i]ir\. l_'p(m occasion, concentrating to
) :

excess, he slipped into awkwardnesses, misrepre-

sentations. He liked to have under his eyes in the

studio any such vxaggor.mi-tl pictures, He said to

Joating. (¢. 1897). Color lithograph,
10%4; x 1814", The Museum of Modern Art,

New York. Gift of .'\l:!:_\ Aldrich Rockefeller

Andre Girard, “‘It is important to keep one's fail
ures; they present problems that I find |1ae~'sinnat(-l}'
int:.-rt‘st‘ing." (bibl. 77)

‘i']u_mgh stubborn about such i:|iu_~y11g:racics, he
would speak of them apf)log(‘tic:al[). Once he said
to Emile Compard, a young painter of his acquaint-
ance, ‘'l you only knew what trouble I have draw-
ing things!’” and gave as an example the time some-
one had called his attention to the fact that, in a
rstanding nude hclunging to Félix Fénéon, he had
given the ﬁgurc two righ[‘ feet. But he had not

changed it. ““After all, somehow, it seems to me
better like that. It makes an interesting shape.”’
(bibl. 264) Upon another occasion he said, “‘At
times the faults in a picture are what give it life.”
(bibl. 184)

In some pictures he applied color until he achieved
the dense effect of barbaric jew ('h'}-‘ or oriental fab-
ric. In others, even on a Llr'gv scale, he i«;‘-pl to the

thinness and rapidity of watercolor, often express-

ing a preference for a sketchier work, Compard




proudly recalls the elder painter’s wanting to ac-
quire one of his pictures. ““Would you like me to

asked, “‘or shall we make an

pay lor it,”” Bonnar
exchange?”’ Wisely, Compard preferred a Bon-
nard, no matter how slight, to his own current
market price, and hinally had to choose between a
small basket of green gages or a small nude. He de-
cided on the nude. “Bravo!”’ cried Bonnard. “In
the still life 1 have worked over the paint, whereas
the nude is only a sketch. But I like a canvas not to
look wearied by the brush.””(bibl. 264)

In the chosen picture, he went on to say, he had

expressed what he had in mind, then stopped. ]

couldn’t have given it another touch, which is rare

for me,”” he added laughingly. ‘1 always carry in

my pocket a little box with some colors ready in it.

Laundry Girl, (1896). Charcoal, 1214 x 734",

Private collection, Paris

When I come across one of my canvases that dis-
pleases me, out comes my little box, and I fix it,”’
In his old age he confessed to Girard that, in his
opinion, his pictures still lacked ““form, accent,
and a skeleton. . Lam just ln‘gl’m'ling to under-
stand what it is to paint. A painter should have two
lives, one in which to learn, and one in which to
practice his art.”” (bibl. 77)

The German occupation in the late spring of 1940
scattered most of Bonnard’s Paris friends: Vuillard
died in June; and therealter Bonnard preferred
Lo stay in the south of France the year round, Ma-
dame Bonnard died on January 6, 1942. At the end
ol the war he returned to the metropolis for a while,
but it no |ungu‘ suited him. He went back to Le

Cannet, and there the end came on January 23, 1947.

The Laundry Girl. 1896, Color |i1]m_ur.1|1h‘
8
The Museum of Madern Art, New York.

Gift of Vietor S, Riesenleld




The close of Bonnard’s life was marked by a singular

incident has ir1g to do with the inheritance of his |)il."
tures. When at last he married Marthe de Méligny,
on August 13, 1924, it was AL‘('ﬂl'ding to a provision
ol French law called “‘communauté des biens’'-

joint ownership, She had always given him to under-
stand that she had no |i\'i|1<:: relatives; it was only
when he married her that he learned her real name.
She never made a will. Atter her death he [ound to
his (th}.ll\' and distress that, as a consequence ol her

intestacy, all his work would have to be listed and

.I.Pl'll'din'._'tl and placed under scal.

RE_'Nt_'I'IIng the formalities of law involved—under
the mir;la";uiing advice ot a lawyer, and conlident that
he was not acting to anyone's disadvantage—he
drew up a will in her behalt, bequeathing to him-
self what surely lwlungwl to him morally. He signed
the will with her name, but did not attempt to dis-
guise his own handw riting, and ilzgvnunml) even
dated it six months after her death. Nevertheless, it
was accepted 1\}' the local authorities, and thus he
was able to conclude his life serenely, with no fur-
ther uneasiness about the paintings in his possession.

As it happened, he possessed a great many. Both
he and Vuillard had enjoyed a certain success prior
to the First World War and had saved money, which
dwindled to nut'hing in the inflation of the twenties,
Whereupon they decided that, in lieu of other in-
vestments, 'hl"\_- would simply keep a part of their
artistic production,

The irregularity of Bonnard’s situation inevitably

came to light alter his death, when it was discovered

that Madame Bonnard had four nicces. At first it
seemed |m~.\il>l.- that the entire estate might go to
these ladies, because of the falsification of the will.
A difficult sequence ol lit'ig.ﬂinnﬁ ensued, concluded
11}' a L'HI]IPI'[HI'IEH' sixteen years later, when the p'lt

tures were divided between Bonnard’s own family

and his wile’s.

MonroeE WHEELER

Young Girl with Black Stockings. (18g3). Lithograph,
11745 X 54", published in I'Escarmouche, January 14,
1

1894. The Museum of Modern Art, New York.
Gift of Abby Aldrich Rockefeller
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Il’-(.JN_\l.—\I'{I} AND HIS ENVIRONMENT

PIERRE BONNARD DIED IN 1947, and since that time

the recognition of his greatness has spread in widen-

ing circles. Along with this recognition has come
£ & £

the realization that his vision far transcended the

charm and intimacy for which it received early

praise. In sc.mn[ng{fv gvnr]v investigations of a mad-
&) £

est l‘T]\'jI'iJ]]]}W(‘T]l’_ H(}nlldl"il [‘!l'{){.l!.[(_'t‘.(] V\-'('IT'I(H Ol. art

that are both monumental and lyrical, works that

expand the insighr as well as the formal devices of

the impressionists in a profound and original way,
His evolution offers an extended and natural transi
tion from impressionism to abstraction that omits,
or appears to omit, everything in between.
Bonnard never repudiated or openly defied the
conventional French milieu in which he grew up,
Living on his own terms behind a screen of charm
and nonchalance, following his own path with quict
tenacity, he celebrated both in his life and in his art
the amusements and tranquil pleasures of I'rench
middleclass life. It was a lite in which gratilication
of the senses was casily accepted. The hedonism that
pervades the world of his art, however, is a moder-
ate hedonism, which he presents (especially in in-
terior scenes) with a ([I_Jk‘h[ii.\l'l.jl'lg undertone. Al
though in his varl'\_{ work he chides his milieu for its

foibles with a sly but affectionate wit, in his later

jaintings there is oreater sympathy with bourgeois -
& & ) D, :
o u ympathy g

lite, but never uncritical sympathy.

Bonnard seldom recorded acts or events, His con
cern was with the leelings—the “poetry,” as he
called it—evoked b}_' the t]]ings he knew best, and
because he favored these subjects, he was even early
in his career called an intimist painter. But one of
the pw.‘;.“ng aspects of Bonnard’s art is the de
tachment in the way the near and the familiar arc

approached. Olften, for example, the |'=u_1|:|u por

trayed seem to be only incidentally present in the

scene and only remotely conscious of their surround-

ings. Even the figures given prominence rarely seem
= = (= <

: / Z' &lelr[:qé?

L' Estampe et I Affiche, poster. (c. 1896).
Color lithograph, 32 x 23 15"
The Museum of Modern Art, New York. Purchase

to be aware of the artist or of one another. They are
absorbed in themselves, or theirattention is averted.
This is |':L1rriuu|nr]_\_' true of the nudes, sunslmus]}-‘
painted as they are. When the attention of an indi
vidual is directed toward anything, it is usually to
ward an animal, a child, or an object. Between adults
there is |lh’}'{'h[!lt_:gi!'_iﬂ[ distance, and close physical
assoclation :ml'\_' adds an i.lJIl]'rift[L]{'rl[Fi tension to it,
Bonnard :_'Llnningil\-' evokes doubtful and unresolved
aspects of human relationship: nostalgia, indiffer-
ence, wistfulness,

In spite of the initial impression one n'lighl‘ get to
the contrary, the situations portrayed are not spe-
cihe. The poses and gestures are the inevitable
movements of people doing ordinary things, part of
a continuum rather than hxed in crucial moments.
With this emphasis on the transient nature of experi

ence 1s an nm'ms]}hn_‘-rc that is |1.11mljng||y enigmatic,




The world of Bonnard’s art—although it is domes-
tic and pastoral as well as urban—no longer seems
to belong to the nineteenth century, It contains too

much playlul irony and, in later stages, too much

melancholy and even L-L[‘rp]\'-h(‘n:si\'(‘.nc-ﬁs. It shows a
range ol l'c'cling tar wider than that with which it is
olten credited. f\lthough the choice of imagery
seems narrow, the interpretation and expression
the pictorial rL‘sultS—var)-' the way human f‘cc“ng
itself’ varies under the slow yet urgent pressures
of life.

But while Bonnard may have been passive in his
choice of subject, his art was the active, transform-
ing agent of a :.i{:arching

explored color and the effects and clues that deter-

scnsibﬂit}' and mind. He

mine the perception of both actual and paintud ob-
jects and nature, In |unking at his paintings, especi-
al]y those done after 191¢, one is often iniria]]'\'
puzzled by the shape of an object, by an action, or
11}-' the definition of space. One has to take time to
relate the visual information to ph‘\'sica] facts, to
associate the disparate painted clues with r(wﬂit},
and to familiarize oneselt with the p;lrlicular con-
ception of each picture—even while on first im-
pression one may be enchanted with the color,
amused h_\_-‘ the unexpectcd composition, or as is
sometimes the case, disappointed with the whole
effect. One I'c‘mhl_y accepts the familiar subjects
with their p!t‘a.‘sanl associations, but once involved
with them one finds that Bonnard also offers new
pictorial interpretations of visual experience that
push representational art to new limits.

Born in 1867, Bonnard came to artistic maturity
in the ebullient, fermenting Paris of the 1890s. As
one of the Nabis he was quickly among the avant-
gan]c and was influenced by Gauguin and Japanese
art. His association with the Nabis, however, was

casygoing, based more on personal friendship than

on adherence to any program or militant theory of
i [Gesdit b

subject or style, The ideas dominating advanced
French painting in the 18905 prndu('e(l several anti-
£

naturalistic currents with decorative tendencies,

and not unexpectedly, Bonnard’s carly style belongs
to such currents—especially art nouveau. But no
matter how decorative his arabesques and flat pat-
terns, Bonnard still infused them with an amazing
feeling of playful life and vivid suggestions of per-
sonality. That same sense of life he put into every
manner in which he worked. He borrowed easily
and openly at a time when his fellow artists quar-
reled fiercely over influences. Bonnard did not worry
about reputation; he was too confident in his art.

There were many seeming contradictions in Bon-
nard. Even in his paintings, facility and elegance of
style are combined with a touch that is at times
graceless; innocence is combined with sensuous-
ness; the conservative, with the experimental. His
pictures offer unconventional perspectives, puzzles,
and the surprise of hidden details. In personality he
was diffident, but also brilliant, lighthearted, and
boyish. Yet in his own unobtrusive way, he re-

mained independent and self-possessed in his art
I

Place Clichv. (c. 1923). Color lithograph, 18 34 x 2¢84".
; 3 graf 78 £%4g

Lent by The Art Institute of Chicago




Woman Opening Door. (rg941). Pencil, 25014 x 1934”".

Private collection, Paris

from beginning to end. Although he followed the
g g &
rapid subsequent changes in French art of his day-
£ :
fauvism, cubism, dadaism, surrealism, and abstrac-
tion—with interest, he remained apart from them,
In his own way of painting, however, there was a
wide variety at any given time,
) Y&
Bonnard’s evolution also embodied paradoxes.
Although in the 1890s he was very much a post-

impressionist, he had begun to gravitate toward
g g

impressionism before the close of the decade,

slowly turning back to a naturalism which he sensed
still had unexplored expressive possibilitics. After
1900 he paid even more attention to nature, becom-
ing increasingly concerned with space and light,
and especially with color. It was then that Bonnard
assimilated into his own style technical means of
the impressionists—short brush strokes, lighter

tonal values, sophisticated hue relationships.

Around the ]'wgilming of World War I, however,
Bonnard seriously questioned the direction in which
his interest in nature and impressionism had taken
him. He felt he had been carried away by a passion
lor color and had um'mm'imt.\;[’\_-‘ sacrificed form. He
hug;m to draw constantly to strengthen form and

worked with a new emphasis on composition, At

the same time he also deve oped his use of highur

l\'t_‘_\_'L‘Li color, employing it with a renewed sense of
the two-dimensional in an unexpected reprise of
the decorative aims of his first paintings. The d‘mngcn‘
that followed took him close to abstraction after
1920 and were based on an unhurried merging of
his lyric naturalism with an inc reasingly monumen-
tal decorative goal, which resulted in the spectacular
achievements of the last three decades of his life,

when he produced his greatest paintings.

Bonnard worked, as he said, with ‘‘a brush in one
hand, a rag in the other.”” He did not paint directly
from the subject, but from memory, small sketches,
and brief color notations. He began with a *‘first
idea,”” which was usually realized over a long period
of time, in a way related to the time required to
“read” the finished painting. Angel Zarraga, a
Mexican artist who had the opportunity to watch
Bonnard at work in a hotel room at Cap d’Antibes,
probably during the mid-1920s, gives the following

de

ription of Bonnard at work:

. on the walls hlmg canvases of various sizes and pro-
portions. During my first visit all the canvases were
white. The whole room radiated from them. When |
came back a few (]d}'}i later, I saw on every one of them
a few colorful accents whose pictorial meaning was
not at all recognizable, I guessed in part what Bonnard
then L'X|.~]a|'|1vrf to me. When he b{’gins a picture his
composition is not immediately established. . . . He
simply walks back and forth between the white sur
faces, waits for an idea, sets here a tone, there a brush
stroke, puts several streaks on a third canvas. After a
little while . . . he lays down his brush, calls his t|xr1_[,
who is always near . . . and goes for a walk with him
on the beach. He chats for fifteen minutes or a half

hour with dL.rlei|1t'a|1c'i‘..~' he meets and then .1|)ru]1tl\_',




but gently, he breaks oft the conversation and returns
quickly to his room, ﬁm:m[ng]_y at random, he sets
down here and there, on one picture and another, a
few accents which had meanwhile become clear to

him and then goes for another walk in order to relax

and gather his energies for another attack. Weeks,
even months pass in this way. With great astonishment
I saw what emerged. . . . Three months later T was
again in his room. . . . On the walls [ saw half a dozen
finished and wonderfully resolved pictures. Before
every sjngh‘ one 1 thought: This was created in a
couple of hours, in a hasty mood and with |J!;1}'i'u|
ease. ‘As for me, I do not know how to invent," he
said to me. He who, one feels, has invented every

thing! (bibl. 9)

Bonnard was essentially a colorist, He devoted his

main creative energies to wedding his sensations of

color from nature to those from paint itsell—sensa-
tions which he said thrilled and even bewildered
him. Perceiving color with a |1ig|1i_\ developed sen-
sitivity, he discovered new and unfamiliar elfects
from which he selected carefully, yet broadly and
audaciously. Sometimes he chose bright, L'Ii_’.ill'l’\'
contrasted harmonies of hue, but more olten he
ﬁi}l]g]]l‘ nuances and delicately modulated transitions,
Whether in narrow range or multitudinous variety,
the colors move across the surface of his paintings
in constantly shiﬁ'ing interplay, ]vmling an extra-
ordinary fascination to common subjects. Familiar
Hig]‘li'h -the pt't'\'n(ling greenness of a landscape, the
intensification of color in objects on a lightly over-
cast day—are given viy id life. ?\‘ight'k which escape
normal attention are isolated for our pleasure: the
detailed changes of planes at the -.‘dgcs of windows
are described in many bands of color; shadows cast
|)y objects pm't'iaﬂy lost in the glarv ofa strong over-
head |ight are given material substance. New exper-
iences are opened up, as w hen the chromatic sensa-
tions L'{i]}\'t'}'t‘t] are like those experienced by mystics
or those induced by hallucinatory drugs. As time
went on, Bonnard became im'rcan‘ing]_\' c[.u‘ing and

original in his use of intense ¢ olors and turned it to

new expressive ends.

But he did not seek brightness alone. He also

worked boldly with contrasts of \'.1|m'-—lighr and
dark. Of all the pr._'miblt: combinations of values and
colors, he cherished L‘spcri.‘tll'\_- the power in com-
binations of unfamiliar intermediate tones. He
used them to record the subtle g]'adarinm in a
warld of l‘m]l'—ligh!'s, enhancing them by unexpect-
edly !)1‘ight daubs and m‘ighbm‘ing tones. In his
works irregu]ur juxtapositions of color and tone,
ranging from near discordances to tender harmon-
ies, hold the eye entranced. He records the strange
illumination just before a storm, the light of pre-
dawn and evening: moments of uncasiness, antici-
pation, and nostalgia. He probed the limits of color
experience and discovered wonders HL‘vming]y be-
yond the natural.

Above all, he used his singular effects of light and

color to h@lp establish mood. And the moods he cap-

Portrait i_l;' Girl. (c.1942-43). Pencil, 26 x 1934".

Private collection, Paris
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Woman in Interior. (1940-41). Pencil, 1934 x 1214". Private

collection, Paris

turedare in:_'rt_‘{iihl_\_'m ried 1)[;[}“1 ,ironic, languor-
ous, enigmatic, joylul, questioning, even exalted
—but seldom unmixed. In one of his most impor-
tant [)dirllillg.‘i, Dmmg Room in the ('mm{p (I‘dgv T
of about 1913, he solves the ditficult problem of
successfully conveying the extended range of value
between interior shadows and full r:un]ight. and in
several ways evokes the equivocal mood. In the

nainting, a landscape in all the brilliance of a warm
£

ri.l_\_-‘ in unrl_\_' SUMMmer is seen lln‘r:ugh an interior,
which is also warm, but more shadowed and pro-
tected. Within .'sl'l‘nngll\-' :_'i'ml.l‘.'lﬁling broad areas of
color there is a shimmering play of more closely
related hues that increases the sense of light and

warmth. The many genre details rendered in an as-

sured but imprecise, painterly way lend the conno
tations ol their presence and unobtrusiy v]}-’ build up
the sense ol comlort and ease, of minor joys and
simple pleasures, They are things seen at a glance,
or, as the small gir] pi('king flowers, almost unno-
ticed, The casual position of the brightly dressed
woman (]Jrohaim]}_' the artist’s wife, Marthe) who
leans toward us against the window sill suggests an
idle moment and adds to the feeling of indolence
that sutfuses the picture. She looks at the viewer
with a resigned yet vaguely questioning expression,
striking a small note of anxiety which reverberates
as a muted undercurrent in the comfort of the scene.

It is one of Bonnard’s greatest accomplishments
that in Dining Room in the Country and many other
paintings, he goes !'Ji‘_\_-:][l[] conveying the experience
of nl:.\'vr\'ing a scene: he compels the viewer to be-
come a participant. He accomplishes this and the
sense of crowding and intimacy, which is achieved
even in ].u'gv scenes, partly thrmrgh his composition
and method of rendering space: he masked or sur-
I':r‘vr-:sm| l[-ng t||]lgm1.1l.-\ or scparate p|.'1m-_~. which
would suggest :ln_‘[ﬂh with any precision. Asa result,
the distant ]':mes with their ric H}- |':;1i|11r:l surfaces
also act as llat shapes close to the picture plane. Para-
duxi:_'nH'\_'. then, the elements which i|np|_\_' recession

into space tend to compress space and to augment




the sense ol a closed and intimate scene. Soon after
painting the Dining Room in the Country Bonnard
began using mirrors frequently, and even mirrors
within mirrors, in a similar way to limit the depth
of a picture and at the same time to lead even lur-

ther into space. By cutting oft objects in the fore-

ground of his paintings (usually at the lower edge of

the composition, sometimes at the side and top) he

also brought a scene close. Table tops, for instance,

often seem to continue beyond the lower edge of
: £

the picture, and one feels a sharp drop into space

where they have been cut off.

H{il]l'l.'l]‘tl‘:-é L‘Xll'ﬂ(']!'t’jl].’l]'v |1U\‘\.'L‘T' to communicate

is also strengthened by the unorthodox points of

view that he chose. These were not just matters ol
whim, although a lot of w himsy is behind them. He
was using parts of the field of vision audac inusl__\' and
boldly to ferret out and underline mood. The Table
(Page 47), of 1925, for example, is painted tln'uugh
out with equal attention and emphasis. The objects
in the large still life are defined with summary bril-
liance and spread out on a ]ﬂn; table. Yet surpris-
iligi}_-‘, as one looks at the |'5ia. ture there is a grow il!g
awareness that the sdll life, although it occupies
more than half the picture, is dominated by the
srmall iigurv ol Marthe in the lelt background. The
('E]\[lhdki\' wavers, but the Il‘ﬁ_"LH'L' seems to hover over
the f't:rcgr:_mml with a strange persistence. This is
not only because Marthe is seen almost from eye
level, it is also because Bonnard did not move his
viewpoint from side to side: the numerous other
thingw are seen from vantage points that fluctuate in
]u‘ight'\ but which are all |1||1gcd uitmg a vertical line

almost dircctly in front of the houre of Marthe. It is

unconventional, too, that The Table is [minlmi as if

seen entire

vision. His eye is focused on Marthe, and the other
objects in the picture seem to be only incidentally
scen as he g]nm-vd at her, so quickly we are not even
sure of her action. (One g::inn the ir11|:rmsix)n, how-
ever, that she is preparing food for the dog whose

snout seems to be shown near her at the left.)

y in the right half of the artist’s field of

Standing Nude. (c.1900). Charcoal, 1614 x 934".

The .\-‘!n‘tl'npf_;!ir.m Museum of Art, New York, Dick Fund, 1948

.




Garden at Vernon. (1914-20). Pen and ink and pencil, 534 x 1215",

Private collection, Paris

Such manipulation of the field of vision has not

been uncommon among modern painters; but of

those who used it, Bonnard was among the most
venturesome and put the greatest strain on the con-

ventions of academic perspective. Frequently he ex-

tended the field of vision to an extre mely wideangle.
This ])rnugin about the linear “‘distortions’’ and un-
dulations so often noted in his work. The eye actu-
ally sces things in this way, Bonnard insisted. And
so it does, but in peripheral vision where one is sel-
dom <'=Jn_'sf'im.|5|’\_' aware of the sensation. Nonethe-
less, this kind of vision, even llmngln it operates
outside clear focus, is an essential part oi‘.\.ight, act-
ing as the framing, enclosing factor. In utilizing the
disparities between the normal view and academi-
cally accepted means of represent ing a scene, on the
one hand, and the actual experience of seeing, on
the other, Bonnard usually exploited the psycholog-
ical as well as formal implications. He used them to

control attention and |k‘¢'|ing within a picture: things

in focus seem to be closer and have more presence ;
t'hings in the margin of vision are seen, so to speak,
blankly, with a certain shyness and detachment.

Seeing Bonnard’s paintings in number is like read-
ing entries in a journal h}-‘ a master of indirect state-
ment. That he took his subjects from his private
environment is another modern facet of his art. Just
as landscape grew from an incidental element to the
rank of major subject in the past, so an artists’ per-
sonal environment became an increasingly impor-
tant subject alter impressionism. Few other painters
seem to have remained content to choose motils
from within such a narrow compass, and very few
painters could have wrested such incredible variety
from these motifs. There was no need, nor did
Bonnard lind, a [}]Jc't' in his art lor the exotic or
h'.mH:. dramatic subject.

While he moved back and forth between relatively
conservative and ulllsp::kt'lﬂ_\_' radical methods of

representation, the evolution of his art as a whole




tends toward the latter pole: color breaks increas-
ingl'\; away from nature; the vantage point at times
becomes so eccentric that the t‘emhing image lies
practically outside visual illusion ; architectural set-
tings shift so that almost every clue by which the
spectator can orient himsell is dissembled. In a
known and :':ﬁii}ﬂr’-iil‘;]'\_; enjoyahh: world, Bonnard
withholds certainty as to many identities—identities
of subject, position, human reaction, The plausible
is rendered imphulsibh. He asks new questions
about the relation between what we experience and
that which d('lLI'd”'\_u' exists in nature and in art.
Moreover, he unconsciously anticipated the latest
rt'vo|ut'|0nar}- discoveries of the science of percep-
tion, which have led to praulic:.ﬂ application in such
things as wide-screen film techniques dependent on
[)L‘.ri[.rhcral vision to give the viewer a sometimes
uncanny sense of actual parlic-imrion in what is
shown. Aithc:ugh he chose not to participate in the
more abstract tendencies of his time, these search-
ings and prc)])ings took Bonnard ever closer to ab-
straction. His approach to it was unprogrammed
and came unbidden out of the very ]ogi(. of his es
sentially representational art; it was, therefore, all

the more organic and natural.
&

Greater undvr:&tanding of Bonnard’s art has con-
tributed importantly to the critical rehabilitation ol
late impressionism that has taken place in the past
two decades, Appreciation of his art has helped pre-
pare us for the renewed appreciation of Monet.
Nonetheless, Bonnard was no mere tlixci[‘}lc ol im-
pressionism and is far from an anachronism in twen-
tieth-century art. His athliations with impressionism
led some critics to characterize him as a conserva-
tive if brilliantartist ; and indeed he was conservative
in certain respects. But that he was not l':sasenlinl]‘\,'
so, that he remained abreast of the most advanced art

Was

of his time in other and more crucial respects
too often overlooked. His return and adherence to
nature in a period that produced fauvism, cubism,
and pure abstraction had looked like a retreat. It has
proven, instead to be another instance ol reculer
» further.

pour micux sauter—of stepping back to lea

Bonnard’s ‘‘naturalism’’ became a springboard for

dazzling innovations through which he rejoined the
£ £

main tradition of his time, enriched it, and assumed

a place in the highest rank of its artists.
&
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M. Knoedler & Co., Inc., New York
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Regatta. (1908-12), Oil, 28 % x 3934". Museum of Art, Carnegie Institute, Pittsburgh
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Woman with Basket of Fruit. (1915-18). Oil, 26 34 x 153%”. The Baltimore

Museum of Art, Cone Collection
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Landscape, Le Cannet. (1938). Oil, 2034 x 2834".
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Peaches and Grapes. (¢.1938-40). Oil, rox 13 3%".
Wildenstein & Co., Inc., New York

The Dessert. (c.1940). Qil, 1814 x 253%". Sonja
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The Sea. (c.1944). Watercolor, 11 x 1014".
Private collection, New York : - ¥ S b =







COLOR PLATES







Woman with Rabbit. 1891. Qil, 373 x 17"
Collection Professor William Rubin, New York




e R e 1y 1] | IR S ==y e S5

The Croquet Game. 1892, Oil, go34 x 6314". Private collection, Paris
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Nude Resting. (1927). Oil, 4214 x ¢6". Wildenstein & Co., Inc,, New York
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Still Life (Coin de table). (c.1935). Oil, 26 3% x 2¢". Musée National d’Art Moderne, Paris
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The Bottle of Red Wine. 1942. Oil, 26 x 24", Collection Mr. and Mrs. Ralph F. Colin, New York oF
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124 Fers, FLorenT, L'Art vivant de 1900 & nos jours. Geneva,

Cailler, 1950. p. 127-134 ill.
12 ¢ FRIEDENTHAL, Ricuarp. Letters of the Great Artists. New
York, Random House, 1963. p. 242-2446 ill.

226 Garrk, Rene. Introduction a la peinture frangaise. Paris,

Editions des Artistes, 1954. p. 165-170 ill.
Garcon, Maurice, Le Proces de la succession Bonnard et

le droit des artistes. Plaidoyer de Maurice Gargon, 1o

novembre 1952, [Paris, 1952]. 104 p.

Copy on deposit at the Frick Library and the Museum of

Maodern Art, New York.

i Harrmann, WERNER, Fainting of the Twentieth Century.

New York, Praeger, 1960, v, 1, p. 419 (index); v. 2, p. 39
ill.
Revised version of German edition {Munich, Prestel,
1954-57).

229 HErmanN, Firirz. Die Revue blanche und die Nabis.
Munich. Mikrocopie G. m. h. H., 19¢9, 2 v, ill.
Extensive documentation, Bonnard reli
p. 435-430.
230 Heron, Patrick. The Changi

Forms of Art. London,

Routledge & Kegan Paul, 1954, p. 116-129.
“*Pierre Bonnard and abstraction.’

231 He
nissen moderner Maler. Munich, Prestel, 19¢3.
» P 182-186. Also his: Die Farbe in

3, WaLTER, Day Problem der Farbe in den Selbstszeug-
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der modernen Malerei. Munich, Universitait Miinchen
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Tga5l. p. 168-172.
241 NEwTON, Eric. In My View. London, etc., Longmans,
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On exhibition at The Museum of Modern Art,
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259 BETTEMS, ANNE. Bonnard. Pour I'drno, 13:23-241ll. 1950,
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prophets of the vanguard,
News 61:34-37, 64-66 Dec,
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WORKS ILLUSTRATED BY BONNARD

® Asterisk indicates book in the Louis E. Stern Collection of Wustrared

Books at The Museum of Modern Art.

, Victor, Reine de joie, moeurs du demi-monde, Paris,

H. Julien, 18g2. Lithograph (cover).
Temnrasse, Craupe. Petites scénes familieres pour piano.

Paris, Fromont, 1893. 19 lithographs and cover.

*

Terrasse, Crauvpe. Petit solfége illustré. Paris, Ancienne

Maison Quantin, 1893, 3o |ir_l1-:sgr.lp]|.~i and covers,

MeLLERIO, ANDRE. La Lithographie originale en couleurs.
Paris, L'Estampe ot I'Affiche, 1898, 2 lithographs (cover and

frontispiece ).

#*

NamsenN, Perer, Marie, Paris, La Revue Blanche, 1898, 19

ink drawings (line cuts).
Jarry, ALerep. Almanach du Pére Ubu illustré, Paris, 1899,
Ink drawings.

CounrTeELINE, GeEoRGES and Terrasse, Craupe. Pantheon-

Courcelles. Paris, P. Dupont, (1900). | ithograph (cover and

trontispiece).

*

Verraing, Paur. Parallélement. Paris, Ambroise Vollard,

1900, 1oy lithographs and g wood engravings.

*

Jarky, ALFrReD. Almanach illustré du Pere Ubu pour le XXe
siecle. Paris, 1901. 47 ink drawings (lithographs).

*

Loncus. Les Pastorales, ou Daphnis et Chloé. Paris, Am-

broise Vaollard, 1902, 151 lithographs.

Boyresve, RE
Revue Blanche, 19

E. La lecon d’amour dans un pare. Paris, La

. Cover,
Renarp, Juies. Histoires naturelles. Paris, Ernest Flam-
marion (1904). 67 ink drawings (line cuts).

*

Mirgeau, Octave. La 628-E8. Paris, Charpentier et Fas-
quelle, 1908, 104 ink drawings (line cuts).

EBeruARDT, IsaBeLpLE. Notes de route. Maroc—Alpérie—
Tunisie. 1908. 1 drawing by Bonnard (line cut).
Barrucanp, Vicror. D'un pays plus beau. Paris, Floury,
1gto. 7 drawings.

Gerrroy, GusTave. Preface to Germinal, album of prints.
Paris, La Maison moderne, (c. 1910). 1 print by Bonnard.

iris, Bernheim

Mirgeav, Ocrave and others. Cezanne. F
Jeune, 1914. 1 lithograph by Bonnard atter a Cézanne painting.

Catalogue of the Salon d’ Automne. Paris. 1912, Cover.

FRONT COVER: Dining Room in the Country, Vernon, 1913, Oil,

6414 x 80", The Minneapolis Institute of Art

*

*

*

*

#*

*

*

*

*

*

*

Vorrarp, AMeroise, Le Pére Ubu & I‘}‘I(IPPIL\\L Paris, 1916,
2 ink drawings (line cuts).

VoLiarp, Amprose, Le Pere Ubu a 'aviation. Paris, Edi-
tions Georges Crés, 1918, 2 ink drawings (line cuts).

Gipr, ANDRE. Der schlecht gefesselte Prometheus. Berlin,
Hyperiony erlag, 1919. 6 ink drawings (halftone).,

Gipe, AnpRE, Le Prométhée mal enchainé. Paris, Nouvelle

Revue Francaise, 1920, 30 drawings (line cuts).

AnET, Craupe. Notes sur I'amour, Paris, Crés, 1922, 1
) L 19 4

f[raw‘.ngs (:'—ngra\'vd on wood l.\_v Yvonne Malliez).
CrauvEAU, LEopoLp. Histoire du poisson scie et du poisson
marteau, Paris, Payot, 1923. 38 drawings (line cuts).
Gomez DE LA SErNA, R, Seins. Paris, Crés, Les Cahiers
d'Aujourd’hui, 1924, Drawings.

Mirseau, Octave. Dingo. Paris, Ambroise Vollard, 1924.
4 ¢ etchings.

wi: Pierre
Roger-Marx.

Frapier, ed. Maitres et petits maitres d’aujoure
Bonnard peintre et lithographe, text by C.
Paris, Frapier, 1925. 4 lithographs.

Coguior, Gustave, En suivant la Seine. Paris, E)(‘:l)l'l]lll.
1926, 3 drawings.

Chavveau, Leorolp. Histoire du Petit Renaud. Paris, Nou-
velle Revue Frangaise, 1927, 49 drawings (pochoir).
TerrAsSE, CLauDE. Bonnard. Paris, Floury, 1927, 1 drypoint.
Tableaux de Paris. Paris, Emile-Paul, 1927. 1 lithograph by
Bonnard,

RocEr-MaRrx, CLaupe. Simili. Paris, Au Sans Pareil, 1930,
7 drypoints.

Vortarp, AMeroise. La vie de Sainte Monique. Paris, Am-
broise Vollard, 193¢. 17 etchings, 29 drawings (transfer lithao-
graphs) and 178 woodcuts designed by Bonnard,

Paris 1937. Paris, Daragnes, 1937. 1 etching for Bepre,
Maunic

*'Faubourg Saint-Hono

Bonwnarp, PiErri. Correspondances. Paris, '‘Verve,"' ed.

Tériade, 1944. 28 drawings (halftone).
Louys, Piernre, Le (‘T'i_’;}l].ﬂ(‘ll]t‘. des n_\'mphvs. Paris, Pierre
Tisne, 1946, 24 ]irhr:gmp?m.

Corerte. Belles saisons. Paris, Club des lecteurs de la
zette des Lettres,’’ 1947. Drawings.

VERVE. Couleur de Bonnard, Paris, “"Verve,”' ed. Tériade,
1947. Cover, frontispiece, and all decorations designed by

Bonnard.
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AMERICANS 1963. 112 pages; 112 illustrations; paper, $2.95

JEAN ARP. 126 pages; 114 illustrations (2 in color); cloth, $4.¢0

Tue ART OF ASSEMBLAGE. 176 pages; 146 illustrations (11 in color); cloth, $6.50; paper, $3.2¢

ArT Nouveau: Art and Design at the Turn of the Century. 192 pages; 193 illustrations (1 in color); eloth, $é. 50
Max BECKMANN. 184 pages; 1 5o illustrations (13 in color); cloth, $10.00; paper, $3.95

Tue Work oF JEan DUBUFFET, 184 pag

ges; 124 illustrations (21 in color); clath, $7.50; paper, $3.7%

Max ErNST. 64 pages; 85 illustrations (1 in color); paper, $2.¢o

WaLKER Evans: AMERICAN PHOTOGRAPHS, 198 pages; 87 illustrations; cloth, $7.50

FirTEEN PoLisH PAINTERs. 64 pages; 65 illustrations (1 in color); paper, §2.75¢

FuTuRrism. 164 pages; 141 illustrations (22 in color); cloth, $6.50

GerMAN ART OF THE TWENTIETH CENTURY. 240 pages; 178 illustrations (48 in color); cloth, $9.50; paper, $4.75
ARSHILE GORKY: PaiNTINGS, DRAWINGS, STUDIES, 60 pages; 85 illustrations (2 in color); paper, $2.50

Juan Gris. 128 pages; 126 illustrations (19 in color); cloth, $¢.50

Tue History oF ImpresstoNism, Revised and Enlarged Edition. 662 pages; 63 illustrations (86 in color): cloth, $20.00
Tue HisTorY oF PHOTOGRAPHY, Revised and Enlarged Edition. 216 pages; 210 illustrations; cloth, $12.50

Hans HoFMANN. 72 pages; 4o illustrations (8 in color); cloth, $6.50; paper, $3.50

InTRODUCTION TO TWENTIETH-CENTURY DESIGN, 98 pages; 132 illustrations : paper, $2.95

MasTERS OF BRITiSH PAINTING—18§00—1050. 160 pages; 104 illustrations (16 in color); boards, $5.¢0

MasTers oF MODERN ART. 240 pages; 346 illustrations (77 in color); boards, $16, 50

Tue Last Work oF HENRI MaTisSE: Large Cut Gouaches. 64 pages ; 34 illustrations (13 in color) ; cloth, $4.¢0; paper, $3. 40
Joan MIRO. 164 pages; 148 illustrations (3¢ in color); cloth, $8.50

MobperRN GARDENS AND THE LANDSCAPE. 100 pages; 13§ illustrations (6 in color); cloth, $5.9¢5; paper, $2.75

NEw IMAGES OF MAN. 160 pages; 110 illustrations (11 in color); boards, $5.00; paper, $2.50

NEW SPANISH PAINTING AND SCULPTURE. 64 pages; 8 illustrations; paper, $2.7¢

EmiL NoLDE. 88 pages; 67 illustrations (17 in color); cloth, $6.50; paper, $3.50

THE Scurpror’s Stubio: ErcHINGs BY Picasso. 48 pages; 23 illustrations; paper, $1.25

ProNEERs OF MoDERN DEsiGN FrROM WitLiam Morris To WaLTER GRoPius. 152 pages; 137 illustrations; cloth, $4.95
Jackson PorLock. 36 pages; 26 illustrations (1 in color); paper, 75¢

ObiLoN REpoN—GusTAvE MoOREAU—RODOLPHE BRESDIN. 184 pages; 123 illustrations (31 in color); boards, $7.¢0;

o

paper, $3.7¢

RoDIN. 228 pages; 172 illustrations (4 in color); cloth, $8.r0

Meparpo Rosso. 92 pages; 68 illustrations (1 in color); cloth, §5.00

Mark RoOTHKO. 44 pages; 3o illustrations (6 in color); paper, $2.2¢

GeorGEs Rousurt: PaINTiNGs AND PRINTS. 132 pages; 131 illustrations (4 in color); cloth, $3.75
SIXTEEN AMERICANS (19§9). 96 pages; 92 illustrations; paper, $1.95

STEICHEN THE PHOTOGRAPHER. 80 pages; ¢¢ illustrations; paper, $2.50

DE StijL. 16 pages; 16 illustrations (3 in color); paper, 75¢

FExTILES AND ORNAMENTS OF INDIA. 96 pages; 110 illustrations (16 in color); boards, $4.00

Mark ToBey. 112 pages; 7g illustrations (12 in color); cloth, $g.¢0; paper, $3.50

WHAT 1s MODERN PAINTING ? 48 pages; gy illustrations (1 in color); paper, $1.25

A complete list of Museum publications is available on request




