CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY CE 11.1.42.2.2

A RRIFF SIIRVFY NF MNNFRN PATNTTNA

¥ et n

$40 goHOOL..

1931-32 ADDRRSS
1932

ark City
CHATRMAN ART DREPT,

"I em interested in a sequence of 4 Exhibitions
of Reproductions of lModern Paintings and wish to show
them at my school. I agree to underwrite cartage, at
not to exceed $3.00 for each Exhibition.

Exhibition I. 19th Century Painting. Part 1
Exhibition II. 19th Cemtury Painting. Part II
Exhibition III. 20th Century Painting. Part I
Exhibition IV. 20th Century Painting. Part II

e e B B B T

Dallas, Tex.

Mar 17 - 31 Junior League

d Houston, Tex.

Apr. 22 - May 5 New Orleans Arts and Crafts Club
New Orleans, La.

May 10 - 24 Federated Women's Club
Richmond, Va.

Sept. 1 - 30 Milwaukee Art Institute
Milwaukee, Wisc.

Oct. 2 - 14 Northern I11inois State Teachers College
DeKalb, I11.

Nov. 12 - 26 South Carolina Art Association
Charleston, S.C.

Dec. 1 - 15 Shipley School
Bryn Mawr, Pa.

Dec. 27 - Jan. 10 Berkshire Museum
Pittsfield, Mass.

Jan. 15 - 30 Society of Greenwich Artists
Greenwich, Conn.

Feb. 26 - Mar. 12 Rhode Island School of Design
Providence, R.I.

Apr. 9 - 23 Knox School
Cooperstown, N.Y.

Apr. 30 - May 14 Kenyon College
Gambier, 0.

May 28 - June 25 J. L. Hudson Co.
Detroit, Mich.

Sept. 24 - Oct. 8 St. Paul School of Art
St. Paul, Minn.

Oct. 15 - 29 May Company
Denver, Colo.

Nov. 5 - 19 Broadmoor Art Academy
Colorado Springs, Colo.

Mar. 25 - Apr. 8 Saracheck Fine Arts
Kansas City, Mo.

Oct. 1 - 15 Howard University
Washington, D.C.

Nov. 6 - 27 Maryland Institute
Baltimore, Md.

Jan. 27 St. Mark's School
Southborough, Mass.

Feb. 18 Yale University
New Haven, Conn.
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A BRIEF SURVEY OF MODERN PAINTING
IN COLOR REPRODUCTIONS I

Seven Public Schools in New York City

Oct. 10 - 24 Wesleyan University
Middletown, Conn.

Oct. 27 - Nov. Grand Rapids Schools
Grand Rapids, Mich.

Nov. 16 - Dec. Philadelphia Art Alliance
Philadelphia, Pa.

Dec. 8 - 27 Addison Gallery of American Art
Andover, Mass.

Jan. 1 - 28 Carnegie Institute
Pittsburgh, Pa.

Feb. 1 - 15 Columbus Gallery of Fine Arts
Columbus, 0.

Feb. 27 - Mar. 11 Dallas Women's Club
Dallas, Tex.

Mar 17 - 31 Junior League

: Houston, Tex.

Apr. 22 - May 5 New Orleans Arts and Crafts Club
New Orleans, La.

May 10 - 24 Federated Women's Club
Richmond, Va.

Sept. 1 - 30 Milwaukee Art Institute
Milwaukee, Wisc.

Oct. 2 - 14 Northern I1linois State Teachers College
DeKalb, I11.

Nov. 12 - 26 South Carolina Art Association
Charleston, S.C.

Dec. 1 - 15 Shipley School
Bryn Mawr, Pa.

Dec. 27 - Jan. Berkshire Museum
Pittsfield, Mass.

Jan. 15 - 30 Society of Greenwich Artists
Greenwich, Conn.

Feb. 26 - Mar. 12 Rhode Island School of Design
Providence, R.I.

Apr. 9 - 23 Knox School
Cooperstown, N.Y.

Apr. 30 - May 14 Kenyon College
Gambier, 0.

May 28 - June 25 J. L. Hudson Co.
Detroit, Mich.

Sept. 24 - Oct. 8 St. Paul School of Art
St. Paul, Minn.

Oct. 15 - 29 May Company
Denver, Colo.

Nov. 5 - 19 Broadmoor Art Academy
Colorado Springs, Colo.

Mar. 25 - Apr. 8 Saracheck Fine Arts
Kansas City, Mo.

Oct. 1 - 15 Howard University
Washington, D.C.

Nov. 6 - 27 Maryland Institute
Baltimore, Md.

Jan. 6 - 27 St. Mark's School
Southborough, Mass.

Feb. Yale University
New Haven, Conn.
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A BRIEF SURVEY OF MODERN PAINTING
IN COLOR REPRODUCTIONS I, cont.

Feb. 24 - Mar, 24

Mar. 31 - Apr. 21

July 12 - 26
Sept. 1 - 21

Oct. 4 - 25

Dec. 6 - 20

Feb. 15 - Mar.
Oct. 4 - 18

Oct. 25 - Nov.
Nov. 15 - 29

Jan. 17 - Feb.
Feb. 14 - Mar.
Apr. 11 - 25

May 23 - 31

May 31 - June 7
July 17 - Sept. 1
Dec. 5 - Jan. 22
Jan. 29 - Feb. 22
Mar. 1 - 22

Apr. 29 - May 20

Packed in 3 boxes weighing 638 1bs.

Addison Gallery of American Art
Andover, Mass.

Suffolk Conservatory
Riverhead, N.Y.

Columbia University Library
NeY- Gl

Kresge Department Store
Newark, N.J.

Cass Technical High School
Detroit, Mich.

Art Club of Augusta

Augusta, Ga.

Addison Gallery of American Art
Andover, Mass.

Kentuckiana Woman's Institute
Louisville, Ky.

Society of Fine Arts
Evansville, Ind.

Middlebury College
Middlebury, Vt.

Pennsylvania State College
State College, Pa.

Rosemary Hall

Greenwich, Conn.

Olivet College

0livet, Mich.

Monticello College

Godfrey, I11.

Blackburn College
Carlinville, I11.

University of North Carolina
Chapel Hill, N.C.

Middlebury College
Middlebury, Vt.

University of North Carolina
Chapel Hil11, N.C.

University of Alabama
University, Ala.

Hotchkiss School

Lakeville, Conn.
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A BRIEF SURVEY OF MODERN PAINTING
IN COLOR REPRODUCTIONS II

Mar. 15 - 30 F1e1gston School
NG

Apr. 1 - 30 Wocester Art Museum
Worcester, Mass.

May 5 - 19 Radcliffe College
Cambridge, Mass.

Aug. 10 - 26 Vancouver Art Gallery
Vancouver, Canada

Sept. 1 - 14 Portland Art Association
Portland, Ore.

Sept. 18 - QOct. 2 Los Angeles Museum of Art
Los Angeles, Cal.

Nov. 1 - 30 Faulkner Memorial Art Gallery
Santa Barbara, Cal.

Jan. 1 - 15 The Principia
St. Louis, Mo.

Feb. 12 - 26 Shortridge High School
Indianapolis, Ind.

Mar. 5 - 19 Scruggs-Vandervoort-Barney
St. Louis, Mo.

Apr. 16 - 30 University of Delaware
Newark, Del.

May 7 - 21 E. W. Edwards & Co.
Rochester, N.Y.

May 28 - June 11 ﬂogncwanamaker

Oct. 22 - Nov. 5 University of Florida
Gainesville, Fla.

Dec. 3 - 17 Duke University
Durham, N.C.

Jan. 3 - 17 Swarthmore College
Swarthmore, Pa.

Feb. 11 - 25 College of William & Mary
Williamsburg, Va.

Oct. 1 - 29 Kalamazoo Art Institute
Kalamazoo, Mich.

Nov. 5 - 26 Bradley Polytechnic
Peoria, I11.

Dec. 3 - 24 Peoria Art Institute
Peoria, I11.

Jan. 1 - 22 University of North Carolina
Greensboro, N.C.

Mar. 9 - 30 Schenectady College Club
Schenectady, N.Y.

Apr. 6 - 27 Richmond Academy of Arts
Richmond, Va.

May 4 - 25 Black Mountain College
Black Mountain, N.C.

July 12 - 26 Middlebury College
Middlebury, Vt.

Oct. 4 - 18 Bennett Junior College
Millbrook, N.Y.

Oct. 25 - Nov. 8 Mary C. Wheeler School
Providence, R.I.

Nov. 15 - 29 Public School
Providence, R.I.

Dec. 6 - 20 Simmons College
Boston, Mass.
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A BRIEF SURVEY OF MODERN PAINTING
INCCOLOR REPRODUCTIONS II, cont.

Feb. 28 - Mar. 14
May 2 - 16

Packed in 3 boxes weighing 725 1bs.

Middlebury College
Middlebury, Vt.
Cornell University
Ithaca, N.Y.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY CE

11.1.42.2.2

CIRCULATING EXIIBITION TEE MUSEUM OF MODERN ART, NET YORK

A Brief Survey of Modern Painting, No,I

IMPORTANT: Please notify The Museum of Modern Art, 11 West 53rd
Street, New York, AT ONCE of any breakage or omissions
when the oxhibition is receiwed,

The numbers on the back of the labels correspond with
the numbers on the baclk of the pictures, The pictures
have been numbered chronologically to guide you in
hanging the exhibition according to the sections indi-
cated on the wall placards and in the catalog.

PACKING: 1. Remove wires attached to brass plates before packing.

2., Pictures must be packed in tho order listed for each box.

Pictures should be placed in the boxes, back to back, with
sheets of corrugated board between cach picture, Exdclsior
pads should be placed on top of pictures to fill in space
up to top of box.

Glasses must be pasted over with strips of gummed paper,

Artist Title

Uanet Boating

Gauguin Arearca

Gauguin Ta latete

Cezanne Village

Monet Summer

Matisse The Pumplkin

Daumier Drama

Cezanne The Red Waistcoat

van Gogh Landscape with Cypresses
Picasso Mother and Child

van Gogh Chestnut Blossoms
Cezanne Btill Life

Derain Pine Trees

Degas Two Dancers

—omer Nor 'Zaster

Qezanne Bathers

Derain Souts French Landscape
Gauguin Eorsemen on the Beach
Marc Red Horses

Daunmier Crispin and Secapin

4 framed wall placards
60 labels for the pictures




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

CE

1.1.42.2.2

B

SEELSRRESG

pack side by side
pack side by side
pack side by side

pack side by side

pack side by side

Pascin
Dickinson
Klee
Utrillo
leger
Picasso
Renoir
Kandinsky
Rivera
Rivera
Modigliani
Laurencin
Rivera
Rodchenko
Chagall
Rouault
Mondrian
Matisse
Redon
Rousseau
Deumier

Ryder

Title

Absinthe Drinker

The 01d Peasant

Women with a Pearl Ring
Woman Combing Fer Eair
For Sir Christopher Wren
Downtown New York

Venice

Railroad Cutting

Boy with a Fife

Girls by the Sea

Paris Boulevard

Three lModels

John Biglen in a Single Scull
Odalisque

Race Horses

The Dancer

The Farmyard a
Evangelical Still Life

Seated Girl
Harlem River Bridge
Plan for a Garden

Banks of the Seine

Cubist Composition

Still lLife
Women and Children
Improvisation

While the Poor Sleep

Head of a Slain Indian
Portrait of a Girl

Girl

Cane Worlkers

Composition with Black Circle
Rabbi

Bhrieking Woman
Composition in Rectangles
Nasturtiume and "The Dance"
Dream

Custome House

8e s Bridge at Night
Toilers of the Sea
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The Museum of Modern Art Archives, NY

THE MUSEUM OF MODFEN ART 11 WEST 53 STRFET NEW YORK, NEW YORK

A Brief Survey of Modern Painting in Color Reproductions, No.1

IMPORTANT: Please notify us immediately of any omissions or any breakage
when the exhibition is received.

The numbers on the back of the labels correspond with the
numbers on the back of the pictures. This will guide you in
hanging the exhibition.

Please pack the exhibition for shipment to the next point on
the itinerary in exactly the same manner in which you received
it using corrugated board between the pictures.

The exhibition should be sent Express Collect to the next

point on the itinerary. A value of $50. for each box should

be declared to the express comvany., The exact shipoing

address will be sent to you before the close of your exhibition.

CHECK LIST: BOX 4 (23 pictures)

Artist Title

Daumier Crispin and Scapin
Daumier Drama

Mane t Boating

—— Monet Sumnmer

Degas Two Dancers
- Homer NoriBaster

Cezanne Still Life

Cézanne Bathers

Cézanne The Village

Gauguin Arearea

Gauguin Ta Matete

van Gogh Lendscape with Cypresses
van Gogh Chestnut Blossoms
Derain South French Landscape
Matisse The Pumpkin

Derain Pine Trees

Marc Red Horses

Corot Women with a Pearl Ring
van Gogh 0ld Peassent

Picesso Mother and Child
Cézenne The Red Walstcoat
Rodchenko Composition with a Black Circle
Manch Girls by the Sea

o~1o;moGn -

BrEaaRbo -

VB8
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Artist

Geauguin
~Picesso
- Renoir

Manet
Cézanne

——Renoir

‘Renoir
— Matisse
— Bonnard

'y 2 — Mondriasn

. ——Deges
——Severini

de Chirico

Léger
Matisse
Seurat
Eekins
-Daumier

Vo Ryder

Pascin
-Marin

Picasso

Klee

Dickinson ©

-Renoir
—~ Rousseau

Modiglieni
Laurencin

Redon

~ Rousult
Chagall
Utrillo
Demuth

Kandinsky

Rivera
fivera
Rivere

BOX 5 (37 pictures)
Title

Horsemen on the Beach
Absinthe Drinker
Girl Combing Heir
Boy with a Fife
Railroad Cutting
Paris Boulevard
Venice
Nesturtiums and La Danse
The Farmyzard
Composition with Rectangles
Race Horses
The Dancer
Meteohysical Still Life
Cubist Composition
Seated Odalisque

ree Models

John Biglen in a Single Scull

The Bridege at Night
Toilers of the Sea
Seated Girl

Downtown New Yorlk
Still Life

Plan for e Garden
Barlem River Bridge
Woman and Children

The Customs House
Portreit of a Girl
Girl

Dream

Shrieking Woman

The Rebbil

Banks of the Seine
For Sir Christopher Wren
Improvisation

While the Poor Sleed
Beed of & Slain Indian
Oane Workers

80 labels for the pictures
4 fremed wall placards
2 cardboard nlacards
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CIRCULATING EXHIBITION .~ THE MUSEUM OF MODERN ART, NEW YORK

A Brief Survey of llodern Painting, No.II

TMPORTANT: Please notify the lluseum of iodern Art, 11 West 53rd
Street, ilow York AT ONCE of any breakage or omissions
when the exhibition is received.

The numbers on the back of the labels correspond with
the numbers on the back of the pictures. The pilctures
have been numbered chronoclogically te guide in hang-
ing the exhibition according to the sections indicated
on the wall placards and in the catalog.

PACKING: 1. Remove wires attached to brass plates before packing.

2. Pictures nust be packed in the order listed for each
bOX.

Picturcs should be placed in the boxes, back to back,
with sheets of corrugated board betwcen cach picturec.
Excelsior pads should be placed on top of pictures to
£i1l in space up to top of boX.

Glasces mst be pasted over with strips of gummed paper.

Artist Title

Homer flor'Easter

Monct Sumner

van Gogh Iandscape with Cypresses
Gauguin Ta latete

Cézanne The Villegse

Gauguin Arcareca

Picasso illother and Child
Manect Boating

Matisse The Pumpkin

Cézanne The Red Walsgtcoat
Derain South French Landscape
van Gogh Chestnut Blossoms
Cdzannc Sti1ll Life

Degas Two Dancers

Cézanne Bathers

Gauguin Horsenen on the Beach
Daunier Crispin and Scapin
Derain Pine Trees

Daunier Drana
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Artist
Eakins
Redon
Denuth
Degas
Daunicr
Chagall
Rodchenko
Marin
Klee
Ryder
Dickinson
Renoir
Kandinsky
Pascin
Munch
Picasso
Rousseau
Leurencin
Modigliani

Rivera
w

Placard #1
Placard #2
Placard #3
Placard #4
Daunmier

Placard #5

80 labels for the

Marc
Manet
Cézanne
Picasso
van Gogh
Corot

Renoir
]

"

Seurat
Utrillo
Léger
Severini
Matigse
Bonnard
de Chirico
Matisse
Mondrian

Title

John Biglen 1n a Single scull

Rernadette L'Arche
For Sir Christopher Wren
Race Horses

Third Class Railway Carriage

Rabbi

Composition with a Black Cirecle

Downtown New York
Plan for a Garden
Toilers of the Sea
Harlem River Bridge
Women and Children
Improvisation
Secated Girl
Landscape

§till Life

Customs House

Girl

Portrait of a Girl
Head of a Slain Indlan
While the Poor Sleep
Cane Workers

On the Bridge at Night

pictures

Red Horses

Boy with a Fife

Railroad Cutting
Absinthe Drinker

01ld Peasant

Woman with a Pearl Ring
Girl Combing Hair
Venice

Paris Boulevard

Three ilodels

Mt., Cenis Street

Cubist Composition
Dancer

Seated Odalisque

The Farmyard
Metaphysical Still Life
Nasturtiums and La Danse
Conposition in Rectangles
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Check Listt

Artict

Coret
van Goga
Picasso
Cezannc
Rodchenko
Munch
Geugin

Picasso

s (I and II)

Titie
Crispin and Scapin
Drama

Boat ing
Sunmer

Two Dancers
for'kEacste
<till Life
Bathere

The Viliege
Arearea

Ta Matete

Landscape wita Cypresees

Chnestnut Blossoms

The Fuzpzin

Pine Tree

Hed Hor

Woman with a Pearl Ring
0l¢ Peasant

Mother and Child

The Red Vaiztcoat
Composition &¥th = bl
Giris by the Sea
Horsemen on the Leach

Absicthe Deinker
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Renoir
Banet
Cezanne
Ren-ir
Renoir
Batlisse
Bomnard
Monériean
Degas
Deauth
Severini
de Chirico
Leger
Matisse
Seurat
Eqkins
Daumier
Ryder
Pascin
Sarin
Picasso
Klee
Dickin=on
Henolr
Rousscau
Modigliani
Laurencin
Redon
Rouault

Title
Girl Combing Hair

Doy with a rife
Aailroad Cutting

Pari: Boulevards

VL‘.HA.L,(;

Hagturtiums and La Danse
The Farmyard
Composition iwth

nace norse

¥or Bir Christ

The Dancer
setaphycical Still Life
Cubist Composzition
vented Odnlisgue

ilhree dodels

John Big.en in a cingle

L #iZUT

Portrait of = Girl
Girl
Ireas

Shriexing Voman

woulld
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Artist
Chagall
Utrillo
Eandinsicy
Rivera
Hivera

Rivera

m

Iitle

Ine 4abbi

Banke of the Seine
Iuprovisation

Wnile the Poor Sleep
dead of a Siain Indian

Cane Viorkere
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A BRIEF SURVEY OF WODERN ART

Il: 20TH CENTURY PAINTING

Part 1: Our Older Contemporaries

Part 2: The Wodern "Isms"

The 20th century paintings have been arranged somewhat arbitrarily

into the two groups which appear above.

ers
The previous section was devoted in part to six paint/of the late

19th century - Cézanne, Gauguin, van Gogh, Seurat, Henri Rousseau and Redon.
Four of these men were at one time in their careers Impressionigtsjy that is,
they tried to paint a fleeting impression of light and atmosphere. But they
were not satisfied with Impressionism. Cezanne, in his own words, tried to
"make of Impressionism gomething solid and permanent like the art of the museums"; 2 g
Gauguin turned from Impressionism to the study of decorative, simplified forms; I_
Seurat tried to make Impressionism systematic and seientific; van Gogh tmnsfo:‘oj_._ 3
Impressionism into & vehicle for a violent exnd .
Redon peinted dreamlike fantasies of extreme sophistication; and Henri Rousseau's
work is like that of a self-taught primitive.

Different &s these men were in their attitudes toward art, they had ome
feeling in commony none of them believed that the exact representation of nature
in painting was necessary or even desirable. Each of the six was influential in~

early years of the 20th century, during which this divorce of "art! from "nature®

became more self-conscioug and dellberate.
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Part 1: Our Older Contemporaries

Many of the importsnt painters in this section — Matisse, Rouault,

Bonnard, Munch - are over 60; Derain and Utrillo are about 50, while Modigliani

has been dead 10 years (?). These facts are mentioned lest it should be supposed

that these paintings are the work of youthful rebels. On the contrary, they
represent the achievement of the older generation,of artists who are generally

considered to be among the foremost of our time.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

CE 1.1.42.2.2

The Museum of Modern Art Archives, NY

L )
e L.
EXPRESSTONISH readd ) )
. b-_"'ul‘_‘l' I- ad IH.I i CA"‘"."" “E"’

\
Expressionism, although primerily a German term, usually restricted
to the many phases of iamgent German art from about 1910 to the advent of the

\ ob>
Third Reich in 1953 ( when all of its forms were suppressed; can be extended to

Jdncluge art movements and personalit.ies(which broke new paths twenty-five yeers)

ago outside of Germany as well. For the purpose of simplifying our description
of certain parallel trends in Europe and America during this period, we shall
therefore arbitrarily include under the Expressionist category such independent
artists as Chsgell, Matisse, Rouault and Marin, because -of certain aspects of "Eﬂl:(
approachm:ommon to Expressionism.

Expressionism is, broadly speeking, the opposite n&-Impressimism.
The Impressionist was the humble student of nature, who painted the momentery
impression of the outside world without much care for composition and withouthuch
use of his imagination, his intellect or his emotions. The Expressionist, in
contrast, looked within himself, not out, for guidance and often for subject matter,
depending upon his inner eye, because he wighed to creste a new vision rather than to
record the familisr world. The Expressionists art is more personal and therefore
more difficult to understand without some tolerance and sympathy on the part of

those unaccustomed to his attitude.

varieties of Expressionism, The face of a woman shrieking is naturally distorted;

Rouault in his pi e carries thls distortion to a grotesque extreme, but without
m W T mc,u,w-‘

loss of convic,tion." Chngall uses green and yelld flesh tones to express his immer

vigion of an old Rabbi; but Matisse in his Nasturtiums and"The Dance" distorts
nature for very different reasons. He is not interested in the psychological qual-

ities present in the pictures of Rouault, Munch and Chagall, but rather in the
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2oL
(Expressionism (Cont'd)

aesthetic qualities of decorative pattern. These two pictures are excellent
11lustrations of how the advanced artists of about 1910 succeeded in transforming
their impressions of nature into decorstive patterns even more completely than
had van Gogh or Gauguin twenty years before.

y j The Fauves (Wild Animals) :.M,“.I'_rw School_of Paris"

1‘ 1‘

Matisee, Rouault and Derain were leaders emong the Parisian group

i

¢ \b
.V r_l'r "which, about 1905, was celled les Fauves, or the "Wild Animals". This group, drew

Vo >

r*'} o
A

W

with bold black outlines and used brilliant flet color. They combined in varying

proportion both decorative and psychological Expressionism. They shocked the public

\\ which did not understand their work, just as had Monet and Renoir in the 1870°%s.

Since 1905 the work of &ll three has grown less "wild", less SwikistypoonamsXmay

Expressionist, as one mey see by comparing Matisse's Seated Odalisgue (1928)

with his Nasturtiuss (1910), or Derain's Pine Trees (c.1920) with his South French

Landscape(c.1908). .
Bonnard and Utrillo, standing outside this group, carry on the traditions

of Impressionism to which each adds his own.personal treatment, -I
The secondary French peinter, Marie Leaurencin; the Italian, Modiglianij;

the Bulgarien, Pascin; and the Russian—Jew, Chagell; have all helped to form the

contemporary "School of Paris".
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BONNARD,
Pierre Bonnard (promounced "Bonnarh") is one of the group of "older
contemporaries". He has been painting in France since 1890 and seems o increase ’

the fullness of his prime as he goes on. His art is quiet and gentle, primarily

of landscapes, figures and interiors, sumptuous in color and exquisitely sensitive o

X e
in its forms. He derives from the Impressionists in that he paints with a full +
5 .l-;!_nﬁui i1

> awareness of atmosphere between himself and the object he is painbing, He N
open \

employs a free juxtifposition of colors,/brushwork and a close attention to -

- ‘ |
1ight as the source of color luninosity and variation. But the careful organization

i
of his pictures, his genius for selection and the reshaping of objects to meet o

picture requirements, places him far in advance of their schievement. Beceuse of v N8
4 i
his t@mdeeess and his intersst primarily in the intimate, pleasureable themes of .
[ fTaeersT N
1life, he has been called, with VFw'Ll.!_arri, one of the "Iatdme'™ painters, Ome— '

Senses—iH TIM ¥ deep-huaility before nature—eadyperisps—ss-e—result;a GEep MMEIRt—
7%%?“&&3’:"“

PICTURE # 3! . The Farmyard, about 1915
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UTRILLO.

Maurice Utrillo (pronounced "Ootrillyo") has painted in Paris since
1908. His subjects are architecture and street scenes, almost exclusively.
Sometimes he has used colored postcards as a starting point for his pictures, which

at their best are remarkable for their quiet harmony and feeling for local atmos—

phere. In many of his earlier pictures of Gothiec cathedrals he hasg revealed a

nobility and mystic depths scarcely rivalled in representations of the kind,

earning him the title in some quarters of a religious painter.

PICTURE # 22 ., Banks of the Seine.

Uriginal painting in gouache on paper,

A sensitive impression of Paris suburb on a dull winter's day.
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MUNCH,
The Norwegian, Edvard Munch (pronounced "Moonkh") has been painting
in northern Europe since 1885. He paints in a bold, vigorous manner with & vitality ..‘_-
»of line and a sweeping brush stroke expressive of‘&l: rugged northern temperament.

He emphasizes line over tone and builds up the dramatic emotional effect of his

»

pictures primarily by these means. Previous to 1919 he lived and worked in Germany

for 15 years where he was acknowledged the master of an important revolutionary 4
group of German artists, known as Die Briicke (the bridge) and which,under his
and van Gogh's inspiration, led to Germsn Expressionism. Paris, where he lived
for five years had negligible influence upon him and we find little of Latin
"intellectuality and el/[/eg.a:lce" in his work.

His insistence on the elements of human feeling and emotion in art, has
had an essential influence on German Expressionism as well as fis use of line

expresxivexafxa and his attenpt to mske line expressive of spiritusl and psycholog: _

V_“‘h‘""\ ’
Munch has also had a ~reat influence in central European countries,
especially Czecho-Slovakia.

Today in his old age, he is considered one of the pioneers of modern

Luropean art.

(Sources;Herbert Read. See Grohmenn, Kunst-ghutte zy Cheanits)

PICTURE #.39 . Girls By The Sea, about 1905, The figures are simplified and

grouped as if in a dance, forming almost an architectural design

with an atmosphere of strange northern melancholy.
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MATISSE,

Henri-Matisse (pronounced "Mateece"), has painted principally in Paris
and the south of France. As a young painter he copied old masters and subjected
himself to a severe artistic discipline. He studied the art of the past and of
other races and continents vicariously. With this as a foundation, he launched
himself into a radical experiment with color which in 1905 earned him the leader-
ship of the Fauve (wild animal) movement in Paris., His genius for formal compo-
sition and the invention of significant form and distinctive color brought him
the reputation in the opinion of many crities as the liberator of painting and the

greatest living painter.

PICTURE # 35" . Nasturtiums and "The Dance", 1910, original in private collection

Massachusetts.

The corner of a studio with a chair and pot of flowers and a large
picture of dancers against the wall, all composed into a flat
bright pattern; three large areas of blue, greer and dull red with
small concentrated accents of dark blue, dark green and dark red,
heightened by a single line of lirht violet. The original is over

6 feet high and is designed as a mural decoration..

PICTURE # 2L . The Punpkin, about 1910, original in private collection, Berlin

Feran a6
A.'., “()ﬂ-nu.u ';M

PR
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(Matisse, Cont'd.)

PICTURE # 3% .

A pseind

GA-ru




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY 1.1.42.2.2

DERAIN, (pronounced "Dare-anh')

Andre Derain hag painted in Paris since 1910. After an early period
of brilliant color work in the manner of the Fauves, his development follows an
intricate path. He touched upon Cubism, both in figure and 1andséape painting,
and then after an exhaustive study of the work of old masters and of later Ren-

aiasancz‘ﬁlnters in Italy and France, set out to recapture the secrets of their

ﬁ in modern terms. Thus we see classical figures, portraitsg with old sl

M , Splendidly painted landscapes often expressing the full beauty of
m‘,r._.'f.:hx‘v\v_ { P Adaatrly Ap . ey ,
originals, but realized in-modern-waye. For example, one may see him attempt

to capture the delicate green flesh tint which the masters of the Venetian

Henaissance struggled over and see him succeed with great skill after a process

of only a few minutes durztion, & sty be rpeans 55-7 bws "“" AeuurA bt =
ot U
M«—p
PICTURE # 3% . South French Landscape, about 1908. e Y cneftd
Ouanel

olint .

PICTURE # 27 . Pine Trees, about 1920
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ROUAULT (pronounced "Roo-oh").

Georges Kouault has been working in Paris since 1890. He uses deep
blues and reds ﬁurrsunded by heavy black lines, a style which suggests Gothic
stained glass. His subjects are often ugly, but his power is undeniable. He
has been.compared to Daumier, both for certain similarities of subject matter
and force of characterization. He may distort natural proportions or introduce
things into his picture which would ordinarily, in a more realistic view, not
be there. DBut on the whole every so-called distortion and addition expresses a
definite character and bears some essential significance in harmony with the
unity of the whole. His vision is that of‘ soiie ?pa.mw-or gpirited mystic who

iU ss il il & avsait
stends alone anmd He has been callpd one of t.he :rres-t religious painters of this
age.
PICTURE # 9®. Shrieking Voman, about 1910.
A grotesque head drawn with savage power in accordance ntb:u et
inner deep:feeling or vision. Characteristic of Expressionism,

strongly emotional and with psycholdgical significance.

I A B A XY

Lonih of e+len .

”:Z%Z .{Léum
%7 SR
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Marc Chagell was born in Russia but has painted most of his life at
first in Germany and more recently in Paris. He is one of the great poetic
spirits among Expressionistic painters of this age and his works reveal a profound
fantasy. He dislikes the material and intellectual approaches to art and-'wishes
only to lead us into the realm of the interior, to the center of the multiple
movements of the heart and the Sj‘li_."it:‘ - He uses reality but he transforms it

to such an extent that hardly anything remains but a view of imagination.™

— 2Ot

oo lln pproriSanies G

CTURE #42 . Rabbi, 1918. Original in gouache.

G seed Attt /f--n..‘,?e_/ LT P

A %“’El /:u ('7-
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MODIGLIANT

Amedeo Modigliani was an ltalian, but worked principally in Paris from
1905 until after years of neglect, poverty and disappointment he killed h.imself
in 1920. Since his death his reputation has increased enormously. His style,

based upon Italian primitives and negro sculpture, is remarkable for its severely

simplified drawing.

PICTURE # 99 . Portrait of a Girl, about 1918. Original in private collection,

New York.

The contours of the head and shoulders and eyes are reduced to

simple noble shapes.
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LAURENCIN

Marie Laurencin, who has been painting in Paris since 1910 is, with

Suzanne Valadon, the mother of Maurice Utrillo, one of the best known of living

women artists. OShe paints delicate &= portraits and figures in o0il, tempera
and watercolor. OShe has done work as an illustrator and decorator as well as
easel pictures. Her art, contrary to that of Suzanne iﬁnladon, is frankly feminine
in the refined sensitiveness of its silvery tones and lightness of line.

PICTURE # ¥5° . Girl, about 1925, original in private collection, New York.

The pretty feminine color scheme of pinks, pale blues, greens

and blacks is characteristie.
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PASCIN.
Jules Pasein, a Bulgarian by birth, became an American but lived most
of his life in Europe where in his later years he was recognized as belonging to

the international School of Paris. He killed himself in 1930.

PICTURE #‘7‘. Seated Girl, about 1927, original in private collection, New York

Pascin first won fame for his satirical illustrations, but during
the years before his suicide in Paris he painted a long series of
young girls, sensitively drawn and peinted with transparent opaline

colors.
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Part 2: Modern "Isms"

Picasso and Cubism, Futurism, Abstract Design, Surrealism and the

return to rl lisnm.
|

" 2 o ng e M E‘;‘.
"Impressionisa", "Futurism" Expressionisw" "Modernisl', "Cubisa"
’ ’ P: » »

are used almost interchangeably by the general public when referring to novel,
strange or often misunderstood aspects of modern art. Most of these terms, however,
are applicable to definite movements or periods.

Impressionism, which began about 18680 and reached its climax toward
1880, is illustrated by the painting of Monet, Manet, Pissarro, and to a certain
extent, Renoir. OSee "Impressionism" and the references to these artists in
Section I, pp.

Expressionism is illustrated partly by the works of van Gogh, Rouault,
Munch and in the French version Matisse and Chagall, and also by the Germen
Mare , and the American, M@ tm . See definitions on Page —— .

Futurism developed in Italy about 1908 and perished as a western

5~

European movement during the War, although its popularity as a word still continues. v

See note on Severini's Dancer for a brief explanation of the aims of the Futurists.

-{-I-rmm-h&frr"modernisﬁ’}: ~dodernisn refers particularly to certain superficial
] “Mod ik

decorative| fashions in commen industrial,and architectural arts of the past decade).

ke
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CUBISH -
?ubiamlwhich Picasso invented and developed during the decade after
1807, marksazﬁ;;g important phase in the progressive withdrawl of pre-wer painters
from the imitation of nature. We have already seen in Section I how, in their later
works’ Degas and Reﬁoir sacrificed realism for a more complete unity of design.
In the—first Sec't.ionIt.?he work of Cezanne, Gauguin, van Gegh mmt Seurat end
marked a further removal from realism - a realism carried still further by the
flat brillied patterns of Matisse, between 1905 and 1910.
Cubists in Paris led by Picasso were conscious of this tendency and
step by step they extended it until there were few traces of any recognizeble objects
in their pictures, but even in the Still Life of Picasso or the Cubist Composition
of Leger s one can discover fragments of familiar objects— a table, a lemon, an eye,
& cup.- but the painters have made it quite clear that their chief interest is in the

o, by Oeeatiogy a e Aloaeliey of alaaas

color end texture,"rather thanthe objects®
e () s

Abstract Design.

Meanvwhile other artists outside of France developed the idea of "pure"
or "abstract" design to its logical extreme; i.e., the elimination of all reference
to nature. Kandinsky began to paint in this way in Germany sbout 191%. He improvised
abstract forms in color with free, rather fluid?( technigue. About the same time
Mondrien in Holland invented compositions of rectangles drawn with a ruler &nd painted
in primary colors of yellow, red and blue. In Russia,also before the War, Rodchenko
used compass and ruler to construct brightly colored geometrical compositions.
Kandinsky has been called an "Abstract Expressionist", Mondrian and Rodchenko might

be called "Geometrists".
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o
CUBISM (CONT'D.)

The principles of Cubism and Abstract Design spread all over the world
and influenced many of the artists in this exhibition. For example, the Germens
Marc and Klee; the Americans Marin, Demuth and Dickinson; the Italians Chirice
and Severini, Cubism and Abstract Design have also had an immense influence upon
"modernistic" furniture, textiles, architecture, printing and advertising.

Iwo Americans.

Since 1915 many American painters have been influenced by the European
Cubists and Expressionists. An interesting contrast is provided by John Marin's
Downtown New York, Demuth's For Sir Christopher Wren. Both pictures are very much
removed from realistic paintings of architecture, though in both the buildings are
easily recognizable. Here the resemblance between them stops for the Demuth is
designed with precise sensitive calculation, while the Marin watercolor seems to
have been splashed on the paper with a sudden explosive fury. Demuth is on the
side of the Cubists, Marin on the side of the Expressionisti If Demuth were to
turn his back entirely upon nature he might by fellowing his method of design arrive
at something like Mondrian's rectangles; but Marin would perhaps approach the

spontaneous, lyrical Improvisation by Kandinsky.
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Variety of Contemporary Painting.

Modern painting may seem confusing, but it must be remembered that the
whole history of art as well as much scientific and psychological knowledge is
available to the contemporary painter. He picks and chooses whatever he wishes in
the attempt to work out a synthesis of expression. Side by side today are artists

- |

who peint exactly what they see in nature and artists who paint story pictures of rom e-ie

wentsl" landscapes, sociological and political problem pictures, sentimental portraits,

dreams — or merely squares and circles.

To engoy the work of these artists it is well to forget prejudice, both
modern and old-fashioned, to give the picture itself a chance to live.
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PICASSO

Pablo Picasso was born in Spain but has peinted in France since 1900
and so identified himself with the milieux of Paris that he may be considered as
belonging to the French tradition. He is now 58 years old. The blue Absinthe Drinker
was painted in 1903 at the beginning of his career. Shortly afterwerd, in 1908,
he began experiments to disintegrate the outward form of nature in his pictures which “3
led ultimately to Cubism., The picture, Still Life, in this exhibit is a late example
of Picasso's work as a Cubist.
period.

Picasso is one of the greatest of living artists,of phencmenal versatility
and inventiveness,and great virtuosity of technique. He has started a dozen
different movements but contrary to the attacks of certain critics he does not in

o l\sigronapn

nig om{fhm:!ﬁébe‘—put the program of & movement before the artist's

inner inspiration. Through Cubism alone his influence has been enormous, not only
in painting but in decorative and industrisl arts throughout the world.
PICTURE # Y7 . The Absinthe Drinker, sbout 1903, original in the Art Museum,
Hamburg.
£10%a

W
A strong example of Picasso's "Blue Period" with its fewm, sweeping

line and pathetic sentiment. That it is a picture of the "Blue
o

Period" does not mean that blue was the only color used.v Brown,

green and yellow are to be seen as well emd Gogether they ememade
r—' .

%o produce & blue effect,: puklin YeAaNLEWy
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(Picasso, Cont'd.)

7
PICTURE # 7', Still Life, 1914, original in private collection, Berlin.
This is a Cubist picture composed in pencil, watercolor and crayon

with bits of pasted paper. It forms a helf-way point between the
_,‘J.,-}PJA. -
lines and plenes in Cezanne's picture (1lst section) and the

pure geometric compositions of Mondrian and Rodchenko in the present

exhibition. It is ingeniously composed and may be enjoyed as em  °
Aandaedp

arrangement-offragmente-into a Scwsihvely design amderhythms of

K | (i p
line, colors amd texturesud peeslien i imsa - of cadk .

Mother and Child, 1921, original in private collection, Berlin.

A monumentsl composition, peinted during Picasso's classic period.
An illustration of Eicaaso's ability to take over certain elements
of a._gast. style such as Romen sculpture and transform them into
P W

5
Shg of original beauty. Strength of figures; unityj nothing

1008&1\{ Ao e .
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BRAQUE
Georges Braque, has been painting in France since 1900.
Collaborated with Picasso in the invention and development of Cubism

before the war.

PICTURE #50. Still Life
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TOULOUSE-LAUTREC, painted in Paris between 1882 and 1901.

"Henri-Raymond de Toulouse-Lautrec was born at Albi in 1864,
the descendant of the crusading Counts of Toulouse. Studied in Paris at the
Ecole des Beaux Arts with , 1882 and with . Influenced by Degas
and Japanese prints and to a less degree by Pissarpo, Forain and Whistler. Crippled

by an early accident to his legs, he assumed tae role of an observer and recorded

with irony, penetration and passionate curiosity the life of Paris - race horses,

night clubs, bars, brothels and circuses. A draftsman of consummate style and

& piquant colorist, he produced lithographs and posters which are in their way as

fine as his paintings. He died in & santorium at in 1901.
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Fernand Leger (pronounced "Layzhay"), although an artist of great inde-

pendence of style, has been, since 1910, one of the foremost French Cubists. His

work originally suggested an interest in polished or enameled surfaces of machines,

but his recent trend has been toward more biomorphic forms - of plants and other
organic subjects -~ very simply rendered. His work is brilliant and fresh in color;
striking in outline. One often finds wide areas of white in his canvas. He has

become famous as a decorator and mural designer.

PICTURE #51. Cubist Composition, 1922, original in private collection, New York
A striking design in flat, brilliantly colored semi-mechanical

shapes.
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PICTURE #53., Composition in Rectangles, about 1922,
Rectangles in yellow, blue, red, and different shades of

white divided by heavy, black lines, drawn with a ruler and
painted with great care. Pictorial design reduced to clean,

precise, reposeful, geometric purity.
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RODCHENKO

Alexander Rodchenko, a Russian, has been painting since

1905. By 1914 he had completed his first ’”'*&j geometrical picture. i;

After the revolution his painting was looked on with favor by Soviet

“éqties, but since 1927, feeling that painting was useless, he has

devoted himself to photography, the theatre and the cinema.

PICTURE #52. Composition with a Black Circle, about 1918, original :_:'

in the artist's collection, Moscow.
A geometrical design in compass-drawn circles anq
ruled diagonals which swing like & clock's pendulum.
As abstract as Mondrian's rectangle, but much more

dynamic owing to the use of circles and geometrical

forms in suspension.
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SEVERINI
Gino Severini was one of the original Italian Futurists of 1909. He has
left Futurism behind him and now paints figures of a decorative elegance. He was
associated with Picasso in Paris for a time and painted Cubist compositions with
great preciseness of form and detail and in cool harmonies of color. He now lives ’
and works independently in Ronme. I
PICTURE #54. The Dancer, painted about 1913.

The painter tried to show the various aspects of objects in

motion by painting the same figure in several different and

continuous positions in the same picture. They were inspired by

the dynamic action and instability of present times. "Destroy

the cult of the past, the obseesion of the antique..," "Exalt

every kind of originality. If boldness, of extreme violence.."

"Consider art critics as useless and noxious." "Rebel against the :
tyramy of the words 'Harmony' and 'Good Taste'..." "Take and

R
.
b

glorify the life of today - tumultuously transférmed by the trig iphs

of science" - are some of the aspects of their program from their _'

manifesto of 1910.
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KANDINSKY

Wassily Kandinsky, the founder of "Abstract Impressionisa", is a Russian

vho has painted in Germany the larger part of his life but now lives and works in 3

Paris. He was born in 1866 but the vitality of his work and freshness of personality

today greatly belie his years and his long creative career. As the founder and P

leader of modern abstract art his J,ud-d:(’ theory of art is mystical, based upon an v
awareness of the spiritusl in the material. He has freguently thought of painting . o8
in terms of music as Scriabin thought of music in terms of painting. He gives his
more casual and spontaneous painting the musical term of "Improvisations" and his
more calculated works the name "Compositions".
PICTURE #55. Improvisation, 1914,
Kandinsky was one of the first to paint pure abstract designs _
without any kind of subject matter. They are really improvisations 4
in line and color made without any preconceived plan and depending

upon the free play of the imagination. .
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Paul Klee (pronounced "Clay") was born a Swiss but has worked in Germeny =

since about 1905. He is now considered one of the foremost living artists, for 'I‘;lia'."'u
S

depth and charm of his fantasies and for his mastery of imaginative design. Much
of his work has been an inspiration to the Surrealists and is allied to their owm. -»-.
He has never collaborated with them. His work has been characterized by the term

¢ "lyricism of signs".

PICTURE #56. Plan for a Garden
More abstract than the Picasso Still Life and more nearly

a whimsical invention than a construction.
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Frans Marc, and "excellent designer and originalk colorist as well as
an able and provocative theorist, was one of the most promising of the younger 3
Germen painters until his death at Verden in 1916. Red Horses is perhaps the best

%
known German painting of the 20th Century, but its theme became the subject of

numerous variations of equal or even greater beaut.y.lr There is a deep feeling for -

nature in his work and a close attachment to the beauty of living and moving

forms - such as horses, trees, the sea.

PICTURE #57. Poor Land, Tyrol
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A BRIEF SURVEY UF MODERK PATNTING

Foreword

This is the new catalog of the revised exhibition, A Survey of Modern Painting

in Color Keproductions, which is now availsble for circulation in two parts: (F)
42_/ .
an Introduction to Modern Painting (the 19th Century) ; \Twentieth Century Painting.

The exhibition is elso availsble in four sections as “they are—indieeted in this

catalog.

The original exhibition, which began ite itinerary in Uctober, 1932, has been shol'n" -
in nearly one hundred museums, colleges, schools, women's e¢lubs and department s _; 3?‘-*_
in cities throughout the country. As en introduction to the painting of our time f%f
has been most useful to colleges, schools and study groups. Its continued success w.-

over & period of eight years in meeting the need for this type of instructive . N

-

exhihition has prompted us to revise and amplify the material (mcludeq‘) to bring the '
;ihila_j,tion up to date. (It 15 regretted that certain importent artists, pictures and I
movements of the present century could not be included because adequate color ;
reproauctions of their work are/still ne-t-né:ﬁ'lexrshen'ce‘.“ “he Museum has neve-r@h‘a e
tried to improve upon the previous exhibition and catalog by giving asféﬁ%ﬂ' P '

plcture of the essentials of modern peinting as the availability of new material pe

The history of imerican peinting hes been shown in a separate exhibition of color 0
; i
oF"

reproductions, also available for circulation. Specisl one-man shows on the art .

of Cézanne and van Gogh have been prepared as well as other exhibitions of painting,

eculpture, s&rchitecture, photogrephy, industrisl art and films which are available

for eirculstion.

For informetion regarding the exhibitions plesse write to the Director of Circulatin

kxhibitions, Museum of Modern Art, 11 West 53rd Street, New York.

Many of the color reproductions included in this exhibition may be purchased from

buseum. uxhibitors are allowed & discount of 25% on the purchase price. fe BE-

,"
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The present exhibition is arrunged in two sections:
SECTIUN I: AN INTRODUCTIUN 70 MODERN PAIRTING: The 19th Century
Part 1 Perough-Impresstontem | Yiupasas onant lRenoit
Part 2 T.Post-Impressionism-te-the-turmof—the—cenbucy
SECTIUN II: TVENTIXTH CENTURY PAINTING
Part 1 Our Ulder Contemporaries
Part 2 The lodern "Isms"

Ine catalog conteins a short introduction to each of the varions movements

ah N
represented/followed by brief notes on each painter and on each picture.
T

(Cover reproductiony)
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I, AN INTRODUCTIUN 10 MODERN PAINTIRG

Part 1 The 19th Century Through Impressionism

Art changes graduslly. Even radical innovations develop step by step. kuch
contemporary)

modern ) art may seem gueer and unintelligible to us simply because we mey

not have followed these successive steps. "He dislike pictures which we do not

understend and often condemn them as radical. Fifty years ago there were young
revolutionaries in painting just as there are today. In Paris, the art capital
of the world, there were Degas, Renoir, Cézanne, ven Gogh and the group led by
Menet end Monet which was already known es the lmpressionists. They ere &ll dead
now and are revered not only by living 'radicals' as their highly respectable
pioneer ancestors, but by the rest of the world as well. DBut in their day they
themselves looked beck to the rebels and innovelors of a previous generation

among whom were Delacroix, Corot, Courbet and Daumler."
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DELACROIX

Pronounced "Dellskrwa", painted in France between 1820 and 1863.

Delacroix was chosen to inkroduce this Survey of lodern Painting be-
cause he is perhaps the first ancestor in direot line to the innovators of the
19th and 20th centuries. ie was a great emancipator, breaking awey from the
rigid specifications of subject matter, picture organization, end emotional res-
erve by which the French Classic Tradition had immobilized painting. He turned
instead to romantic subjects, composed his pictures in a bold swashbuckling

manners

Partly through t:-e inspiration of the Englishman, Constable, he also
developed a technigue of open brushwork and the free juxbaposition of pure
colors on the canvas. This brought him the vicious reproach of the academiciaens
of his day but profoundly influsnced the method of the most important 19th cent-

Wort s : ' s ~ -
ury, after him, In his work one finds the germs of Impressionism,

PICTURE #1. Sketoh for the Kassacre of Scio, sbout 1835(?) (original
in the Louvre, Paris(?))
which became the subjsct of the great painting
4% e same neme in the Louvrs, Paris - the painting
h the artist Gros too hastily called the"Massacre of
ting" - Delacroix worked upon in many separate
this is onme, 1!?3 preoccupation

h romantiec subjects, his broad handling of the

somposition, and the freedom of his brushwork are all

avident in this little sketch.
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COURBET
Pronounced "Koorbey", painted in France and Switzerland between

1840%and 1877.

Courbet said, "Only things seen should be painted - invent nothing;
the function of the imagination is to find the fullest expression of the chosen
subject." Among artists he was one of the most wholesome influences of the
19th century for his strong realism represented a bold resistance to the
disillusionment and sentimentality which came in with the dying older tra-
ditions of his time. He painted monumental land end sea~scapes, robust fig-
ures,simple scenes of every day life. IHis solid treatment of heretofore
unaccepted subjects - peasants breaking roocks |, mourners at a grave,
picnickers, enimals in the forest, ete. caused people to regard him as a

dangerocus "socialist”.

His work has influsnced such painters as Derain and, in-their early

stages, lonet and Renoir,

PICTURE jf2. Woods of Fontainebleau, sbout 1850-60, original in Carlsg=

berg CGlyptothek, Copenhagen. This simple scene of pionick=-

a fiuze example of Courbet's naturalism, and re-
veals his technique of representing the impression- of
objeets under light - in this case the leaves and trees

of the .‘f‘o}'"?a =
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CORCT = promounced "Coro," painted principally in France between 1820 and 1876,

Camille Corot was not able to sell a pioture until after he had been painting
for over twenty years, His early landsoapes, pairted after a trip to Italy, -hoi--
the same pleasure in piling up planes and masses which we find in Giotto or Poussin

bafore him, Cesanne, Verain and Fioasso after him, later he painted in the style of

the Dance of the Nymphs, %today cue of the most popular of all landscapes. Yot

its soft, misty lighting and silvery grey folisge seemed "unnatural" to the
publie of the 1650's. (It is said that the momotone quality of these paintings "
may have been due to the interest in photogrs by which wus developing at that
time.) _
Although Corot considered himself to be primarily s painter of landscape, modern ]
-
artist-hawe come to value more highly his figure paintings. Degas lmew and '
emulated his portraits and today, Derair, Segonsac, Berard and others declare

their debt to him,

WOMAN WITH A FEARL RING, oil, about 1870, origipa] in the Louvre, Paris,
The most famocus of vorot's figure paintings. its grandeur and repose reminds
one of ENonardo's MONA LISA, but its epirit is simpler and more intimate., It

represents the classicel spirit im 1%th century painting at ite best.
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DAUMIER

Pronounced"Domeyay", worked in Faris from 1830 to 1879,

7 s . - . . = = -
Honore Daumier was the greatest of the 19th century caricaturists. He

made over 5,000 drawings for newspapers and magazines which were so daring in
their satire and mferciless in showing up the infamies and absurdities of tra-
dition that he wes one of the most hated and feared people of his time. He

aimed particularly at the academicians, the lawyers and govermment officials,

and when the issue justified it he did not hesitate to make fun of the King

himself, For such a breach of propriety he was put into jail for several

months,

But Daumier was really more interested in painting then caricature al-
hough during his lifetime only a few friends found his oils of much value. To=-

dey the Crispin and Seapin and Drama are considered smong the masterpieces of

19th wentury peinting. 1In his love of dramatic chiaroscuro we see the direct
influence of Rembrandt; in his mastery of composition even his contemporaries

compared him to Rembrandt.

In contrast to Corot whose art is quie unconcerned with the emotions of living,
Dagumier was passionately intorested in humanity, violently concerned with in-
justice and blessed with a vast and unfailing sense of comedy. He painted the
excited audience in the "peanut gallery" or the tired washerwoman plodding

home at night. His pictures are equally remarkasble for their superb draughtse




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY CE 1.1.42.2.2

DAUKTER (cont'd)

manship, deep color, quality of painting, moving contrasts of light and shade

and noble composition built on powerful thrusting diagonals. The proportions

of his figures and general monumental effect of even his small pictures is
attributable technically to the great care and economy with whieh he chose the
elements of his composition end the severity with which he eliminates all irrelevant

detail,

PICTURE 74, Drama, about 1860, original in the lNew State Gallery, Lunich.
Daumier saw drama not only on the stage but in the gallery.
This is but one of many pictures which reveal his profound

interest in humanity.

PICTURE On e Bridge at Night, sbout 1865, original in the Phillips

lemoriel Gallery, Viashington, D.C. A small picture, but

grandly designed in form and movement.

-

PICTURE /6, Crispin snd Seapin, about 1865, original in the Louvre, Paris.

These two whispering comedians are not drawn from life but are

invertions -~ powerful masks born of Daumier's insight into human

character and nade real by a draughtsmanship of supreme vitality

o

and intelligence,
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HANET, pronounced "Manay"; painted in Paris from 1855 to 1883.

Edouard Manet is one of the most importent painters of the 18th century.
He turned his back on the ecademic traditions of French art, refused to
accept the formulas dictated by the official salon, and painted with a

marvelous dexterity the appearance of things as he observed them.

The public ridiculed his work because, like Corot, he handled his subjects
broadly, omitting details, He tried to simplify what he saw so that one

large flat brushstroke might do the work of five.

In his early work he concentrated on painting figures in a quiet indoor 1light.
His studies of the work of ‘Ii’alasguez, El Greco, Goya and Hals strongly
influenced his pelette and épen brushwork. Later he beceme interested in

the ‘dif;ficult problem of suggesting bright outdoor light by means of patches
of p:u':'e, high-keyed colors. Admired by the younger artists - Monet, Pissarro,

Renoir, Degas and Sisley - his theories were ult.imt;ly carried into

Impressionism. He was never, however, content with mere technical problems

of rendering atmospheric light, but continued to paint pictures as clever

in composition and f@f gay in spirit as they were brilliant in technique.

BOY WITH A FIFE, oil, 1866, original in the Louvre, Paris.

Manet suggested roundness not by modelling in light and shade so much as by
flat tones or patches of color. Often in his early work his figures are like

silhouettes asgainst a flat background.
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‘? BOATING, oil, 1874, original in the New Stete Gallery, Munich

The casual, snap-shot-like compositions, the brilliant out-of-door lighting,

the rapid brush strokes, the fresh, pure blues, whites and blacks qualify this

as one of the finest paintings of Manet's Impressionist period. The people
in the boat are HManet's friend Claude Monet and his wife.
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IMPRESSIORISM

Impressionism represented a continuation of lanet's revolt against the

elassic tradition in French painting.

Taking their cue from Turner and the Pre-Rgphaelites in England the young
painters lionet, Pissarro and Sislay began to paint out-of-door subjects by
meens of "divided color". “hey discovered that small patches or dots of pure
color juxtaposed with one another on the canvas blended when seen at a distance
and hed a sparkle and brilliance which mixed colors did not, Accordingly they
restricted their palettes to primary yellows, oranges, reds, blues and greens
and concentrated exclusively on the ;roblem of expressing nature not as it
"axisted" in three-dimensional reality, but as an aspect of light, They re-
corded their impression of an object at a given moment under the light con-

ditions of that moment. The object in nature therefore was no longer the subject

of the picture, but the impression of that object in light or light itself,

Although ridiculed at first, the work of the Impressionists slowly gained
recognition. Ultimately, Rowever, it developed an academy of its own against
which the painters of the 20th century, especially the Fauves and the Cubists,

rose in revolt,
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MONET

Pronounced "Monay"; veinted in 1860 to 1926,

It was Manet who summed up one af th z2in objectives of Impressionism
when he said: "The orincipzl person in the cicture is the light." Claude
Monet , Manet's disciple =nd friend, who became the leading exporent of the

Impressionist school that followed, together with Pissarro Sisley and other

Impressionlst painters. developed this theory of painting light. They broke

up Manet's bright patches of color into tiny strokes of contrasting colers.,
which, seen together, produced the same effect. They tried to make paint

pon canvas seem as brilliant as light, even dutdoor sunlight.
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PISSARRO

Promounged "Peezarro", peinted in France betwsen 1855 and 1903,

Camille Pissarro was born in the West Indies of a Creole mother and &

Freneh Jewish father in 1830, He exhibited in the Salon des Refuses along

with Corot, Delacroix and lLanet during the bitter controversies of the'60's
and greatly admired the work of these artists before they were officially
recognized. His life, like tliose of othe independent painters of his time,
was one cf struggle, even for the mere bread and butter essentials of existence.
For thirty years he was forced to peddle his pictures from door to door and
seldom was he able to keep space of his creditors. In 1884 he wrote to lonet,
"I can go no fartherssesses..l am at my wit's endessesssIn Rouen they would
heave rotten apples at me.iieense...We are still oubcasts and vazabondS....

It is impossible for an art whieh upsets so many old convictions to win

genéra.l approvel.sssss” Only in 1880 did his work begin to find a market;

then for the last ten years of his life he was free to work as he chose,

He was & prolific worker devoting himself to etehing, drypoint,’ en-

graving and lithography as well as peinting. lonet's senior by ten years,
he was associated with the Impressionists from the time of their first ex-
hibition in 1874,

PICTURE 3% Boulevard des Italiens by Night (original in the National

Gallery

vs london) ILwuminous color, more remarkable because

the subject is a might scene. An Impressionist technique

of high perfection,
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PICTURE #9. Summer, oil, 1874, original in the Picture Gallery, Stuttgart, Germany.
The Impressionists peid great attention to the chenging aspects of
light during the day. Here we have a landscape under the intense,
dezzling light of & summer noon. The trees are painted in yellow,
blue and violet so that at a little distance they make a vibrating
mixture which comes as near &s paint can to an effect of radiating
light. In their early work the Impressionists were more deliberate
in their application of color, the structure of objects appeared

more solid, the organization of the picture more firm, than later.
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DEGAS,{"paint-ed in Paris from 1855 to 1917.
f

Even more than most great modern artists, Fdgar Degas studied the peintings
and drawings of the old masters. He developed prodigious skill a&s a draughks—
men and wes continually on the watch for difficult and interesting problems
of figures in action, such as race horses end ballet dancers. He discovered
strenge unexpected movements and pésitions which the public thought impossible
until the camera proved that the artist was right. But he did not stop at
meking sketches of figures in arrested sction. He built them into beautiful
compositions and mmgmeixt surprising original patterns. BegpasxEeokiwesvan

b b itouvsai i beod

Deges combined an understending of the positive aspects of Impressionism with
2 new interest in plesticity of form to create works of superb beauty in design
and color.

RACE HORSES, pastel, about 1880.
The nervous, prancing horses and the alert jockeys offered problems of action
which fascinated Degas. He mastered them superbly through his power of ob-

servation and draughtsmenship.

IWO DANCERS, pestel, about 1685, original in the Picture Gallery, Dresden.
A megnificent and striking composition constructed of figures caught in un-

expected attitudes and drawn with merciless precision. That Degas was not

merely aiming at the representation of arrested motion is shown by the fact
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TWO_DANCERS (CONT'D.)

canvas to emphasize the dramatic character of various lines and masses.

masterpiece of color and formal design.
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| RENOIR, pronounced "Renwahr"; painted in Frence from 1860 to 1919.

Por & time Auguste Renoir exhibited with the Impressionists and peinted lend-
scapes which recall Corot. Graduslly his color grew richer Iun‘t.il it burst

into & full-throsted symphony. To express his joy in the color of trees he
turned their yellow greens to emerald with purple shadows; end the pink color of
flesh he exsggersted until it became a luminous red. His forms, too, whether
fruit or trees or women, grew rounder and fuller in harmony vith the fp

ripeness of his color. Yet in spite of his love for the sensuous luxuriance

of nature his pictures sre never mere excesses of sensuality but are compesi-
tions put in order through long study and & compelling sense of form. His

late work came more and more under the influence of old mesters such &s Rubens &nd

Titian.

VENICE, oil, 188l.

A sketeh done in Renoir's full Impressionist style.

GIRL COMBING HER HAIR, cil, about 1885.

——

Drawn with a broed sweeping line and painted with a sensuous delight in the

texture of flesh and hair.

WOMAN AND CHILDREN, oil, sbout 1895.

One of the late compositions in which figures &nd foliage form & warm, luscious

harmony .
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Until recently, and during the lest hundred years, French painting
has been & dominant influence smong the artists of other European EmN
countries as well &s of America. Fifty years ago, however, there
were three Americens who are now considered of the greatest importance
not merely because they were good artists but because they were
practicelly independent of Buropeen influence. Homer, Ryder and
Eekins are of the same generation as Degas, Monet and Renoir, but
their ert seems to belomg to a different perlod as well as to a

different country.

: . T e ".. If-’.,"‘ 1:\1 I_', ; '!, f ) L)
/;;;:ln‘“l{ S (96 ared (9105 Tantds L 3-)&‘_—'—#‘-} Get)

J {“,{r O d Tl ¢ l'!-‘-f.'-.lf {fﬂ )T_:
Like Daumier, Winslow Homer made his reputetion as an illustrator.

7

Only during his later yesrs was his painting much eppreciated.

Homer painted the American out-of-doors: Civlil War scenes (as an
eyewitness), Virginia negroes, hunting scenes, canoce trips, fishing
and yfachting off Fl;;ida and the Bahamas. But he is most famous

for his sea pictures. Like NOR'EASTER they are painted with remarkelie
directness end realism. He loved the 1ift and pound of waves on ro:lj
and he recorded his love with such simplicity of viskon and gigor of

technique that enyone can appreciate hig pictures at first glance, whe

whereas those of Renoir or Mgmet or Deges require more study.

|r7 NOR'EASTER, 1895, original in the Metropoliten Museum of Art, New York,
The surging power of the green sea's assault upon the rust-red rocks
of the Maine coast. Painted simply end with & robustness appropriate

to the subject.
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o pronounced Aykins)
EAKINS,/peinted from 1865 to 1916, principelly in Philedelphia.
Thomes Eekins was the most consistent, thopvough-going and complete realist
emong the American painters of the last generation. He painted American people
with an enthusissm compareble to that which Homer peinted the American land=
and sea-scape but with more scientific and intellectusl penetration. His
work, having little romence or picturesqueness of subject, bas never attained

the popularity of many of his contemporaries.

He studied for & time in Paris but his mature work shows little if any French

influence. His art was a record of his time and his enviromment. He painted sportd ‘-'-'j-

scenes, prize fights, baseball, rowing, sailing. He knew medicsl men and painted
large compositions of surgical operations. His grestest works are perhaps

his portraits which are &t once ruthless and sensitive.

JOHN BIGLEN IN A SINGLE SCULL, oil, 1872, original in the collection of Yale

University.

Exact realism built upon profound knowledge of underlying structure. One of
Eakins' simplest end finest compositions: “Hhree equal horizontel bands with

the poised oarsmen in the center.
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?QHDER, painted from 1865 to 1917, principally nesr New York.

Albert Pinkham Ryder, though equally independent of his European contemporaries,

was the opposite of Homer and Eakins. They were respectable citizens who
peinted what they saw so asccurately that their pictures are almost as documentary
as photographs. Ryder on the contrary, was & povertysstricken eccentric

who peinted WMg imaginary scenes with a childish indifference to rationality

and logic. He was a romantic, the others were realists.

SmugglerfsVships in dark inlets, shadowy witches, death riding through the derk,

&nd above all the uncanny mystery of the sea at night; these were the subjects

which excited his imegination. But the real matter and purpose of his work is

not the fanciful themes nor the lendscapes and merines, but the artist's own

insight and emotions. The mood-evoking power of his work seems at times to approach a
thebubtlety of music.

TOILERS OF THE SEA, oil, about 1900, original in the Addison Gallery of American

Art, Phillips Academy, Andover, Mass,

A small canves grandly designed in its bold pettern of light and dark. In the
hands of & lesser ertist the picture might easily have been banal, but Ryder has
suggested the beauty and terror of the moonlit ocean with authentic feeling and

powvier.
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POST-IMPRESSIONISH

Although Renoir and Degas were greater artists than Monet, Impressionism,

of which Monet was the leader, became the most influential movement during the 1880"s.

The Impressionists were interested primarily in the problem of painting light by

means of tiny strokes of bright, pure colors which in juxtiposition with one }

another would produce a desired light effect., They succeeded in their purpose, bub

of ten lost sight of other important qualities such as the unified s‘bruc‘t-m;]. or?g‘ani-
zgation of the picture surface (whet one may eall its "'_clos_ed

the solidity of form, specisl depth, and the plann.sé am*éngeruent of color arezs =
saver—the—picture surface to fulfill its-ornamentel-functien. They compretely ignored
locel color and qualities of surface texture, In other words they sacrificed the '

more positive elements of previeus painting for the solution of & mere technical

problem of rendering light. “It was & school of snapshot views and of dot-stroke
technigue). Much of late 19th and early 20th century painting took the form of a
reaction against Impressionism and against the idea, which the Impressionist carried

to such an extreme, of painting exactly what one sees at a given instant.bthremgh

!‘&’lol

Among the great French painters who rebelled against Impressionigin we: L
Cezanne, "the father of modern peinting"; Seurat, who iziedte—reduce—paintingtoa

scienee; Gauguin, who left Paris to paint deep-toned decorstive compositions in the
South Sea Islands; van Gogh, the Dutchman, whose art has both the profound formal
vigion and the tragic import of mad genius; Redon the painter of delicate sur-real

fantesies; and the self-taught "primitive", Henri Rousseau.
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CEZANNE, pronounced "Sayzanne"; painted from 1865 to 1906, at first in Paris

and then in the South of France.

At first influenced by the work of Courbet, Daumier and Delacroix as well as

the old masters he studied in the Louvre - Titian, Tintoretto, Remhrandt, Rubens,
Poussin - his early paintings are heavy in color and vigorous in form. About
1895 he came under the influence of the Impressionists and although he exhibited
with them several times he was never essentially one of them. He used the

small patches of color, not to give an impression of shimmering light, but rather
to build &n effect of space and solid form. He worked with painstaking care,
placing each perallel stroke with calculation for its effect in relation to the

rest of the picture.
’?‘.’LU--F

Howéver one may ren.knCa/zanne it is certain that his influence during the last
thirty-five years is comparable in extent to that of Giotto, Roger van der Weyden, -
Donatello or Michelangelo. His maxim "to make of Impressionism something
solid and permanent like the art of the museums" was instrumental in turning
many younger painters to the problems of design and composition which the
Impressionists had partially it‘;;:gatlf*ia}n.
His technique of modelling with small facets or planes of color ultimately led
the young painters Picasso and Braque to invent Cubism, perhaps the most
revolutionary movement in twentieth century painting. But Ce’sanne'a influence

Lol

extended beyond Cubism until it fell upon most of the important peinters of

the first quarter of our own century.
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. (CEZANNE)

T

/1 STILL LIFE, oil, about 1870.
Though Manet's influence is evident in this early work, the emphasis on
body and substance in the forms is cruder and more emphatic than in Manet's
clean, flat painting. (Compare with Boy with a Fife). The thick paint and

strong contrasts of light and dark give en effect of solidity and power.

Iy Fs
Ll »

G:_‘) THE VILLAGE, oil, about lﬂ&’f@)?, original formerly in the National Gallery,
Berlin,
Space and solid forms constructed by light toned, thinly peinted color planes.
Only after some study does the power and spacious beauty of' these later
paintings appear. Look at the picture for a few moments and you will feel

the planes gradually taking their place in a beautifully ordered space.

-~

; 95
(3 THE RED WAISTCOAT, oil, about 18§5. Reber Collection, Lausanne, Switzerland.

Verticals and horizontals in the background form an involved counterpoint

for the main figure motive. Note the manner in which the solid modelling of
the figure is accomplished by the flat patches or planes of color - the

technique which later inspired the Cubists.

4
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SEURAT, pronounced "Sirrah"; painted in France from 1880 to 1891.

Georges Seurat died almost forty years before the world began to appreciate

his extraordinary art. His brief career as an artist - little more than ten

years - produced a scant seven major paintings by which his genius is conclusive- =

1y acknowledged.

Seurat's theory of art rested upon a very simple and purely formal aesthetic.
Briefly, he believed that the art of painting depended upon the relations
between tones, colors and lines, and on the harmony of these three elements.
He took the small brush strokes of the Impressionists and made them into dots
of equal size. Each dot is a light or dark shade of the six primary colors/{ —
- blue, yellow, red, green, violet and orange. With similar logic he analyzed

lines and tones and their emotional effects of sadness, calm and joy.

His contemporaries laughed at this Pointillism or “spot paintingf for they

did not study the incompsrable structure of the pictures. The dots alone would

have meant little - but this painstaking method combined with an architectural
StenaT

sense in composing have made artists today regard hdm as the supreme example

of intelligence and discipline.
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THREE MODELS, oil, 1888, original in the Museum of the Barnes Foundation,

Merion, Pa.

Remarkable for the technique of tiny dots of pure color, the complex and care-—
fully calculated composition and especially for the cool, almost classical
serenity. Though his method seems over scientific, Seurat painted several of

the most beautiful pictures of mode_;l times. r.,_In the original peinting the

figures are almost life size./'

5




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY CE 1.1.42.2.2

AUGUIN, pronounced "Goganh"; painted in France from 1880 to 1889, then in

the West Indies and South Sea Islands. Died in 1903.

Paul Geuguin discarded entirely the small dabs used by the Impressionists

and painted instead in large, flat tonmes of solid color, <= | &1« (s 5 QAL
de sl L i g

(RO, S Ry ot

Like the 'primitive painters Gauguin simplified outlines and employed "unnatural

?_!., 1"‘&.1‘.‘&‘.("5.“ :,

colors in order to enhance the decoratibve effect of his compositions.
Maurice Denis, one of the members of the Synthetist group of which Gauguin
was considered a leader, writes: "Gauguin freed us from the restraints which
the idea of copying nature had placed upon us. For instance, if it was per-
missable to use vermilion in painting a tree which seemed reddish.....why not
stress even to the point of deformation the curve of a beautiful shoulder or
conventionalize the symmetry of a bough unmoved by a breath of air?" The
possibilities of this Mexpressionist" attitude were later to be realized by &
"o Farves"
who determined one of the important ceurses

of painting in the 20th century.

Gauguin's life is a parable of the romantic artist's revolt against the
materialism and banality of modern civilization. He gave up a successful
career as a stockbroker to become a painter, and finally, disgusted with Europe,

left for Tahiti in the South Seas where he painted his best known pictures.
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AREAREA, oil, 1892.

Painted in Tahiti, one of the South Sea Islands. Sumptuous harmonies of
deep glowing colors convey his content with this gentle, unhurried flower-
strewn life. To incresse the decoretive effect, Gauguin has painted the

tree trunk blue and the dog red.

TA MATETE, oil, 1892.

The subject is Tahitian but Gauguin mey have had in mind the flat [:ct-m)w.o

made by Egyptien figures with their heads in profile, their shoulders full

face, snd their stiff, sngular gestures.
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VAN cocH

The preferred prommciation is just G as an H, O like "aw” in hawk,

GI like the German Cle—van hawche Painted in Holland end Franee

{rom 1860 to 13904

Throughout his life van Gogh was consumed by a desp and overwhelming
relizious fervoure For a time he laboured me an evangelist, preaching to
Belgian miners, but scon turned to peinting as a means of eapressing his

agony of spirit.

Leawing his native Holland he went to Paris to join his brother Theo,
an art dealer, who intrcduced him to the leaders of Impressionism, to Seurat,
Gauguin and otherse Their work had en irmediete influence upon the diraction
of his painbting but in his enthusiasm the Trpressionist dote prew into whirling,
vibrating ribbons of colors The crude geiety of Japanese prints which flooded
the market in Paris at that %ime revealed to him new possibilities in patterns
of goluz‘. In the Lrillient sunlight of Frovence, where he painted steadily
forh: years, he devoured the rich colors, painting furiously in bold patches
of scarlet, startling greens, blue, crange and sulphur yellows. His inner
torment finelly drove him to insanity - epileptic fits seized him and he spent
the last two yeers of hls life in as asylum at St. Hemy ané at Auvers under the
care of Dr. Gachet. In July, 1890 he shot himself, lesaving this last note %o
his brother, "...my own worke I am risking my life for it and my reason has

half foundered in it".
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VAN GOGH (cont'd)

Few painters before or after him heve shown greater talent, few have
possessed such intuitive ability to trassform objeets inte significant formal
patterns. The brilliance of his color perception is unique. He violates un~
consciously, rules of color harmony, of proportion, of picture unity in ways
whick even radicel painters would have avoided, yet the unity and beauty of
his work remain unaffected. lany of his pictures truly deserve the title of

"miracles in pairt".
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r (VAN GocH)

A

oil,
Lendscape with Cypresses,/1889, original in the National Gallery, Millbank

("The Tate"), London.

Van Gogh saw clouds, trees and fields as living things and painted them in

rippling, swirling rhythms of line and color.

THE OLD PEASANT, oil, about 1889.

Inspired by Japenese prints which he had seen in his brother's art gallery in
Paris, ven Gogh used bold colors in strong flat patterns in painting many

of his subjects.

oil
CHESTNUT BLOSSOMS,/about 1889.

In his enthusiasm ven Gogh has transferred to the canvas his own innfler excite-
ment over the beauty of these spring flowers. The intensity of feeling is so

strong that the blossoms seem to quiver and crackle with electric vibrations.




=
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REDON, worked in France from 1880 to 1916

Odilon Redon's art, which stends almost alone in the 19th century,
is that primarily of the visionary, whose works spring from reverie and a world
of dreams. His substances have the lightness and transparency of gossamer. His
colors are mystical. Before his works one senses the presence of a serene but
unearthly music or the sound of distant veices. He peinted strange faces, mfstﬂ,
fantestic flowers, moths and jewels.

His approach to art as a visi(,:n”?nd his use of the mysterious subject

matter of dreams makes him a forerunner of the Surrealist.

PICTURE 132}; Dream, about 1905, in watercolor. A mysterious vision painted
| auf]

with the colors of‘exotir birds.
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ROUSSFAU, peinted in France from 1880 to 1810.

Henri Rousseau was a customs house officer who learned to paint in his
spare time without any official treining. During the last decade of his long
life, he was discovered by young artists such as Picasso, who loved his naively
simple spirit and the instinctive perfection of his design. He is the greatest
of a group of modern painters who have been given the name "Primitives", because
of certain similarities in their work - wholly unintended - to the'primitive'
pictures of the early Middle Ages and Renaissance. Their work is signii‘icant not
only because of the stellar qualities of design and their refreshing child-like
view of nature, but because they represent the refusal of the untrammeled spirit to fi 1
into the pitfalls of photographic naturalism and the scientif‘ﬁic egnalysis of art.
Through their works they quietly asserted their belief in i'hl'ie ‘i;r';e fancy and thus
helped peotect the integrity of painting as an independent art.

Seurat and van Gogh died about 1890, Cezanne and Gauguin about 1905,
Fousseau in 1910. But their idess survived them and developed in the work of their

successors whose paintings are shown in the two succeeding sections.

’7 PICTURE #3%. The Customs House.

A picture of the place where Rousseau worked, painted perhaps on

a Sunday afternoon. Although it lacks technical skill in drawing

and brushwork it possesses a fine sense of design and reveals mar-

vellously imaginative conception of nature. It shows that Rousseau

knew precisely what art was - something beyond practical function,
Saelbs- .

and far beyond superficial appearance, which finds—its—»est in the .

delightYof the spirit.
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POST-SCRIPT

Seuret and ven Gogh died about 1890, Cézanne and Gavguin szbout 1905, but their ideas

survived them and developed in the work of their suceessore.

Uifferent as these men were in their attitudes toward art, they had one feeling in

common. MNone of them believed that the exact representation of nature in & painting was
necessary or even desirable. kach of the four was influential in the early years of the
twentieth century during which the divorce of "art" from "nature" became more self-conscioms
and deliberate. The inspiration for the revoluticnary experiments of "the Feauveg"
Expeessionists, Cubists, Abstract painters, Surrealists, may be traced to these nineteenth
century encestors who in their turn had rebelled ageinst accepted traditions of their

own time.
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POST-IMPRESETUNISM

A lthough Renoir znd Dedas were greater artiste than Monet, Impressionism,

of which Monet was the leader, became the most influential movement during the 1880 -
The Impressionists were interested primarily in the problem of peinting light

by means of tiny strokes of bright, pure colors which in juxtiposition with one
another would produle a desired light effect. Th.e, succeeded in their purposg but of
los“t sight of other importent qualities such as the unified structural organiz.atinn

of the picture surfeuce ksamg__qng,@t_ly _yyl_l_,it.&.'lnﬂ.mad.mpﬂ.&md—qﬂﬂj; the A

solidity of formy spacial depthy; and the planned arrangement of color areas ovir ths

picture surface to fulfill ite ornements function. They completely ignored docal =
color and qualities of surface texture. In other words they sacrificed the moe®.

b=
_importent elements of revious peénting for the galution of a mere technical problu

e
of rendering light, \Much of late 19th¢ eertur: and ;Oth century psinting
« took the form of a rea.ct.:r.on ageinst Impressionism and agaﬂnst the idea , which the

Impressionist carried to such an extrere, of painting exactly what one seee &t a giﬂ

instént through light. (It was & school og-snapshot VIews and of dot—strw' 3
Among the grest French phinters who reledled agiinst Imp:assioni’s\"lrere

Cezenne, "the father of modern peainting" ; Seurat who tried to reduce painting to & ,'

sciencé ; Gauguin who left Piris to pa.Qnt deep-toned decorstive com ostions in the

South See Islends ; l{a.n Gogh, the J-*utchmzm/ whose art has both the profc:.und formal

vision anp, the tregic import of mad genius; Kedon the painter of dalii:t{f&ntasies

and the self-teught "primitive", Hemrl Rousseat,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY 1.1.42.2.2

!_
s

"
- :i
CORINTH, peinted largely in Germany between 1879 and 1925 3

.4

Louis Corinth is one of the late German paeinters who, with Liebermann and
ﬂlvogt, struggled with the problems of the new art and means of expression which were

begimning to rear their heads toward the close of the past century. He, with the L
T . ewin wethall

others, received thésr inspiration from the Jmpressionists of France, but used W as
& means to find a new sense-of-reslity of his-own.. He Broke ‘up the atiiospheric—plen
of- the Impressionists and reached out to make contect with the-purpose and endeavers
of the next-epoch. If he had been born half a generation later he would have become
identified with the Expressionistsuabout whom we shall hear in the following section.

Behind his Impressionistic brushwork, his florid coloring and his sensual,
earthy crudeness there is a deep spirited) conflict in his work which is at once his own L
struggle for adjustment and that of his ége. it :|.s deeply tinged with the issues of :
his Ger:ua-n nature and environment and in the Expressionist movement of the next genera
bursts forth in a swelling current that involves the entire artistic produce of the .
German nation. .

There are the deeper philosophic significances in his work — the "message” Q.X :
the "emotion" of a particular temperament at issue with itself or its environment which _3-
is so characteristic of Modern German art » "the will to live and melancholy at the
transience of life",

Corinth is an excellent example of the way in which thg.- essentially French
impressionism was taken up in Cermany :‘:.:‘: further meaning and- I1MPing- it assumed-in .
this new 'and psychologically different environment 'tor the North.,

It was wedded not to the beauty of repose alone, but to struggle, and unlike

E

its French prototype which led almost -uamelested to sesiiein » evolved as a part of o '
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ol
(Corinth, con'td.)

coundsyls development into a dynamic outburst of a creative spirit 'c.bat. had been too

closely confined.

PICTURE #18. ¥Walchensee Landscape, painted in 1922; original in the State Art

Collection, Chemnitz, Germany.

Impressionistic technique applied with a turbulent. abandon and B
il LTI \
a cocl earthiness of color wiieh indicates that jhm \

beh.xm—the artistls purpose than the rendering of héswt@Pnl light

patterns.
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VAN GOGH.

In the Dutch pronounced "fan Hoch"; peinted in Holland and France from

1880 to 1890.

Throughout his life Vincent van Gogh was consumed by a deep and relentless

religious fervor. His pessionate love of beauty and nature struggled under the

persistent and meddening compromise of his not being able to adjust to life about

him and to find peace within himself. He was frustrated in love, he was unsuccessful

as an art dealer, he ran away from & rectorship in England, and for & time lebored
as an evangelist, preaching to Belgian miners. Tormented incessantly, he left his
native Holland and went to Paris and later Southern France where he flung himself
into the one creative work which seemed to give him release — painting.

Few painters before or after him have shown greater talent, few have
possessed such an intuitive ability to transform objects into significant formal
patterns or to reveal the inner secret of nature. The brilliance of his color per-—
ception is unique. He violated, unconsciously, rules of proportion, of picture
unity, formel relations, and even of color harmony in ways that the most radical of
later painters would have avoided, yet the unity and beauty of his work remains
unaffected., There is no explanation of this. It is the force and the automatic
insight of genius., Many of his pictures truly deserve the title of "miracles in
paint". As & pen-and-ink draughtsman he crowded the entire field ophis picture
with an infinite and complicated maze of heavy black strokes and hatchings, but the A
lucid unity of the result is but a further evidence of the triumph of his genius.

(The incandescent brilliance of his paint and the whirling vibrating strokes

of color which had once been the small, bright-colored brush-strokes of the Im—

pressionists are but two evidences of the intensity of his feeling.)

* His innkgr torment grew into insanity and finally drove him to suicide.
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PICTURE #28.

e
(van Gogh, Cont'd.)

Landscape Near Auvers, 1890

No one has felt the pulsing life of Nature more deeply than
van Gogh or expressed it with greater emotional intensity. His
swirling rhythms of line and color have & force and an organic

brilliance which put him in a class apart.

PICTURE #28 (alternative) Landscape with Cypresses, 1889, original in the Tate

Gallery, London.
This picture shows the deep poetical insight of van Gogh. It is

not a calm spirit - as that of the Japanese masters whom he studied

and to & certein extent followed. Struggle is combined with delight, _'

Incandescent brilliance of his paint - especislly in the immediate

foreground and the golden color of the wheat field.

. Pieta

PICTURE #30.

¥an Gogh copied this picture from the original by Delacroix, but
of imitating it detail for detail he reinterpreted it both compositi

and subject matter, according to what the original inspired in him.

Chestnut Blossoms, about 1888,

One of the most strikingly beautiful of modern pictures. Such
brilliance of the organization - of the arranging of so many twigs,
tiny blossoms, and leaves over the picture without losing in unity 3
or getting lost in the maze of details - could ohly come from the
B=nd of a pgenius. OSupreme fantesy, as in oriéntal pictures. Color ".
range small., Pink, two or three shades of delicate green, light
Shamands _ and that is all. The poetry of painting at one of

its high points in the west.
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PICTURE #31,

35—
(van Gogh, Cont'd.)

Self-Portrait(?) (Bandage over ear, pipe), about

PICTURE #81.

“n example of a gruesome subject transformed into a picture of
rare beauty. Harmonious effect of the solid colors of the

coat and the background together, Brilliance of the flesh tones.
His feeling for color and form is so instinctive, his method so
mysterious, it is not only impossible to describe but treacherous

for the painter to learn from.

(Alternative), The 014 Peasant, about 1889.

van Gogh used the boldest colors to reveal the character of the
people who interested him. Here we see the earthiness of the
farmer's way of life and the effect of toil in the out-of-doors

on his soul, expressed with great force and tragic meaning_(in an

altogether new way\
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GAUGUIN, pronounced "Goganh"; painted in France from 1880 to 1889, then in the
Viest Indies and South Sea Islands, Died in 1903.

"Nature is not art until it is transformed", is a flmdamezltal exiom in

2at i

7L [ N
art which had long been obscured by traditional painting of the {ast century. Although

the recovery of this principle is suggested in the work of the leading Impressionia'l'-g‘

o

and highly evident in Cfzenne and other great post-Impressionists, its new manifesta— :
tion belongs to Gauguin, Using objects in nature as a mere sterting point for the

expression of the lyrical charm he saw in color and form he completely refashioned the

external aspects of his landscapes and figures into liquid harmonies of exquisite 3
Reaut)'. The form of the object, although it is recognizable, does not follow the :
naturalistic outline, but flows over the picture surface at times almost with the .
freedom of water. The color, of an ecstatic poignancy, is no less arbitrary when
compared to nature, but it is the consummate poetic vehicle of a profound spirit.

As seen in the pictures represented, Gauguin sbandoned the technique of :

AL AE -

small dots of color and often blocked in his fluid forms with nearly solid colors of
a strange and fascinating character.

His peintings may be partly analyzed as decorative compositions - and
such they are. But the imagery of his forms and the psychological burden of the R,
sometimes cool, sometimes burning, but ever-haunting effect of his color, carries h:l.l'
far beyond the category of mere decoration. T

In re-esteblishing the ideal of the free interpretation of color and form 3
in nature, Gauguin assumed great importance to the artists who came after him.
Although his approach may be analyzed as being in the intuitive tradition of modern

art, he established necessary precedents for both the intellectual and the intuitive 1
.
innovations of the present century.
Gauguin's life is & peratle of the romantic artist's revolt against the

meterialism and banality of modern civilization. He gave up a successful career as ¥
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(Gauguin, Cont'd.)

a stockbroker to become a peinter, and finally, disgusted with Europe, left for
idyllic Tshiti in the South Seas, where he painted his best~kmown pictures.

His life work may be considered as part of the reaction against Impressiol

The romanticism of his 1i e and his art had a strong influence on later painters.

<

: &
PICTURE [fi25) Arears, 1892
\_7

Painted in Tahiti where Gauguin had fled to escape civilization.

The formal beauty of his pictures not only justifies the pictorial
aims which he had, but establishes him as one of the greatest

masters of formal artistry in Western painting. This is a picture :
of gentle, unhurried, flower-strewn life painted in patterns of
flet, bolcd colors. Sometimes to increase decorative effects Gauguin ';
used "unnatursl" colors as in the blue tree trunk. or the red dog. ;

PICTURE i26_a Ta Matete, 1892

The subject is Tahitian but Gauguin perhaps had in mind the flat

patterns made by Egyptian figures with their heads in profile, their =

shoulders full-face, and their stiff angular gestures. -

PICTURE #27% Horsemen on the Beach, 1902; original in the Folkwang Museum, Essen,

L

Germany .

Gavguin liked large areas of solid color. Yet he endowed these

color areas with & lightness and a piquancy as original and exotie

as their shapes. Notice the charming character of the pink foreground ;
the radiant brown of the earth, the peculiar hue of the sea. He made
use of the Impressionist technique to & certain extent to achieve the

effects.
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SEURAT, pronounced "Sirrah"; painted in France from 1880-1891.

Georges Seurat, whose name is perhaps first associated with the invention

of "pointillism", the terminus of Impressionism, is now, for other reasons, recog-
nized as one of the most important artists of the 19th century who "helped to chﬂngﬁ'_%
the entire course of Western paintina.”l His main effort, to develop &n absolute
formule for painting pictures, inspired by the desire to bring painting within the
veach of the layman, ended in no more {or less) than the establishment of a definite
scientific technique for the applicetion of color and perhaps the highest standard
of craftsmanship in picture painting of our time. From the layman's point of view,
this left secret only the means whereby he might create and arrange the various
elements to be painted into a unified pictorial design.

But if he neglected to provide a formule for this essential factor in the
creation of a work of art, he did not lack in inspiration and genius to provide it
in work of his own. His pictures are masterpieces of formal design, in which definite
principles of picture construction are rigorously observed and the formal integrity :
of represented objects never lost or violeted. On the contrary they are most ex-
quisitely planned and worked out. This emphasis on deliberate construction heralds
the emergence, perallel to that of Cezanne, from the vices of later Impressionist
painting with its formlessness, its emphasis on incidental effects of light, and its 3
indifference to selection. It leads the way into the rationalistic discovery and
movement of later generstions and has provided one of the main sources of positive
inspiration for those who have wrestled with the formal problems of the 20th centurys =

Seurat's career ves tgically brief. He died at 32, after only 11 full :
years of work. As can be well seen from his work he was dominated by & passion for

system and order.

1James Laver, French Painting and the 19th Century. Botsford, London, 1937
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(Seurat, Cont'd.)

He took the small brush strokes of the Impressionists and made them

into dots of the same size. Each dot is a light or dark shade of one of the six

"primary" colors - blue, yellow, red, green, violet and orange. His compositions,

his method seems over-scientific, Seurat painted several of the most beautiful
pictures of modern times. To many artists of today he is the supreme example of
intelligence and discipline.

PICTURE €'24.. Three Models, 1888, original in the Museum of the Barnes Foundation,
: Merion, Pa.
Remerksble for the consistency of its technique of little dots of
pure color, the complex but clearly solved composition, and especia
for the cool, almost classical seremity of the whole. In the

original the figures are almost life size.
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CEZARNE .

Pronounced "Sayzamme"; painted from 1865 to 1906 at first in Peris and
then in the south of France.

A new almost mystic concept both of the structure of natural objects and
of space and & revolutionizing approach to the problems of pictorial representation

to express t.hs*s conceptg. — (and further a strong reassertion of the importance of .|
————————

I
objective pictorial design and of the perfect equilibrium of the picture's compositimnl l

whole) =- these achievements of profound ori;r,inality and wique significance in the . k|
history of painting establish Cezanne as one of the .greatest innovators of modern |
times.

These innovations meant two things: they rescued painting from the lush,
almost sentimental formlessness of later impressionism, and at the same time pointed
the way to an altogether new highway for the future of pictorial art. ? -

What did "space" (and "structure") in painting mesn up to Cezanne's time?~

Na't.mlis‘t.lc space, which you can see with your eyes; the finite cubic capacity of

a bottle, a house, a flgure, t.be measured objective distence and expense of a field,

a road, a sky; the illusion of organic solidity and structure purely through a

literal representetion of the objects surface appearance.

enlarged
To expre ;s his new/sense of space and structure Cezanne went behind appear-

ance. He showed that the objects inner being, like the soul of man, has limitless

possibilities of extension, and this being and its extension can be expressed formally.s
. As a result, the statusof the tursl object rose from that of & mere oec.ar_'g_t'rvu‘detaiil'--l
to one of high emotional and philosophical significance. Instead of painting and :

drawing closed forms he opened tuem up, multiplying, extending certein aspects that

suggested themselves to his mind in their relation to surrounding objects, all in the

effort to capture the imner secret of its life as well as form, The number and variety |

of opportunities for pictorial motives opened up by this approach was so tremendous
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(Cezenne, Cont'd.)

that the whole of modern pesinting after Cezanne has not yet exhausted them and

perhaps also accounts for Cezanne's own feeling that he could never complete

his wcrki that, as he said, he could move his easel two inches after completing

one picture and begin another totally different from the firstﬁ

(By the same method Cezanne revealed new sense of st;ucture. Structure,
obviously, is an inner thing. Cezanne went after it by penetrating the innmer natnréi.
of objects, by sacrificing the externsl image to the purpose of capturing an aware—
ness of the whole).

Cezanne did not errive at his discoveries suddenly. His life is a story
of long and painsteking self-application in which his way wes only gradually revealaiﬁ
to him. His latest work where we find the most developed expression of his ideas '*;
is the result of & long dedication and travail.

Cezanne cdeveloped an original color technique but he was even more impor— ‘i
tant in turning younger artists to new problems of composition and design. He

said: "I wish to make of Impresgsionism something solid and permenent, like the

art of the museums."

back of his head some composition by Titian or Fubens. But Cezanne omits their
delight in the sensuous beauty of flesh and foliage and concentrates upon the

aesthetic besuty of line, shape, color and space. In The Red Waistcoat this inter

in design leads him to draw with an anguler line, and model with facets or planes.

These angles and planes made Cezanne one of the ancestors of Cubism (Section II) but
his influence extended far beyond Cubism and then fell upon most of the important

peinters of the first quarter of our own century.

PICTURE #19. Still Life with Jug, about 1870, collection G. Bernheim de Villers,F

Painted in Ceszanne's early, rather heavy technique. The thick paint

v

strong contrasts of light and shade give an effect of solidity and
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(Cezanne, Cont'd.)

massiveness, although this is far removed in technique and way
of seeing from his later work.
PICTURE #20. Lar dith Houses, 1879, original in the National Gallery,

RS 7 ¥, fiﬂ
Much more advenced, refined in vision and technigue. Space and so
— -

\ _ .
forms constructed by light-toned, thinly painted cclor‘\planas. ciure
1 —

spece carefully organized; unity of whole; fullness of special divis:
Study the picture for five minutes and you will feel the planes
gradually taking their places in a2 beautifully order space. Cmpare_' i -h.

this in technigue with the early S5till Life.

PICTURE #21. The Judgment of Paris, about}885, original in private collection.
In Cezanne's rgl}id_}fa_{'igyaff:- _p;lnt_.i_ng we approach the essence of his =8 |
discoveries as a great innovator. Here we see him trying to capture ! '.
the formal significance of the figures by going "beyond" their 3
appearance., The left calf of the central figure is intentionally

enlerged because to Cezanne's vision in relation to the half-clad

figure and the dark mass on its right it was that large. He is 3

"

trying to perfect the equilibrium of formal relstions in his picture = 4
and to do so he realizes he must go beyond naturalistic proportions. =
Furthermore, by doing so he is attempting to enhance the reality

of the figures themselves. His outlines of the central figure are

L

left open - as though he were almost seeing it not from one but from .
several points of view. As a result the imagination is stimulated and’

RIS LY )
our awarenese of its existence greatly incressed. Note the massives=

€ Jods

ness of the arms and upper frame.
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PICTURE f22,

(Cezanne, Cont'd,)

The Red Waistcoat, about 1888; original in private collection.

PICTURE #25,

Anguler in composition. Emphasis on formel masses by flat
plenes or patches of color. This technigue as well as the idea
of capturing more than the surface appearance of the subject

later inspired the Cubists who developed Cezanne's discoveries.

A Village of Pr 2¢_Seen Through the Trees, about 1890-93;
original in the Bignowg Gallery Collection, New York

The description of The Judgment of Paris, No. 21, applies also
here. In this picture we have Cezanne's e;periments carried to a
point of high perfection. It is also a work of great artistic
beauty, of strength, of calm, of friendly harmonies of color end
form, and of philosophic suggestiveness.

r ,f._) >

L=
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Pronounced "Ren-wahr"; painted in France from 1860 to 1919.

Renoir followed - along individual development as a painter. He is femed
for his brilliant portrayals of the engaging bourgeois life along boulevards, in
the parks and cafés of Paris, always drawing close to the spirit and personality
of the crowds which he found everywhere, end pervading all with an air of charm,
of festivity,of color and human attractiveness. He began as an Impressionist
of which period in his development -"m‘geﬂ Paris Boulggg_x‘g,%ia an example.
It is in the full Impressionist tradition of & scene bathed in atmosphere, its de-
tails merely suggested by strokes and dashes of color in juxtaposition to one
ano'tber./ The larger number of boulevard and cafe scenes are also Impressionistic

ho .
in their technique, a snapshot glance of a scene ¥{ with particular attention to

e :
the problems of composition or picture organization, but enchanting in aedr details./

But like others of the so-called post-Impressionists, he grew out_gf thi;.}_
‘1—0!4.
style and began to concentrate more rigorously on problems of form and building

up & unified canvas, keeping at the same time much of the Impressionist color
i —— mcr‘fn ‘-“ ll - rd
technique and-i:aﬂa:n-ue&ng the sensuous qualities in nature for which he had grea'b o,

AedaiatR

attectment+ His colur grew richer until it burst into a full-throated joyous

song., To express his deep joy in the colorI of trees, he turned their yellow greens
into emerald and cast their shadows in purple. The pink color of flesh he worked

over until it became luminous red, his forms as well, whether fruit, or trees or

P o fgpons ]
womer; grew rounder and fuller and more solid in harmonious accord with the ripeness =
of hig color. /More and more he painted figures, to natural backgrounds or within
interiorsk bringing out the richest qualities of organic textures and forms. He
studied the works 01 m.aste“ in-ilje pusl assiduously and was a great dsvot.seﬁ of thn h

museums ,

Pictures. (Bee—No+8—omi)—
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(Renoir, Cont'd.)

o~

cued)

PICTURE #13. Paris Boulevard, 1875, original in private collection, Switzerland.

The bewitching atmosphere of Paris in the springtime - caught through

the impressionistic use of soft yellows, greens, and blues. Impression
was admirably adapted to rendering moods of time and place such as this. 1
In its use here we see it at its best and most characteristic — the
painting of light itself, not, as with Courbet, the subject in light,

but the color richness of the film of atmos;l’lere.»?ax of substance of

wheels - they are suggested, not drawn.

PICIURE #14, Vemice, 1881 | (uind i Dudbetieng GO Boile. Q)

A later sketch in richer color scheme and with freer handling of subject.

This picture shows Renoir on his way out of Impressionism. One feels _
the lushness of later Impressionism, but also a new sense of pictorial
unity. There are parts painted im which have no representational

function at all, but rather th.at purely of rounding out the formal lmi‘lw
of the picture. The more exact adherance to the appearance of nature
(through light) is left behind.

PICTURE #15. _Girl Combing Hair, about 1885

A new and developed fullness of style. The whole picture in unity.
Developed relation of all parts. Dominance of the subject. Beautiful
rhytams of the limbs. Drawn with a broad sweeping line and painted with

a sensuous delight in the texture of flesh and hair,

PICTURE #16. Women and Children, sbout 1895

A later composition in which the figures and foliage form a warm luscious

harmony ,
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DEGAS, pronounced "Day-ga", or "Day-gahz"; painted in Paris from 1856 to 1917.

An artist of great resourcefulness and intelligence, possessing at the
same time keenest sensibilities for the lyrical beauty of color and form, Degas

combined an understending of the positive aspects of Impressionism with an original

insight of his own, to create works of truly classic perfection and warmth of feelings

He studied the peintings and drawings of Corot, of Ingres and many of the old masterss
He developed prodigious skill as draughtsman and during i’-b-eg;‘;ﬁod of his career he
was continually on the watch for difficult end interesting problems of figures in
action, such &s race horses and dancing girls. He discovered strange unexpected
movements and positions which the public thought impossible until the camera proved
that the artist was right. But he did not stop at making sketches of figures in X
arrested ection. He built them intd ‘positions and petterns as beautiful and original
as the figures themselves. In his pictures one finds both plasticity and depth, keen
ception of dramatic contrasts between colored light and colored shade, & refined yet 8
robust piquancy of color, a modified use of Impressionist technique for the emphasiz
and not the obscuring of form, snd finally the pestel medium developed into a full-

bodied convincing picture technique.

PICTURE #11. Race Horses or Jockeys in the Field.
The nervous, prancing horses and the alert jockeys offered problems
of action which fascinated Degas. He mastered them supremely thmugh .-'
his power of observation and draughtsmenship. Beewbsful-sesthetic
qualities. in-eclor, organization.

PICTURE #12., Two Dancers. Wet Pastel. This magnificent picture achieves the

t level of great art not only in the motions of caught action, but in
v iy

L

M- the use of these means as points of departure for formal motifs of

the highest beauty. That Degas was not merely aiming at the repre-




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY 1.1.42.2.2

(Degas, Cont'd.)

sentetion of motion is shown by the fact that the figures and limbs
are cut off at certsin points by the frame to emphasize the dramatic
form and character of verious lines and masses. Color of the purest

fragrance and beauty. A masterpiece of color and formal design.
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PISSARRO, painted in France between 1855 and 1903, pronounced "Peezarro".

Jewish father in 1830, He is to be ranked among the great Impressionist paintersy-
Zng-Wenet,  He wag "a master craftsman of form, who with the others of Wis and the . 'f
o .
}lﬂﬂiﬂﬁ-generation ; Teft tradition in search of new realms to conguer.! '/I'le develoM'
an impressionist technique of high perfection and beauty and always defended his -8
colleagues, whenever their work came under the criticism of the aga.demicians and the
juries of the Salon of his time. He exhibited in the Salon des Refusé‘és along with
Corot, Delacroix and Manet during the bitter controversies of the 60's and greatly
admired the work of these artists before they were officially recognized. His life,

as was true of the other independent painters of his time, was one of struggle, not only

for acceptance but for the mere bread and butter essentials of existence. For thirty

years he was forced to peddle his pictures from door to door and seldom was he able to " =
keep apace of his creditors./ln 1884 he wrote to Monet,"I can go no farther. I am at ‘
my wit's end."” "....In Rouen ~  they would heave rotten apples at me...We are still I
outcasts and vagabonds....It is impossible for an art which upsets so many old convictic :
to win general approval, especially at Rouen, the country of Flaubert, whom they dare 5
not own/ “No, your bourgeois is a bourgeois, from the tips of-his toes-to the fagr ot~ _
fiis herafé! Tell Gauguin that after thirty years of painting I am quite on the rocks.® .
Only in 1890 did his work begin to find a market. Then,“buteenEy=tiers for
the last ten years of his life,he was free to work as he chose.

He was a prolific worker who devoted himself to etching, drypoint, engraving y

and lithography as well as painting. He was Monet's senior by ten years.

Source - A. Tabarant &nw,._
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(Pissarro, Cont'd.)

Boulevard des Iteliens by Night, original in National Callery, Lond

High Impressionism. Luminous #7 color, more remarkable fomsbhe

o~
fact that it ds a night scene. Power 6f suggestiony yet=camplete.

abgence of definition. The warm glow of

at night captured in all of its charms:
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Pronounced "Monay"; peinted in France from 1860 to 1925.

4t was Manet who summed up ohe of the main objectives of Impressionism
when he said: "The principsl persdn in the picture is the light." Clsude Konet,
lianet's discigle end friend, Afo became the leading exponent of the Impressionist
school that followed, together with rissarro, Sisley and other Impressionist paint'
developed this theory of painting light. <They broke up Menet's bright: patches of
color into tiny strokes of contrasting colors, which, seen together, produced the
same effect. ‘They tried to meke puint on canvas seem &8s brillisnt as light, even

outdoor sunlight.

SEPARATE \LABEL

" S Sonét continued to paint as an Impressionist during his long career
of sixty-five -yaars. But with him were associated three greater artists--Degas,
Reno\ir and Cézanne--who soon broke sway from Impressionism because they felt it
to be\.t}oo Amsubstedtisl, too lucking in structure, like shimmering clothes

unsupponted by & body of flesh and bones.

et/ \
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VAN GOGH, pein‘bed in Holland end France from 1860 t,o 1890. v, e
7-’_‘-{ ;“U: feA el P Db ey 18 A ’,’ g,du/ .,{A.{M ‘
M ﬁi-cf '(c G cee et BH Vice /' a IWA_ .

L A

Throughout his 1ife van Gogh was consumed by & deep &nd overwhelming religious
* fervour. For a time he laboured es &n evangelist, preaching to Belgisn miners,

but soon turned to painting as a means of expressing his agony of spirit.

Leaving his native Hollend he went to Paris to join his brother Theo, &n
who
art dealer,/introduced him to the leaders of Impressionism, to Seurat, Gauguin
el Otbel":ﬁ. 8.2 . J . “ 'r,. 2. Ay .._/,»3‘. :-Z:z
Ao S

&E the Inpressionis‘t dots grew into whirling, vibrating ribbons of color,feor
gl coedd not contrel-his brush. The crude gaiety of
Japanese prints which flooded the market in Paris at that time revealed to
him new possibilities in patterns of color. In the brilliant sunlight of
ot etd

Provence he diseevered the rich colors, peinting furiously .and-comtinuously

in bold peatches of scarlet, startling greens, blue, orange and sulphur yellows.

-hl‘bHds innfer torment finelly drove him to insanity - epileptic fits seized

him and he spent the last two years of his 1life in an asylum at St. Rgmy

and &t Auvers under the care of Dr. Gachet. In July, 1890 he shot himself,
lesving this last note to his brother "my own work. I am risking my life for

it end my reason has half-foundered in it."
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. K < IMPRESSIONISM

Impressionism represented a continuation of Manet's revolt against the
classic tradition in French painting. oy

Taking their cue from luscer and the Pre-Raphaeclites in England the young

painters Monet, Pissarro and Sisley began to paint out-of-door subjects by means of"-k

"divided color". They discovered that small patches or dots of pure color juxtipoaea“

with one another on the canvas blended when seen at a distance and had a sparkle
and brilliance which mixed colors did not./ Accordingly they restricted their palett
to primary yellows, oranges, reds, blues and greens and concentrated exclusively on
the problem of expressing nature not as it "existed" in three-dimensional reality, .
but as an aspect of light. They recorded their impression of an object at a given |
moment under the light conditions of that moment. The object in nature therefore 'n"t_l;‘.
no longer the subject of the picture, but the impression of that object in light or
light itself.

Although ridiculed at first, the work of the Impressionists slowly gained
recognition. Ultimately, however, it developed an academy of its own against which
the painters of the £0th century, especislly the Fauves and the Cubists, rose inm

revolt.
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Pronounced "Dellakrwa", painted in France between 1820 and 1863.

DELACROIX

Delacroix was chosen to introduce this Survey of Modern Painting because
he ie perhaps the first ancestor in direct line to, the innovetors of the 18th and
20th centuries. He wes a great emancipstor, mw away from the rigid
specifications of subject matter, picture organization, and emotional reserve by
which the French Classic Tradition had immobilized painting, m_mmmwh ';
death.of Ingres in 1867. He turned instead to romantic subjects, composed his pietw
in a bold swashbuckling manner.] Partly through the inspiration of the Englishman, |
Constable, he also developed & technique of open brushwork and the free juxtiposition ‘
of pure colors on the canves. This brought him the vicious reproach of the academi- F
cians of his day but profoundly influenced the method of the mostAmportant 19th cen

work after him. In his work one finds the germs of Impressionism. ;-

PICTURE #1. Sketch for the Massacre of Scio, about 1835(2) ( or:l.ginal in
the Louvre, Paris(?))
This theme, which became the subject of the great paintingbf
the same hame in the Louvre, Paris - the painting which the
artist Gros too hastily celled the "Massacre of Painting" -
Delacroix worked upon in many separate sketches of which thi!

~ v ——

is one, It-chows ids %ﬂm OMENEIEEAVENT e obive

tdo M'l_nummdm of the NEaT FASt §U5]e

with the formalized classical-composition—{below)einsuhich-the
lifeless Clgures are arranged-according to rigid -specificadions
~of drawiag and design, -This-pieture-was—paimbed=ty=

Delacroix!s contenporaty’: T shows-what-amaster-Delz
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Pronounced "Koorbay", painted in France and Switzerland between 1840(%)

Terme—associated-with-Gourhet's 1ife and w .
‘naturel,laateriatien'; “tire impression of objects in-lightt;—PeoCtET TEHTTEmie—
"mebility—of work!l, Msocisl justice', "emancipation of.the-messes®™: Courbet said,

"Only things seen should be painted - invent nothing; the function of the ima,ginstio‘ﬁ

is to find the fullest expression of the chosen subject." Among artists he was one
of the most wholesome influences of the 19th century.- His strong realism repre&eu_t’lg{
& bold resistance to the disillusionment and sentimentality which came in with the
dying olcer traditions of his timeg i 8 A
MMMM /J Hé® monumental land and sea-scapes,

“hi= robust t‘igures, hiq welcone accept-s.nce and solid tmm'of 't.hemes of wery

day life.xhaw t.hat. he was deeply concerned with the poaitive valu.es of

;~their
mf»?a( /f""d &2 /A & Jrette s X /ecﬂ:’!‘(,d{ ((f{/f. =g
m alRoEt aM—eofihio-york—there M“M-&W
aRareness trersformed—imwbo-a—profound uubﬂ&tymmm?nu
work has influenced such painters as Derzin and, in their early stages, Monet and Re
PICTURE #2. Woods of Fontainbleau, about 1850-80, original in Cerlsberg Glyp—

tothek, Copenhagen. Fine example of Courbet's naturalism, S

’ L

monumentality of his conception of nature; his. technique of
Lcler Ergler;

representing the impression of objects - in this case the leaves

and trees if the forest . undewddphéy the stremg—weld=ior
of Bla-mgri-even though he PEITUE M ST II Umirewr-opiotohes—abe

eulor.
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DAUMIER - pronounced "Bomeyey," worked in Paris from 1830 to 1879.

s : 3 A - . 4
Honore Deumier was the preatestof the 19th century carieaturists, He made
over 5,000 drawings for newspapers snd magazines which Were se—edeves—in

ol

Y Y =

Srp-thetreticeo e Life sbout=hing 50 laring in their satire and merciless

in showing wp the infariss and absurdities of trddition that he was omne of the

most hated and feared people of time. IHe aimed particularly et the

academicians, the lawyers and government officials, and when the issue Justifie
he did not hesitate to attack the King hi

he was put into jail for several months.

But Daumisr was really more interssted in painting than caricaturs although
during kis 1ifetime ondy a few friemds found his oild of much value. Today

. 5
the Crispin end Seepin and Drema 'are considered amons the masterpieces of 19th =

century painting. In his love of dramatic chiaroscuro we see the direct infl

of Rembrandt; in his mastery of composition even his conterporaries compared h m
to Rembrandt. (chek this statementl)

2 contrast to Corot wiose art is quiet, iodommwsd unconcerned with the emotions

of living, Daumier was pessioniitely interested in humanity, violently concernsd

tures are egually remarkable for their superb draughtsmenship, deep coler,

guality of painting, moving cont

rests of light and shade and noble composition -

built on p

. ! o
proportions of his figuresfgmad general monumental effect of even his small
pictures is attributable technically to the great cere and economy with which

re chogses: the elements of his composition and the severity with shish he

elimil.:,-.‘ce; all irrelevant detail,

*(insert) - he painted the excitfed audience in the "peanut gallery™ or the

tired washewomen plodding home at ai
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" o
¢ - Dremay sbout 1860, original in he Few State Gallery, Ninieh.

Daumier saw drama not only on the stage but in the gallery,
This is but one of many pict raveal his profound interest

in humanity.

#5 - On & Bridge at Night, sbout 1865, orizinal in the. Phillips Memorial
Gallery, Washington, D.C.

A small picture, but grandly designed in form and movement,

Crispin and Scapin, aboub 1865, original in the Louvre, Paris

These two whipsering comedians are not drawn from life but are
inventions - powerful masks born of Daumier's insight into human
character and made real by a draughtsmanship of supreme vitality

and intelligence.
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Pronounced "Monay"; painted in France from 1860 to 1925.

It was l@tt who summed up one of the main objectives of };npref?aionism
when he said: "The principel person in the picture is the light." '_.:ﬁt:eii-‘!!anet'a
disciple and friend, who became the leading exponent of the Impressionist school
that followed, together with Pissarro, Sisley end other Impressionist painters, de-
veloped this theory of painting light. They broke up Manet's bright patches of
color into tiny strokes of contrasting colors, which, seen together, produced the

same effect. They tried to make paint on canvas seem &s brilliant as light, even

outdoor sunlight.

e esd
,wu

B

PICTURE #9. Summerl,f}T&M, original in the Picture Gallery, Stuttgart, Germeny

The Impressionists paid grest attention to the changing aspects oi’c.

light during the dey. Here we have & landscape under the in
Tur Grta Ors p,xm’iea‘ mqa(.l‘w
; - : , . dazzling light of & summer noon, ] 3 s
Lf\l-fl,'r Ge TTha¥Y ot a LlUly au-bE, . i4y vithattieg ey Bee % ool €8l o bLbA tM,"l\M C‘JL—-""'M

L{f‘a 9 .*_‘,--.':-.\r--'-uff bt tiny-strokes of pure-color. The effect is ong ofugnestemmitenes— 3
@ndewdbweney. In their early work the Impressionists were more .
deliberate in their application of color, the structure of objects

appeared more solid, the organizetion of the picture more firm,

e than later.

PICTURE #10. The Doge's Falace, 1908, original in private collection, Berlin.

An example of Monet's leter work. The 'beau‘t.iful Doge's Falace,
[ lan

enveloped in the watery atmosphere of ‘-'enice;\ -Barly evening,
~Btriuctire, even plrbure-orgenization.bave heen relegated-bo=the N
background. One feels only light end atmosphere through which

& miruge-like vision of the palace and ﬁ.‘hl 8L
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CUROT, pronounced "Coro"; painted principally in France between 1820 and 1875.

Camille Corot wes not able to sell a picture until after he had been painting

for over twenty years. His early landecapes, peinted after & trip to Italy, show
the same pleasure in piling up planes &nd masses which we find in Giotte or Poussin
before him, Cézanne, Derain and Picasso after him. Leter he painted in the style

of the Dance of the Nymphs, today one of the most popular of all landscapes. Yet
its soft, misty lighting and silvery grey foliage seemed "unnatursl” to the public of
the 1850's.

Although Corot considered himself to be primarily & painter of landscape, modern
artists have come to value more highly his figure paintinge. The grandeur and repose

of Woman with & Pearl Ring, reminds one of Leonardo!s Mona Lisa but its spirit is

gimpler and more intimate.

WOMAN WITH A PEARL RING, oil, about 1870, original in the Louvre, Paris.

The most famous of Corot's figure peintings. It represents the classical spirit in

nineteenth century painting at its beet.
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Pronounced "Coro", psinted principally in France between 1820 and 1875.
Corot'!s work as a painter has a curious development, It begins with
strongly naturalistic landscapes, of cities and fields under blue skies with a
emphagis on material character and the boxlike shapes of buildings. It ends on 'ﬁu
one hand with dreamy landscapes whose trses and figures almost dissolve in an atmos—
phere of ethereal fragrance and on the other with symbolical portraits richly paintﬁ

but overborne with the weight of asadness and regret. There are a number of e

of this development. One is that although his technique becomes more brilliant ml!"'

resourceful, his faith in life and nature is gradually undermined by the currents of v
disillusionment of his time and he lapses into the sentimentality of an inner Imrlﬂ' -." (
of sighs. Yet whatever is at the root of this change he is one of the most impar‘l:aﬁ
and influential artists to the painters of e following generationg .

His early landscapes influenced the vision of Courbet. Renoir, in his hnds-
scapes of the 70's, learned much from him. Pissarro and Monet's early landscapes &
also based on Corot's teaching. Degas knew and emulated his figure paintings and, i
today, Derain, Segonzac, L'Hote and Berard all declare their debt to him. Negative
Delacroix and hosts of other artists in France, Germany and America were misled by .
the pitfalls of his later landscape style, yet the near-Impressionism of that
ih his later work was founded on profound knowledge and comprises what hag been &
his most original,although not his most important ¢ contribution to modern pa:lnt:mg,.-

PICTURE #3.

'&{ém‘;‘“#?'/l
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DAUMIER, pronounced "Domeyay"; worked in Paris from 1830 to 1879.

In contrast to Corot whose art is quiet, balanced, unconcerned with the emotions

of living - in the best sense classical - Daumier was a romantic, FI#M

with a vest and unfailing sense of comedy. His pictures are equally remesrksble
for their superb draughtsmenship, deep color, quality of paint, moving contrasts
of light and shade and noble compositions built on powerful thrusting diagonals.
In his love of drematic chiaroscuro we see the direct influence of Rembrandt; J:A
his mastery of composition even his contemporaries compere/him to Michelangelo.
But Daumier's peinting has never been as well known as his work for the news—
pepers and magazines to which he contributed over 5,000 drawings during his
lifetime. He is acknowledged the greatest of 19th century caricaturists. His
drawings were so daring in their satire, so merciless in showing up the infamies
&nd absurdities of tredition that he was one of the most hated and feared people
of his time. He aimed perticularly at the academiciens, the lawyers and govern—
ment officlasf and for one cartoon of the King of France gwas put into jail

for several months.

DRAMA, oil, about 1860, original in the New State Gallery, Munich

Daumier saw drams not only on the stage but in the gallery.

CRISPIN AND SCAPIN, oil, abofit 16865, original in the Louvre, Paris.
These two whispering comedians are not drawn from life but are inventions -
powerful geks born of Deumier's imaginstion and made resl by a dreughtsmanship

of supreme vitelity and intelligence.
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DAUMIFR
Pronounced "Domeyay", worked in Paris from 1820 to 1879.
Honore Daumier was the greatest of the 19th century caricaturists. He

made over 5,000 drawings for newspspers and megazines which were so clever in

rendering the truth of life about him, so daring in their satire and merciless in

showing up the infamies and absurdities of tradition that he was one of the most '-
hated and feared people of his time. He aimed perticularly at the acade.t-nicim, ‘!&&ﬁ
lawyers and government officisls, snd when the issue justified it he did not hestia
to attack the King himself. For such a breach of propriety he was once thrown in- h
to jail for several months.

But Daumier was really more interested in painting than caricature altho
during his lifetime only a few friends found his oils of much value. Today the

Crispin and Scapin and the Drama are considered among the masterpieces of 19th _. .
century painting. HiE 5tyle -combines-elenents—of —bhe-architecturelstEbITIty of N L
clewricel-art.xith enotional values-of Romentie—painbing . :
The powerfu] proportions of his figures and general monumental effect of
even his small pictures is attributable technically to the great care and Sconow Y

with which he chooses the elements of his composition and the severity with which he
elininates all,details irrelevEMt—to-the-speokel-character of the-swbjectmire-wishos
_&ﬁ"lﬁw. .
PICTUFE #4, Drame, about 1860, original in the New State Gallery, Munich.,
Damier saw dmm.a-t not only on the stage but in the gallery. This
ts-but.one of many pictures which reveal.his-profound interest in
dife. Although he was & satirist and caricatured those about him,
he was a deep lover of humanity .. -ﬁsmm_m _:

e potent®eTillen . 79 despised its perversions.
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PICTURE #5.

PICTURE #6.

DAUMIFR (CONT!'L.)

On a Bridge at Night, about 1865, original in the Phillips

Memorizl Gallery, Washington,

A smsll picture, warm in human feeling, grandly designed in form
and movement. Economy of means. Axchitectura]l =tebibd-ity—ef
TlEseicaT &rbv-eanbined with the emo=swofi-Renanticepadaidng -

Crispin and Scapin, about 1865, original in the Louvre, Paris.

These two whispering comedisng are not drawn from life but are

inventions - powerful masks born of Daumier's insight into humen

-

character and made real by a draughtsmenship of supreme vitality

and intelligence.
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Pronounced "Manay", painted in Paris from 1855 to 1883.

Edouard Manet is one of the outstanding painters of 't.he 19th century.
He was not only a versetile master of his medium and an a'r-tleas craftsman in
transforming nature into pictures of fresh and original beauty. He also broke
the hold of the academic traditions in French art by refusing to sccept the sacred
formules of the time. "He painted scenes of resl 1life in dimensions previously
reserved for historical subjectsp" (Harpers Encyclopedia) and threw consternetion =
into the ranks of critics and public alike by peinting & scene in which two gentle-
men sit down to lunch with a nude woman .Ch ;e was ridiculed and ourtcast- by the . ;
academicians, The younger men - among them Pissarro, Monet, Sisley, Renoir, Degas, ,-
Proust, Zola - found new life and inspiration in his work and came to his side.

Artistically he combined & fresh sense of color end exact observation of
the appearance of things with a mervelous dexterii'y end clarity of _execution in
painting. He tried to simplify what he saw so that one lerge flat brushstroke :
do the work of five eq so to combine two or three strokes of color that they would
even increase the formal significance of an elsborate rendering of details. Mal-r' J
made the public of the 1860's disapprove. of his work because, like Corot, he didn"t
paint in every deteil. Boy with a Fife, for instance, was refused at the official
Salon of 1866.

Under the influence of Hals, El Greco, VelasT.xez and Goya he develdped

technique of open brushwork and becoming interested in the difficult problem of su

ing bright outdoor light by means of pure, high-keyed colors, ultimately ecarried .’ﬂﬁ’ 4

into Impressionism.
He wag never, however, content with mere technical problems and continued

always to paint pictures as clever in composition and gay in spirit as they were ;

brilliant in technique.
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PICTURE #7.

PICTURE

8 .

5L
(Manet, Contsd.)

Boy with a Fife, original in the Louvre, Paris.

Manet achieved significant qualities - plastic effect (roundness),

color richness, interesting form, picture balance and unity -

by means of flat tones or patches of pure color. His sense of formal
proportion and hie fluency of expression are remarkable., As in this
picture, the figures in his early work are something like silhouettes !
against a flat background.

Boating, 1874 original in the New State Gallery, Munich.

The brilliant out~of-d