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INTRODUCTION

I. Youth—Paris—Gustave Moreau—The Louvre—1860-1806.

ikE that of most important living artists the life of Henri-Matisse,’ outside
his activity as an artist, has not been conspicuously eventful. He was born?
at Le Cateau (Cateau-Cambrésis), a small town in Picardy near the cities of
Cambrai and St. Quentin, on the last day of the year 1869. Following his parents’
wishes he went to Paris in 1887 to study law and soon after returned to enter a
lawyer’s office in St. Quentin, but not before he had become infected with an in-
terest in art. During an illness in 18¢o he painted with the aid of a textbook his
first picture, a still life, Two years later he finally turned his back upon deeds,
torts, contracts, and his parents’ plans, and escaped to Paris, to devote himself to
painting.

He worked at first at the Julien Academy and at the Ecole des Beaux-Arts
where Gabriel Ferrier taught from the model and the fashionable Bouguereau
criticized drawings after Greco-Roman plaster casts. Within a month he had
tired of this dull program and began to draw independently in the gallery of
the Beaux-Arts where Gustave Moreau had just become a professor. Moreau
noticed Matisse, liked his work and permitted him to study with his class in
which Marquet and Rouault were already enrolled.

Though a painter of somewhat decadent refinement Moreau was a great
teacher. He encouraged his students to paint, to think in terms of tone and color.
But he also took them continually to the Louvre where with catholic enthusiasm
he discovered for them such diverse masters as Poussin and Memling, Watteau,
Botticelli, Veronese and Chardin. For several years Matisse worked with
Moreau and in the Louvre. So perfect were his copies? after Chardin, Poussin,

e Henri-Matisse was ac
e painter. In spite of
M 1

Heem; P Fruit the State); Concere (
son de Musique, t Légumes, Chardin;
ile de Lague Rouge au Premier Plan), Ch cet (now in the Mairie of Gren
ante, Poussing La ppe, Poussin (destroyed); Balda

+ No. 1 in present exhibition);

Morze (Ta
Na
Raphael; Christ, Phillippe de Ch
(unfinished, No. 3)

Youssin (boughe by

ar Castiglhions

a raie, Chardin
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several were bought by the State. Meap,
Raphael and the Dﬂtch;‘:zt;zf::?ﬁ lives in the manner of Chardin, exhibiting
while he p.untc_d Tfll}:f_ﬂel‘“ S Champ-deMars™ in 1804, and a dozen more
one at the semi-officia hem was perhaps the Still Life with a Tumbler (No, 2
5 Jater. Among them h an extent that he was acty.

t’I‘:::s?:on him popular and critical esteem to suc

omina! embership in the Salon. .
aﬂ);v;l risse‘:idrafi?\rir‘:; under l\fl)oreau liberal as it was as an education among old
a ¢}

i letely unaware of the more advanced art of h.is own
]t?;sf ';ﬁ:a sug:ehr?\r:f Tngpressi'ronism had alreaclly died down; Mfanc_t.. Pl‘mrm'
Renoir, Degas, were middle-aged and were rapidly becoming re_ﬁpmt‘}hm: but
Matisse scarcely knew their names. Van Gogh and Sclurat had died five years
before and Gauguin had escaped to Tahiti, but Matisse had never heard of
them, He was equally unaware of the controversy between the Synthetists and
Neo-Impressionists, then at its height. The former, led by Serusmr{ ;L.ml Maurice
Denis, together with the brilliant youngsters Bonnard and Vuillard, were
disciples of Gauguin's rebellion against the broken color and nervous brushwork
of the Impressionists. Gauguin had taught the virtue of large areas of strong
flat color, a decorative, simplified art with the air of a primitive. The opposing
Neo- Impressionists, captained by Signac and Cross, followed the scientific doL:
trine of Seurat. They made mosaics of painted dots using the six pure ~primary
colors. They believed that they had set in order the haphazard technique of the
Impressionists and had elevated painting from an affair of sensibility to one of
caleulation. Yet Matisse with all this excitement in the air could paint in the
winter of 1806 the sober, conventionally charming little sketch of the Seine
(No. 4). Within ten years he was to pass through these various movements t
discoveries of his own which were to place him at the head of the most shock
ingly advanced group of painters in the world.

1L Impressionism—Simplification— Cézanne—1 896-1902.
In the followirlg summer he worked along the coast of Brittany with a yount
%a;n;e:d g:dfm;}:l’\f?ry who used the brilliant, broken colors of the Impressionists
led Very's palette and returned to Paris with a score of small paintings

very free in brushwork and gay in color
N 5@l o Isle-en (No:
5). The domination of the Louvre was bro[l;o:g e M
Moreau now reminded h :

was high time for him to im that he had been painting for six years and that I

neentrate his experience upon some more ambitios
10

o

project. Hitherto his painting (other than copies) had been confined to modest
still lives, small interiors and landscape studies. Following Moreau’s counsel he
gathered his resources and painted La Desserte (No. 6). The subject recalls
Chardin but the composition and above all the cool color and shimmer of light
suggest the rare interiors of Monet and Sisley. And while the relation between
foreground and background is uncertainly realized the still life is painted with a
robustness never attained by the Impressionists.

La Desserte, exhibited at the “Champ-de-Mars™ of 1897, shocked those who
had most approved of his work of the previous year. Only Moreau defended this
revolutionary outbreak which he preferred to any of Matisse’s earlier paintings.
Nevertheless, strangely enough, the exhibition committee raised him to the
rank of Associate. But it was too late. Matisse turned abruptly from the official
career which lay so clear before him. He determined to follow his own genius,
which soon led him to a familiarity with contemporary taste. He became ac-
quainted with Pissarro, Bonnard, Vuillard and Serusier. At Durand-Ruel and
other dealers' galleries he discovered Daumier, Cézanne, Goya's portraits,
Manet’s Musicians (now in the Chester Dale Collection), and El Greco's View
of Toledo (now in the Metropolitan Museum). His new friends showed him
TJapanese prints. In 188, at Pissarro’s advice he spent a week in London studying
the Turners in the Tate Gallery.

In the same year Moreau died and Matisse, increasingly anathema to the
academic, was forbidden the Ecole des Beaux-Arts. For a time he worked from
the model in Carriére’s studio where he came to know Laprade, Jean Puy, Jean
Biette and a little later, Derain. When Carriére closed his atelier the group
pooled resources to hire their own model from which they painted in Biette's
studio. In spite of his poverty Matisse bought a small Cézanne Baigneuses which
he still treasures in his studio at Nice. He was able to make a little money by
painting with Marquet on ceiling decorations for the Paris Exposition of 1900,

Meanwhile Matisse’s style had changed markedly from La Desserte of 18¢7.
In the winter of 1898, spent in Corsica, he had painted landscapes in a manner
much bolder than those of Brittany. At Biette’s studio in the same year he pro-
duced a series of figure studies, among them a life-size figure of a man painted en-
tirely in large Cézanne-like planes of blue. According to Marquet* and Derain

4. Derain write

rs d"Art, IV year, 1939, No, 6, p. 268): “En fai, dés 1000, le sore du fauvisme fais néglé. [l 'y

en cet tempy.” Marquet writes (Cahiers d"Are, ibid,

I'Exp

evx seuls peintres d nous exprimer par tons purs, remontent d rgor.”

808, dans ce qu'on appela plus tard, la mamére *faure.”

11




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

MoMA Exhs. 13.1

i inti ich was subsequently to he

inni kind of painting whic

these mark the bEng}?emBgnzfg: of gaimlMtchel (No. 7) of 1900 comes at the very

called *fauvisme. iod of strong, pure color and while its flat tones are con

o O{Jlthis ﬁr:tsxf!:;luedothan tho,se of van Gogh or Gauguin painted a decade
i mor _

r;fee:iaou:ly. its style serves as a point

of departure for that which matures iy
Matisse’s work of five years later.

The work of the years immediate
reaction towards sobriety in color. Car

ly following, however, indicates a curious
melina (No. 8) of oot is painted in

br d ochres with only occasional gentle accents of red. and leuc.. though it
i o 1l Matisse’s work for its vigorous realism. In Notre Dame
mremarkal{ie;g(;“g;r later the discipline of extreme simplification within a
(r::egc)fpﬁ;bm to)rrxes is continued as if the paim:erT had iorgz.gtt;n }:11:‘ h.rgti
keyed impressionist palette of the late nineties. The Notre Da = {)1 0 2 mae
very clearly an act of conscious synthesis, an attamment, to L.lr.x hY ‘ft_m.t_? ole‘n.
words of “'that state of condensation of sensations wlpch c‘c?nfntu tes a picture.
Already Moreau's prophecy about Matisse was realized: **Vous allez simp
la peinture.”

IIL. Neo-Impressionism—Toward “Fauvisme —I1903—1905.

But Matisse’s first one man exhibition at Vollard's in 1904 revealed an en-
tirely different kind of experiment. Matisse had known Signac and Cm.&a_:or
some time and had even painted tentatively in the pointillist manner betore
1900. He now set himeelf to master the neo-impressionist technique of brilliant
primary colors applied in regular small spots, a method directly in opposition
both to his work of two years before and of two years later. A few still lifes of

1 1903 approach the rather dull perfection of a Signac oil but already in the small
+  Notre Dame (No. 10) of 1904 one can see how Matisse’s extraordinary sense 0!
color makes of a dry exercise a singing harmony.

In the Pastorale (No. 11) Matisse’s brushstrokes become drawn out 1nto
streaks, Instinctively he transforms Neo- Impressionism somewhat as van ( jogh

§347 bad torn Seurat’s careful mosaics into ribbons eighteen years before. This
:asw:rale lsbz perfect mid’PﬁmF between Matisse’s pointillist period and the
n:laungam sque of sweeping line and flat color of the Joie de Vivre painted the
mx:'vl?;i{éﬁ;clﬂt 'Ell;: h_tara:sition isfurther claﬁﬁe_d by the large Oriental Rugs.
Bl it Nt patterns so frequent in Matisse's later work ar®
partly in flat tones and part s i :

partly in a free spot technique. Its sumptuod

12
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reds are seen again in the Marguerite (No. 12) of 1906, but here the surfaces are
heavily painted and a thick black contour is used to define the face and hands.

A conclusive step is taken in the Young Sailor of the same year (No. 14) in
which the figure is thought of almost as a silhouette of transparently painted
green and blue against a pink background. The major details are drawn in heavy
lines of contrasting green, violet and blue (the lines in the costume are scarcely
visible in a photograph) without any modelling. Undoubtedly there is in the
Young Sailor some influence of Gauguin in pattern and of van Gogh in its cursive
brushwork, but more clearly evident is an admiration for the sweeping curves of
Japanese prints and the flat transparent colors of Persian miniatures and near
eastern pottery which Matisse had studied enthusiastically at the epoch-making
Mohammedan Exhibition of 1003.

The Shchukine Decorations

IV. The Fauves—The Joie de Vivre—The School

Morocco—19
Matisse was now famous. In the year before, at the Salon d' Automne of 1903,
an explosion had occurred which put the young painters Rouault, Derain,
Vlaminck, Manguin, Jean Puy, Marquet and Matisse very much in the public
eye. Their paintings were more violently colored and took more liberties with
“nature” than even those of Cézanne, Gauguin, and van Gogh whose work still

1013,

seemed to most people too bizarre to be taken seriously. In the same room with
their stentorian canvases the sculptor Marque had exhibited a small figure of a
baby in the manner of Donatello. Louis Vauxcelles, the critic, making his rounds
exclaimed, “*Donatello aw miliew des fauves.” (“Donatello in the midst of the
wild beasts!”) Fauvisme became the name of the movement.

It is certain that the young artists were not displeased by the uproar. Never-
theless, the ideas of the Fauves were both serious and plausible. * Fauvisme de-
stroyed the tyranny of divisionism,™ says Matisse. It was a protest against the
niggling technique of Signac and the Neo-Impressionists, in favor of strong
outlines and broad planes of color. It was an assertion of the power of pure colors
which became, in Derain’s words, “like so many sticks of dynamite.” But it was
no mere summons to riot. Resounding color was balanced by constant researches
into the problems of design, not merely decorative design but structural design
as well. Matisse's nineteen copies made in the Louvre were not forgotten nor
was his more recent devotion to Cézanne, that faithful devotee of Poussin. Old
and sound knowledge supported the new and seemingly extravagant doctrine of

13
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- 21d those enthusiasms for the exotic arts of North Africa and ¢,
S an ;
expfw::g:& 5o scandalized the conventmnjal. : : |
Levant - e’s first years of work culminated in La Dc_sseftc of 1897 so his
Justas ::1?:;‘: fauve period came t0 climax in one of his most elaborat
experimen

o : : :hod in 1907. Unfortunately this masterpiece
e th;iolt; i;ev :x?;:i‘b?:'i:::?nly b;rozhc accompanying half-tone, My
e e represenhad Leen at work on the design for over two years, and had mad;
e howc\:zzl,ies of which the Pastorale (No. 1 1), already mentioned, is a varia.
E?Eu:hi completed work a flowing arabesque of line b%nds the earth, trees,
sky ;\nd figures into a continuous rhythm similar to but infinitely more compley
than that of the Young Sailor (No. 14). _ _
In addition to the Joic de Vivre the year 1907 brought forth the Blue .Ny.ie
(No. 15), one of Matisse’s most powerful and most difficult works. Coming after
the flat tones of the Toung Sailor and the Joie de Vivre it seems surprising ints

Jote de Vivre, 1906.0,

BARNES FOUNDATION, MERION, PA,

14

massive sculptural quality, though the sense of solidity is suggested by vigorous
drawing more than by modelling. It is enlightening to recall that it was painted
only after Matisse had been working for some time upon a similar figure in clay
(cf. No. 155). The physical ugliness of the model and the exaggerated drawing
contribute toan effect of savage power rare in Matisse's works. The blue color is
valuable partially as a novel decorative device and more perhaps because it
destroys the realism of the figure.

During the fauve period Matisse found many admirers among students. Mrs.
Michael Stein and Hans Purrmann persuaded Matisse, in the winter of 1907-08,
to open an atelier for teaching. The school soon became only too popular. Over
sixty students were attracted by Matisse’s reputation. Among them, in addi-
tion to Mrs. Stein and Purrmann, were Max Weber, Herr and Frau Moll, and
Joseph Brummer. Maurice Sterne who accompanied Matisse on his first visit to
his new “academy” describes the scene: Matisse entered the room to find that
his students had painted large canvases with distorted shapes and colors that
smote the eye. Without a word he went out to return in a few minutes with a
cast of a Greek head which he put in the center of the room, suggesting that his
too ardent imitators turn their extravagant efforts to the wall and start work on
the cast. The soundness of Matisse’s teaching is further proven by some remarks
recorded by Purrmann: *You must not think that you are committing suicide by
adhering to nature and trying to picture it with exactness. In the beginning you
must subject yourself to the influence of nature. After that you can turn back,
motivate nature and perhaps make it more beautiful. But you must be able to
walk firmly on the ground before you start tight-rope walking. Of course, I think
I could tell you whether you are walking on the rope or whether you are lying
under it, but 1 don’t think that my telling you would be of much intrinsic use.
You must take the controls into your own hands." Matisse did not continue his
school after the winter of 1908-09.

The next three years of Matisse's art were centered about the two famous
decorations, La Danse and La Musique which the Russian collector Shehukine
commissioned for his palace in Moscow. Every effort was made to borrow them
from the Museum of Modern Western Art® where they now hang, but again
half-tones must suffice supplemented fortunately by a large drawing for The
Dance (No. 82), a free copy of a section of The Dance appearing in another pic-

5. The authorities of the Museum of Modern Western Art in Moscow after careful consideration concluded that
they could not spare the:

, the most impartant of their fty-two paintings by Matisse

15




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

Tha Mscaiam ot Modaip Act Archives, NY MoMA Exhs.

13.1

The Dance, 100010, MUSEUM OF MODERN WESTERN ART, MOSCOW
H (FORMERLY 8.1 SHCHUKINE COLLECTION) S1ZE 8 FEET 6 X 12 FEET § 1 INCHES
|

i' ture, Nasturtiums (No. 22), 2 study for Music (No. 16), and more important, ’-!"‘
% large composition, Women by the Sea (No. 17) of 1908 which might almost be the
first in a series of which The Dance, 1909-10, is the second and Music, 1910, the

third.

The composition of the Women by the Sea (No. 17) is the simplest of the tht®
The figures painted in ochre are modelled by heavy violet lines as simply @5 111IJ
sixth century Byzantine mosaic.? The shore, the sea, and the sky make a simpé
triple-banded background, relieved by the single red accent of the turt¥

cation of the ring of dancers in the background of the Joie de Vivre. In this .

p. 167-176.

16

picture among all Matisse's work 1s violent motion a principal theme. Hans
Purrmann’ speaks of Matisse’s long study of the swinging rhythms of the figures,
how he combined all the figures into one with multiple arms and legs, the better
to judge their equilibrium. The continuous flowing current of movement in the
large charcoal drawing (No. 82) clarihes Matisse’s purpose.

The Music is conceived as a static pendant to The Dance. Matisse writes
illuminatingly about the color scheme of these two decorations which were
“made with a beautiful blue for the sky, the bluest of blues (the surface was
TP i mae i . : R colored to saturation, that is to say up toa point where the blue, the 1ge;t of

complex and more dynamic. It is an enlargement and simf absolute blue, appeared conclusively), the green of the trees and the vibrant
vermilion of the bodies. I have attained with these three colors my luminous
harmony as well as a purity of tone.”

7. Hans Parrmann, Andenken der Werkstate Henri-Mutisses—Kunst und Kinstler, Febriary, 1933; Jahrgebiet a0,

coMPARION PiECE TO The Dance

SIZE 5 FEET (6 X 12 FEET § )4 INCHES

7
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In two other paintings, the Nastwni.ums. 1910 {No. 21‘} .1‘11(1 tl_ne Goldfygh i
Sculpture, 1911 (No. 23), Matisse carries out bnllhantl‘y :‘uuces?t ul eXPperimey
with clsa‘r‘ flat colors in @ more complicated variety of tones. Some of the
traits of the period, such as the famous Gl with Green Eyes (No. 19), the Fy,
Moll (No. 18) and the Manila Shaw! (No. 21) are r_emarkablc for an almost g
feiting richness of pigment, a quality also present in that enamel-like little o)
life, The Rose (No. 24). . : _

Matisse spent the winters of 1911 and 1912 in Morocco. Unquestionably
native frescoes of Tangiers with their high-keyed coior_ harmonies and simgly
painted forms had considerable influence upon several of these years' large con.
positions (most of which were almost immediately transported to Moscow by
Morosov and Shehukine). In the following period, however, there is little trog
of Morocco except in subject matter.

V. Austere Form—Restrained Color—Experiment with Abstract Design—
1913-1917.

Between the return from Morocco in 1913 and the first winter at Nice in 19
Matisse worked with a power of invention and an austerity of style scarcel
equalled at any other time in his career. As a result, this period has never hean
as popular in America, nor for that matter in Europe, as have both earlier and
later phases of his work. '

There is an almost forbidding asceticism in the Woman on a High Stool (No
25) sz 1913 }”ith i_ts gray tone and angular rigidity. The [talian Woman (Na
;Elerez:lgi:t;:? 11:1;::: :.-;lr;l disem:?odied as a Byzantine saint ;md much 11;“:
monies of the previous dgcaosz 3SBI Matisse had renounced the Iull'\'c:nuj'f\l [|Jll
(No. 26) of 1914 is resonant with ut-not en_nreb:_ The Interior with (_:_t.}ff hc
display of scarlet jewels. By 1th a bll_ie which is l?ke a velvet cushu_m«wl o

Jewels. But the blue is deep both in tone and space. Goné ¥

the shallow fresco-lik ;
and the Dance (ND(; ;;)I‘GHES of the 1011 Gg[,_[ﬁsh (No. 23) or the Nasturtu

Durin .
inﬂumc&%ltc;f::: ]1::3:}!;56 c;n:ne closest to abstract design. Doubtless he W‘
to the same extent as dig Pic‘;:g(:sts, but he never destroyed the patural Im::p
' $52's most abt and Braque_l The Head, White and Rose :
complete success, for the Fact compositions but one which is scarc "
geometric cage seems somewhat superficially appl® :

e ﬁ‘equzntly h :

ears Matisse® ;

1555 experiments in abstract design dismiss®
18

“unfortunate” or “halfunderstood.” On the contrary several of them are
among his most magnificent achievements. One may recall the large Sull Life
of 1916 formerly in the Quinn collection, painted with an even richer palette
than the sumptuous Window (No. 37) of the Detroit Museum. To these one
may add three other semi-abstract compositions on a grand scale, the Music
Lesson and the Girls Bathing, both in the Paul Guillaume Collection, and the
Moroccans in the present exhibition.

In the Moroccans (No. 31) the extremely stylized treatment of the architec-
ture, flowers, pile of melons, and figures seems consistent and convincing,
clarified, as it is, by characteristically restrained color. The Moroccans 1s also
remarkable for the centrifugal quality of its design. The center of the picture 1s
almost a void while the activity is distributed to the four corners of the huge
canvas. This same quality is epitomized in The Gourds (No. 30) in which the
objects are reduced to absolute essentials and intensified by isolation. One is
reminded of the “still life™ so sparsely distributed on the tables of mediaeval
frescoes of the Last Supper.

The year 1916 is rich in other masterly paintings such as the spacious and
subtly colored Studio (No. 35), the somberly elegant Portrait of Mme P. (No.
33) and the Green Dress (No. 34) with its superb balance green and rose
against black, and the almost Persian Lorette (No. 32).

V1. The Studio at Nice—Relaxation—Gay, Decorative, More Realistic Style—
10171025

In 1917 Matisse left Paris to live for the larger part of each subsequent year in
Nice. Gradually a different feeling invades his work caused perhaps by removal
from the war-clouded atmosphere of the North aided by the sunlit climate of the
Riviera.

The Seated Nude (No. 30) and the Pewter Vase (No. 44) recall the severity of
the previous years but a note of voluptuous, almost frivolous gaiety appears in
the Antoinette (No. 46) and is repeated in the Flowered Hat (No. 45), the Head
(No. 43) and the White Plumes (No. 48). In them the spirit of Manet and some-
thing of his technique seems to live again. There is a new bravura in the brush-
work of the Poppies (No. 47), a fresh unstudied freedom in the small Interior
(No. 50). We have seen scarlet against ultramarine in the Goldfish (No. 23) of
1o11 but when it is used in the French Window (No. 49) of 1919 it takes on a
very different character through the spontaneity of the painting and resulting
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tones. In Meditation (No. 53) the stliipedl tablecloth ing
men® €t robe and the ravishing Anemones (No. 51) against a black
creamily pain rot ¢ in the sensUOUS world and a definite relaxation fron
ror proclaim a new interes ch a composition as the Woman on a High Sy

: iscipline of su :
the Spartan i:u(;z ?}{ESS (No. 34). And one may compare finally the delj
gz;l:-‘;:;suous Shrimps (No. 58) with the Gourds (No. 30) of 1916 in whig

the arrangement seems controlled by the precise '_“i“d _0' 2 Chesf’P layer.

A summer spent at Etretat in 1920 led to a series of paintings cool in coler
and novel in composition—the Two Rays (No. 54), the Beach (No. 55), and
the Window (No. 56). Matisse returned to Nice to paint a long series of mnte.
riors in which figures of women, whether dressed or reclining as odalisques, ar
contrasted against the richly figured textiles, wall papers, and tiles. One of the
finest of these is the Moorish Screen (No. 59). The whole canvas vibrates with
the activity of small scaled patterns which are repeated again and again in subse
quent pictures, In the landscapes of this period such as the Carnival ar Nice
(No. 61) and the Road (No. 60) the design 1s built up by the multiplication of
little accents which have caused some critics to speak of “impressionism.” But
these accents serve primarily a decorative rather than a luminous purpose
Only occasionally as in the Olive Trees (No. 62) a strong linear rhythm binds
the landscape compositions together.

The same vibrato character dominates the series of brilliant still lives painted
during the years 1922~25. In the Still Life with Apples (No. 6oa), the Histoires
Juives (No. 65), the Pink Tablecloth (No. 67) and the “Carnegie Still Life™ (No

enrichment of the

\, 66) Matisse achieves tours-de-force of virtuosity by bringing a great variety of
colors and patterns into har -

suggesting much of the sensrozny Whi]e !f'urther B e Lis problen )
gg 5 v e é o ¢ fruits .
and materials. It is somethin e e
Goldfish (No. 63) or so s
Rouge (No. 68),
3 Louging back over the paintings of
Odaj_u.quer,.“ and “Studio Windows
Certainly there are some slight eviden
attends complete mastery
frequently says when looki
out attributing to him the |

g of a relief to come upon the more tenuous Bowl of
mple and natural an arrangement as the Pantalon

1920-1925 the numerous “‘Still Lives:
at Nice” may seem a little repetitiots
ces of that carelessness which sometimé
of a pmhlem. “Clest joli, cest décorarif” Matisst
ng at his work of this period and one may agree with’
east complacence,
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VII. Renewed Experiment—the Barnes Decorations, 1926—-19—.

At several times in his career Matisse has changed his direction just as critics
were beginning to feel that he was slipping into a formula (as have so many of
his lesser contemporaries). Looking back we can see that 1926 was one of these
turning points. The new phase is announced by the extraordinary Decorative
Composition (No. 70) in which an odalisque is again the central motif. But 1t is
a very different odalisque from the indolent creatures of the previous years. It is
an angular figure constructed architecturally with precise vertical and horizontal
lines. Buttressing legs and a tower-like body are surmounted by an ovoid head.
The distortions and simplifications carry us back to the severities of 1916 but
here the figure is placed against a dazzling background of striped rugs, flowered
hangings, witha banana plant and an ormulu mirror thrown in for good measure.
It seems a bold almost defant effort to carry off what no one but Matisse would
have attempted. And making a severe sculpturesque figure hold its place in such
riotous surroundings has proved difficult even for Matisse as one can see by the
dark scratched shadow behind the head and the far shoulder, a device which
Matisse used frequently in such earlier pictures as the Blue Nude (No. 15).
But whatever its shortcomings (Matisse once amused himself by going through
the Louvre picking flaws in the most famous masterpieces)—in spite of its short-
comings the Decorative Composition is remarkable for its proof of renewed
experiment, for the calibre and boldness of its design after a period of small
motives, for the sheer size of the canvas (the largest since 1920), and for its evi-
dence of a reaction against the somewhat pretty naturalism of the previous period.

Three pictures of the following year confirm Matisse’s new direction. The
Dancer (No. 72) 1s a familiar subject but its cold almost harsh tones of blue and
black and white are new, as is the bleak undecorative setting. The Dancer also
shows something of the sculptural modelling of the large Decorative Composi-
tion and the same technique of giving relief to forms by an “unrealistic™ heavy
black shadow-like contour 1s used in both, Fresh experiment is evident in th’e
supple linear method of the Reclining Nude (No. 73). Different from either is
the Veiled Woman (No. 71). Again a deliberate geometric structure is appar-
ent-—the pyramid against a semi-circle, the pronounced vertical of chin on hand,
elbow on knee. The drawing of the right temple and the right arm (as if the
sleeve were transparent) carries us back to the semi-abstract compositions of
1913-1017 but the color and the emphatic plaid have little precedent in Ma-
tisse’s work.
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e o different is the Yellow Hat (No. 78), one of the
lively ;;EJ etl;shi?sﬁl?;;ﬁ\]; ‘Ld one which seems by its simplicity and the thiy
latest a

2 i :moly fresh innovations. _ 2 _
brushed" color to mply ur astounding years and just before his sixtieth

: f :
Mﬁéﬁﬁngt::o;ﬁ?p:oducmg easel pictures—at least so far as the public

m]:;c::lll"of 1930 he came to America to act as a judge for the Carnegie Exh

bition, travelled fora while to the South Seas and back to France, only to retury
ﬁerica in the spring of the present year 1931 to study the problem of paint:
::g murals for the museum of the Barnes Foundation at Merion. These are tobe

of six dancing figures divided among three lunettes or spandrels above w ; “.j..n_ws_j
The difficulty of relating the decorations to the lumm.ou.f-. green of the gr ‘: .i!;u
trees seen through the windows is a challenge to Matisse's art but one whul-n he
accepts with enthusiasm. And the fact that he is using figures in movement for
the first time since the Shchukine Dance of 1910 gives some indication of the
courage with which he begins his fifth decade of painting.

VIIL. Drawings and Prints.

Even if we ignore his painting and sculpture, Matisse's graphic art—hs
hundred and eighty etchings and dry points, one hundred and twenty litho
graphs, and several thousand drawings—is almost sufficient proof of his stat®
ment: L have been working for forty years from morning till night with extremé
regularity.”

Asone might expect, the drawings are often intimately related to his develoP
ment as a painter but they display even greater versatility. The portrait of M¥
tisse’s great Russian patron, Shehukine, (No. 85) is drawn with short. almos
savage strokes; the Mlle Landsberg (No. 86) with a delicate line of extre
flexibility—but both are extraordinarily vi erel
from either in fecling and technique are
straight lines and angles evoke a face ra

vid characterizations. Very dif g
the Eva Mudocci (No. 87) in \\'}“‘[F
pt and silent; and the Woman ¥
22

Head on Hand (No. 8¢) drawn with that relaxed, easy pen stroke which Ma-
tisse puts to such decorative uses.

Comparable to this last but even simpler is the Nude with Back Turned (No.
83). The apparent naiveté, the complete lack of “‘stylishness™ of such drawings,
used to mislead people who were unfamiliar with the bulk of Matisse’s work
into thinking him ignorant of drawing or else of wanton childishness. In the
latter accusation there is some slight truth—for Matisse appreciated the charm
of children’s drawings which often have a purity of feeling and a directness of
statement not to be found in maturity. One may note that long before the Nude
with Back Twmed Matisse had done the gracefully academic Standing Nude
(No. 79), and the muscular Seated Model (No. 81).

The most important drawing in the exhibition is the already discussed study
(No. 82) for the Shchukine Dance. In it Matisse uses a method of blurring the
charcoal outlines until the leaping figures almost disappear in a swirl of move-
ment.

Since the War Matisse’s drawings have become more self-sufficient though
many of the finest of them were used for paintings. Much more than before Ma-
tisse uses a method of *“full chiaroscuro.™ The Boys Reading (No. ¢7) and the
Woman Playing a Violin (No. ¢6) are modelled in such strong gradations of light
and dark that they take on something of the weight of oil paintings. In the same
manner but more luminous and transparent are the Venetian Dress (No. 4)
and the French Window (No. 104). Contemporary with these are a series of
racily drawn compositions such as the Moroccan Interior (No, 106).

Two drawings come as a surprise: the angular Reclining Nude (No. 100) and
the anatomically stylized Reclming Figure (No. 111). As an arrangement of a
single figure the drawing of the model in oriental costume (No. 112) is one of
the most beautiful of Matisse's designs.

IX. Lithographs—Monotypes

Etchings—Woodcuts.

Only a few of Matisse's lithographs bear a definite resemblance to his draw-
ings and these are mostly recent. Matisse feels that from an aesthetic point of
view his lithographs should be considered the equivalent of his drawings and
perhaps of greater value because many of them are finished works of art done
after considerable preparation, especially those of the last decade.

The first two series, that of 1906-1907, and that of 1914, are quite similar in
character. Most of them are simple figure studies handled in a firm fluent line by

2
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tisse’s works. : " e
m{dc:hizr 0;1:1;&0 educed the much abused medium of etching to its simples
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Matisse’s plates. . .

Matisse’s three woodcuts, of which the Reclining Figure (No. 151) 15 the hest
known, were done in 1906 at the height of his fauve period. The blocks for t]k“.
prints were cut along the plank (rather than across the grain) but so perfect 5
the execution that the proofs resemble drawings or lithographs done with 1
brush. Their excessive boldness of line seems entirely in harmony with the
painting and sculpture of the same date.

X. Seulpture, 1900-1031

Too frequently in books and exhibitions Matisse's sculpture 1s dismissed 352
humble handmaiden to his painting, but this is not at all in accord with _\-:a-.
tisse’s own opinion. Especially during the last few years he has taken his 5cuﬂP‘
ture very seriously. Even his first large figure, The Slave (No. 153) of 199 “;d:
the final version of a theme which he had previously studied in oil, and the B

Nude (No. 15) was actuall > : i o3 Reclini®
Nude, I (No. 155). ¥ & by-product of the small sculptur
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The 19th century tradition of clay modelling which passed from Barye
through Carpeaux to Rodin lies back of the first decade of Matisse’s sculpture.
One of his earliest efforts was a copy after Barye’s Jaguar and Hare and for a
time he tried to work as Rodin’s pupil but succeeded only in interesting Bour-
delle, Rodin's chef d'école.

The Slave (No. 153) conveys a vivid sense of kneading fingers and thumbs, an
almost adamic quality of emergence from the clay. This strong feeling of earthy
plasticity, unimpaired by any degree of “finish,” is seen again in the Reclining
Nude, I (No. 155), the two heads (Nos. 156 and 157), and the charming small
figure of a Seated Woman (No. 154).

The somewhat later Two Women (No. 158) seems more severely structural,
while the elongated Standing Woman (No. 159) of about 1914 suggests the
influence of negro sculpture and certainly a diminishing interest in the sensual
richness of modelled surfaces.

The changed character of Matisse's later sculpture is very clearly shown by
comparing the Recliming Nude, I (No. 155) with the later and simplified Re-
chining Nude, IT (No. 1504).

The most ambitious of Matisse’s figures, the Seated Nude (No. 160), cast in

1920, seems classical and a little cold by comparison with his earlier work. It 1s
built of straight lines and broad, flat planes much in the spirit of the figure in the
Decorative Composition (No. 70). More personal is the small Venus (No. 162)
done only a few months ago and the Head with a Tiara (No. 161), one of the
most recent and, strangely enough, one of the most abstract of all Matisse’s
works whether in painting or sculpture. It is a composition in bronze of drop and
egg shapes just as that other “abstract”™ Head (No. 27) is a composition in
paint of straight lines and color.

XI. Matisse and the Public.

Matisse’s career so far as public appreciation is concerned reveals certain
paradoxes. Ten years before he became the béte noire of the official artists one of
his own paintings had been purchased by that most conservative of patrons, the
French Government, and even after he had been acknowledged a leader among
modern artists throughout the world he remained for some time a “*prophet in
his own country.” Even when the Luxembourg acquired its first Matisse in 1921
it followed in the footsteps of several German and Scandinavian Museums (and
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of course, like van Gogh or Seurat, they_happened to die young. But that

Matisse after having survived becoming tashton;tble_ should be in danger of
f hecoming popular while still retaining the esteem of the foremost critics isa
| most happy innovation, for it suggests that at least one great modern artist has
| escaped the isolation of his kind. More and more, his lithographs and color
reproductions of his paintings are bought by people with no pretentions to
advance-guardism, his oils are finding their way into conservative museums and
the death of an obscure namesake is announced with headlines in the New York
) tabloids—a concatenation which may seem flippant but which is really a
j serious omen.
!
{
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XII. Conclusion—The Nature of Matisse’s Art.

“Conclusion™ in a discussion of Matisse is premature. Estimates of his art
vary and will continue to vary as long as his fame lives and critics and historians
continue to analyze or evaluate. But one constant remains— the work itself, and
:.T.vhﬂe one may join without reluctance the chorus of those who proclaim its

greatness™ it may be more profitable to examine its character.

Matisse, 4s one may discover in the “Notes™
twenty years ago very clear ideas of wh
was trying to do. “These fundamenta
evolvefl“ is a statement which Matis

A - - |
which follow these pages, had
at painting meant to him, of what b¢
| thoughts have not changed but h.i‘-'fl

ave changed

- [ i
of the present exhibitio?
e man could have painted duris

his mature years such different versions of similar subject matter as the Woman
on a High Stool (No. 25) and the Meditation (No. 53) or the Gourds (No. 30) and
the Pink Tablecloth (No. 67).

If, however, we survey the whole forty years of Matisse’s painting we can
see that the contradictory sequences move in recurrent cycles. About 1895 Ma-
tisse’s work took the form of homage to Chardin and other old masters. During
the next five years he began to work in a high-keyed, impressionist palette gradu
ally moving towards an even bolder use of color in pure, strong tones. But by
1901 he was working again in ochres and siennas. Then the cycle 1s repeatr:d, He
leaves behind him two years of sober color to experiment with the sparkling
touches of the Neo-Impressionists. Gradually the spots grow into the broad
planes and arabesques of his fauve period which in turn moves towards extreme
simplification both of color and form in the pure green, red and blue of the
Moscow decorations and the flat color of the Moroccan period. By 1913 the cycle
begins a third time with a reaction towards gray, black and brown gradually
admitting more positive colors in restrained intensities. By 1018 light tones have
reasserted themselves as well as small active units of design which carry us back
to the impressionist and the neo-impressionist periods. Only a few pictures of
of a new cyele but the more
forms are symptomatic.

1926 and 1927 indicate by their color the beginning
serious mood and the more arbitrary and “‘unrealistic™

A similar pattern appears if one considers the alternation in Matisse’s de-
velopment of a fairly “realistic™ style with one so stylized and abbreviated that it
approaches the “abstract.”™

In some such way an observer working from the outside might discover con-
sistency in the sequence of inconsistencies. But Matisse describes the matter
more simply: “My destination is always the same, but 1 work out a different
route to get there™ and since 1908 there have been many different routes. Yet
Matisse has shown no repentance for not having done what was expected of
him, explaining in 1929 that “Modes of expression do not have the immense
importance attributed to them and I do not feel myself in any way bound by
what I have done. Admitting that some richness exists in certain of my can-
vases, | would not hesitate to give up painting if my ultimate expression could
be realized by another means. Thus, to express form, I often turn to sculp-
ture. -

But to return to the “‘destination™: “What I am after, above all, is expres-
sion.” And expression? He does not define it in so many words but makes it
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TRAgREs. & h Matisse said to Purrmann, *nothing but the observatig
Is painting, :;.{m‘[::s to one another? Is it to accomplish nothing more tha
(t)ifmiz}?lehTZal;tg ans‘iers: “What I dream of is an art of balance, of purity and
serenity, devoid of troubling or depresm.ng subject matter, ._m1 E t ulnrh TJH\th
be for every mental worker, be he business man or writer, like an appeasing
influence, . . " _ _ .

The painter should not be held strictly accountable for what he says. But in
these words of Matisse, removed from their context as they are, may well lie the
conscious purpose of his art. He desires, without ever in the least sacrificing hl:
integrity as an artist, to paint pictures which shall refresh the spirit through
their perfection of composition, their charm of color, their tranquility. Many
times has Matisse fulfilled this gracious intention but we must also be gratetul
to him for so often transcending his aim by giving us pictures which are by mo
meansa sedative but which stir us by a living power present only in great worss
of art.

“Imyselfam fully convinced that the best explanation an artist can give of his
aims and ability is afforded by his work.”
A.H.B. JR.

NOTES OF A PAINTER (1908)

By Hengri-Marisse

These notes were published as Notes d’un Peintre in the “*La Grande Revue,” Paris,
December 25, 1908. Though they are now over twenty years old they remain the most
nd authoritative statement by Matisse thus far published. As they are not

complete
s available to students they are here translated into English and re-published m their

entirety. The margimal notations have been added for the convenience of the reader.

A painter who addresses the public not in order to present his works but to
reveal some of his ideas on the art of painting exposes himself to several dangers.
In the first place, I know that some people like to think of painting as dependent
upon literature and therefore like to see in it not general ideas suited to pictorial
art, but rather specifically literary ideas. I fear, therefore, that the painter who
risks himself in the field of the literary man may be regarded with disapproval;
in any case, I myself am fully convinced that the best explanation an artist can
give of his aims and ability is afforded by his work.

However, such painters as Signac, Desvalliéres, Denis, Blanche, Guérin, Bernard
etc, have written on such matters in various periodicals, In my turn [ shall en-
deavor to make clear my pictorial intentions and aspirations without worrying
about the writing.

One of the dangers which appears to me immediately is that of contradicting
myself. I feel very strongly the bond between my old works and my recent ones.
But I do not think the way I thought yesterday. My fundamental thoughts have
not changed but have evolved and my modes of expression have followed my
thoughts. I do not repudiate any of my paintings but 1 would not paint one of
them in the same way had I to do it again. My destination is always the same
but 1 work out a different route to get there.

If I mention the name of this or that artist it will be to point cut how our man-
ners differ so that it may seem that I do not appreciate his work. Thus I may be
accused of injustice towards painters whose efforts and aims I best understand,
or whose accomplishments I most appreciate. 1 shall use them as examples not to
establish my superiority over them but to show clearly through what they have
done, what I am attempting to do.
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“f : s times it has be‘en_ conceded that |
What I am after, above alt:h;s Exbup:eﬁlt P .my " abition being limite d, Lam unablh
ical ability ¢

. a 4 can be procured from the
have a certain technt <faction such as _
sual satisfac ust not be conceived as

ly vi i
to procoad bﬂ}'ﬂﬂfi a pu.te ofa Pamter m
mere sight of a picture. E\lt the m e picturial means must be the more
separate from his plc;;ﬂ—im:";?a’u J) the deeper is his thou_gh.t 1 s unable t
gmsgr::;:fsg :;:22: the feeling | have for life and my way of expressing it.
1

i 51 irrored upon
: i not consist of the passion mirrored up

Expression to m)'l:g o:‘dtl;:;ﬂ;llﬁ:l:; gesture. The whole &TF&H[._!@IHED{ of my
a.human'faf-?f Tessi:e y'r'he place occupied by figures or ob}ccr:%. the empty
picture 1s exé) s th e proportions, everything plays a part. Composition s
:an::t i:f(]::\Jrnra.ﬂgix1g in a decorative manner the various elements at t.he painter's
di:posal for the expression of his feelings. Ina picture every part will };c \‘1512]&
and will play the rdle conferred upon it, be it pnnc%pal or‘ 1LLO]-'[11L ux‘ Al
that is ot useful in the picture is detrimental. A work of art must be dl‘i‘l,lt‘mo“u;
in its entirety; for superfluous details would, in the mind of the beholder, en
croach upon the essential elements.

Composition, the aim of which is expression, alters itself according to the surface
to be covered. If I take a sheet of paper of given dimensions 1 will jot down?
drawing which will have a necessary relation to its format—1 would not repeat
this drawing on another sheet of different dimensions, for instance on a rec tangw’
lar sheet if the first one happened to be square. And if 1 had to repeat it ond
sheet of the same shape but ten times larger I would not limit myself to enlarging
it; a drawing must have a power of expansion which can bring to life the spact
which surrounds it. An artist who wants to transpose a composition onto @
larger canvas must conceive it over again in order to preserve its expression: b¢
must alter its character and not just fill in the squares into which he has divided
his canvas.

gth harmonies and dissonances of color can produce v ery pleasurable effects
p ci;[;ovl\:)m ! &Ftle down to work 1 begin by noting my immediate and supet
I Sensations. Some years ago this first result was often enough for mE

b i . : :
ut today if | were satisfed with this my picture would remain incompleté: !

would ha ; -
. ve put down the passing sensations of a moment; they would not 0™
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pletely define my feelings and the next day I might not recognize what they
meant. I want to reach that state of condensation of sensations which consti-
tutesa picture. Perhaps I might be satisfied momentarily with a work finished at
one sitting but I would soon get bored looking at it; therefore, I prefer to con
tinue working on it so that later I may recognize it as a work of my mind. There
was a time when I never left my paintings hanging on the wall because they
reminded me of moments of nervous excitement and I did not like to see them
again when I was quiet. Nowadays I try to put serenity into my pictures and
work at them until I feel that I have succeeded.

Supposing I want to paint the body of a woman: first of all I endow it with grace
and charm but | know that something more than that is necessary. 1 try to con-
dense the meaning of this body by drawing its essential lines. The charm will
then become less apparent at first glance but in the long run it will begin to
emanate from the new image. This image at the same time will be enriched by a
wider meaning, a more comprehensively human one, while the charm, being less
apparent, will not be its only characteristic. It will be merely one element in the
general conception of the figure.

Charm, lightness, crispness—all these are passing sensations. [ have a canvas on
which the colors are still fresh and 1 begin work on it again. The colors will
probably grow heavier—the freshness of the original tones will give way to
greater solidity, an improvement to my mind, but less seductive to the eye.

The impressionist painters, Monet, Sisley especially, had delicate, vibrating sen-
sations; as a result their canvases are all alike. The word “impressionism™
perfectly characterizes their intentions for they register fleeting impressions.
This term, however, cannot be used with reference to more recent painters who
avoid the first impression and consider it deceptive. A rapid rendering of a land-
scape represents only one moment of its appearance. I prefer, by insisting upon
its essentials, to discover its more enduring character and content, even at the
risk of sacrificing some of its pleasing qualities.

Underneath this succession of moments which constitutes the superficial exis-
tence of things animate and inanimate and which is continually obscuring and
transforming them, it 1s yet possible to search for a truer, more essential character

31

IMPRESSION-
I5M

SEARCH FOR
ESSENTIALS




COMPOSITION
OF COLOR

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

um of Modern Art Archives, NY

MoMA Exhs. 13.1

.+ <o that he may give t0 reality a more lasting interpy,
hich > artist wll seize s0 T
t'atiﬁn.%zﬁm we go nto the

we realize that the expression is foree
ook for instance at a Puget.
Louvre and look for

in, i he Luy
: - uieting way. Then, again, if we o to the Luye,
and exaggerated ina very dls%‘:“::fmsidm their models is always the one
bourg the attimdzmwhlclht eII"t will be shown to greatest advantage p,
which the muscular developm de to nothing in nature and if we catch,

: ted correspon: 1 will re :
movement thus interpre & : thus captured will remind yg o
T snapshot the image
motion of this kind by a snap

ication of motion has meaning for us only if
: ve seen. Indication 0
nothing that we ha

e the preceding and from ¢,
: tion of movement from g
do not isolate any one sensa

following one.

i ings: one is to show them crudely, the othe
fl'hmm mﬁﬁ?ﬁ{ﬁ‘:ii:ﬁ;&’:mg literal representation of mow
Eet:t::?:epmsﬂ:letomch towards a higher ideal of belauty, I,r_mk atan Eg.yptiuri
statue: it looks rigid to us; however, we feel in it the image of 2 body ull\ps‘ih]l’. c
movement and which despite its stiffness is animated. The Greeks too are calm;z
man hurling a discus will be shown in the moment in w}u.c.h he _g.lrlhers h'..:-
strength before the effort or else, if he is shown in th_e most \'191;;“ and prcc:'an-
ous position implied by his action, the sculptor will have ‘Lhrl_dgrd .mq con
densed it so that balance is re-established, thereby suggesting a feeling of dur
tion. Movement in itself is unstable and is not suited to something durable likea
statue unless the artist has consciously realized the entire action of which he
represents only a moment,

It is necessary for me to define the character of the object or of the body thatl
wish to paint. In order to do this I'study certain salient points very carefully:1
I puta black dot ona sheet of white paper the dot will be visible no matter ho¥
far 1 stand away from it—it is a clear notation; but beside this dot 1 place #
other one, and then a third. Already there is confusion. In order that the fird

dot may maintain its valye [ must enlarge it as | proceed putting other marks 08
the paper.

If upon a white canvas | jot down ; of 1ed~
every new brushstroke dinimcr. - O Sensations of blue, of green, of &

es the importance of th ding ones. 3¢
Yol . S of the preceding of ]
pose out to paint an interjq- I'have before me a cupboard; it gives me
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xV1l and XVIII century sculpture rooms i the !

sensation of bright red—and I put down a red which satisfies me; immediately a
relation is established between this red and the white of the canvas. If I put a
green near the red, if I paint in a yellow floor, there must still be between this
green, this yellow and the white of the canvas a relation that will be satisfactory
to me. But these several tones mutually weaken one another. It is necessary,
therefore, that the various elements that I use be so bala nced that they do not
destroy one another. To do this [ must organize my ideas; the relation between
tones must be so established that they will sustain one another. A new combina-
tion of colors will succeed the first one and will give more completely my inter-
pretation. I am forced to transpose until finally my picture may seem completely
changed when, after successive modifications, the red has succeeded the green
as the dominant color. I cannot copy nature in a servile way, I must interpret
nature and submit it to the spirit of the picture—when 1 have found the rela-
tionship of all the tones the result must be a living harmony of tones, a harmony
not unlike that of a musical composition.

For me all is in the conception—1I must have a clear vision of the whole composi-

tion from the very beginning. I could mention the name of a

t sculptor who
produces some admirable pieces but for him

4 com position 1s
grouping of fragments and the result is a confusion of exnre
one of Cézanne’s pictures: all is so well arranged in

nothing but the

them that no matter how
many figures are represented and no matter at what distance you stand, you will
be able always to distinguish each figure clearly and you will always know which
limb belongs to which body. If in the picture there is order and cl

arity it means
that this same order and cl

arity existed in the mind of the painter and that the
painter was conscious of their necessity. Limbs may
in the eyes of the beholder they will remain
fusion will have disappeared.

cross, may mingle, but still
attached to the right body. All con-

The chief aim of color should be to serve expression as well as possible. I put
down my colors without a preconceived plan. If at the first step and perhaps
without my being conscious of it one tone has particularly pleased me, more
often than not when the picture is finished I will notice that | have respected
this tone while I have progressively altered and transformed the others. I dis-
cover the quality of colors in a purely instinctive way. To paint an autumn
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ber what colors suit this season, T will only p,
m:!:le gives me; the icy clearness of the sour

; ; Il as the tonalities of the leaves, )y,

gy the season just as we L y

blue sky will express ¢ the autumn may be soft and warm like a protracteg
sensation itself may vary, the

ite cool with a cold sky and lemon yellow trees that give a chilly
summer or quite cof _
impression and announce winter.

Jandscape I will not try £

choice of colors does not rest on any scientific theory; it_ 1s based on obseryy.
My mf::hug. on the very nature of each experience. Inspired by certain pages
;un D;:‘m Signac is preoccupied by complcmentar)r' colors ar_ld the theoretical
knowledge of them will lead him to use a certaig tone in a certain place. I, on the
other hand, merely try to find a color that will fit my sensation. The_rc isan
impelling proportion of tones that can induce me to change the sh;\pc of a figure
or to transform my composition. Until I have achieved this proportion in all the
parts of the composition 1 strive towards it and keep on working. Then a mo.
ment comes when every part has found its definite relationship and from then
on it would be impossible for me to add a stroke to my picture without having to
paint it all over again. As a matter of fact, I think that the theory of comple
mentary colors is not absolute. In studying the paintings of artists whos
knowledge of colors depends only upon instinct and sensibility and on a con
sistency of their sensations, it would be possible to define certain laws of color
and so repudiate the limitations of the accepted color theory.

What interests me most is neither still life nor landscape but the human figure.
It is through it that I best succeed in expressing the nearly religious feeling that
1 havz_towatds life. I do not insist upon the details of the face. I do not care to
repeat them with anatomical exactness. Though I happen to have an Italian
model whose appearance at first suggests nothing but a purely animal existence
yet I succeed in picking out among the lines of his face those which suggest that

: persists in every human being. A work of art must carry it
Impose it upon the beholder even before he
When I see the Giotto frescoes at Padua 1 d
S0t of th;ilife of Christ 1 have before me but !
the combesition : radiates from it and which is instinct i
: Dﬂﬁl on In every line and color, The title will only serve to confirm m§
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What I dream of is an art of balance, of purity and serenity devoid of troubling
or depressing subject matter, an art which might be for every mental worker,
be he business man or writer, like an appeasing influence, like a mental soother,
something like a good armchair in which to rest from physical fatigue.

Often a discussion arises upon the value of different processes, and their relation
to different temperaments. A distinction is made between artists who work
directly from nature and those who work purely from their imagination. I think
neither of these methods should be preferred to the exclusion of the other. Often
both are used in turn by the same man; sometimes he needs tangible objects to
provide him with sensations and thus excite his creative power; at other times
when his pictorial sensations are already present in his mind he needs contact
with reality before he can organize them into a picture. However, I think that
one can judge of the vitality and power of an artist when after having received
impressions from nature he is able to organize his sensations to return in the
same mood on different days, voluntarily to continue receiving these Impressions
(whether nature appears the same or nat); this power proves he is sufficiently
master of himself to subject himself to discipline.

The simplest means are those which enable an artist to express himself best. If
he fears the obvious he cannot aveid it by strange representations, bizarre
drawing, eccentric color. His expression must derive inevitably from his
temperament. He must sincerely believe that he has only painted what he has
seen. I like Chardin’s way of expressing it: “'I put on color until it resembles
(is a good likeness)™, or Cézanne: “I want to secure a likeness™. or Rodin:
“Copy nature!™, or Leonardo: “*He who can copy can do (create).” Those who
work in an affected style, deliberately turning their backs on nature, are in error

an artist must recognize that when he uses his reason his picture is an artifice
and that when he paints he must feel that he is copying nature—and even when
he consciously departs from nature he must do it with the conviction that it 1s
only the better to interpret her.

Some will object perhaps that a painter should have some other outlook upon
painting and that I have only uttered platitudes. To this I shall answer that
there are no new truths. The rdle of the artist, like that of the scholar, consists in
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;E:;vu; ;f ;I::h a::d rising in the air they would be merely confirming very ¢},

mentary principles of physics neglected by less successful inventors,

penetrating

An artist has always something to learn when .he Iis given imormatt’on about
himself—and 1 am glad now to have learned which is my weak point. M. Pels
dan in the “Revue Hébdomadaire” reproaches a certain number of painters,
amongst whom I think I should place myself, for calling themselves *Fauyes®
(wild beasts) and yet dressing like everyone else so that they are no more
noticeable than the floor walkers in a department store. Does genius count for
so little? In the same article this excellent writer pretends that 1 do not paint
honestly and I feel that I should perhaps be annoyed though 1 admit that he
restricts his statement by adding, “I mean honestly with respect to the Ideal
and the Rules.” The trouble is that he does not mention where these rules are—
I'am willing to admit that they exist but were it possible to learn them what
sublime artists we would have!

Rules have_rm existence outside of individuals: otherwise Racine would be no
%;i,a t;rng:;z&:)us i gotﬁd mee§sor. Any of us can repeat a fine senten e but
works of Raplfal?:]tr;m-r-t? meaning. | have no doubt that from a study of the
from the worPIts of M. I uni:e more complete set of rules can be drawn than
were suited to their ﬁt or Renoir but the rules followed by Manet and Renoir
of their paintings toall :;t;c ten;pemmmts and I happen to prefer the smallest
of Urbino™ or the “l\ﬂadonna‘f.r D:‘tjff e Wh“_l“ave merely imitated the'"Venus
anyone because, whether wgo ¢ Goldfinch.” Such painters are of no value to
share in its opinions, prefemnc:':ntdw or n.Dt‘ we belong to our time and we
their time but the great artists a:: tl? Ell.ls_lons_ {\” artists bear the imprint of
: 0se In which this stamp is most deeply

they geti
understood a thing aboyt Egtel < thlm heads to Prove that no one of our timé

CHRONOLOGY I, MATISSE'S LIFE

1869
1887

18g0
1892
1804
1806
1807
1808
1800
1900

1903

1004
108
1906
1907
1005
Q1o
9Ll

1015

191ty

1917,

1920

1021

Born at Le Cateau near St. Quentin in Picardy, Dec. 31.

To Paris to study law but soon returns to St. Quentin as a lawyer’s clerk.

First paintings.

To Paris to study pulnti[v__-. first under Bouguereau and Gabriel Ferrier and then under
Gustave Moreau at the Ecole des Beaux-Arts. Meets fellow students Rouvault, Marquet,
Flandrin, Manguin.

Exhibits at the Salon de la Société Nationale des Beaux-Arts, (the “Salon du Champ-de-
Mars.”) Copies Old Masters in the Louvre.

Exhibits a dozen paintings at the " Champ-de-Mars;”" nominated for membership, Paints
in Brittany ; becomes aware of Impressionism.

La Desserte (No. 6) provokes official disapproval. Meets Bonnard, Vuillard, Serusier,
Pissarro.

Visits London to study Turners at "The Tate,”

Discovers Japanese prints. Works in
Carriére’s studio. Meets Derain, Laprade, Biette. i

ica in the winter.

Paints in Col

Buys a Baigneuses by Cézanne.
Works on ceiling decorations for the Paris Exhibition. First important sculpture.
The Mohammedan Exhibition, Paris

Friendship with Cross. Height of I iod. Pirst one man exhibi-

“Meo-Impressionist” p

tion at Vollard’s g.l”\‘!’_\'_ 46 paint

e '\\'!l]\ Rr.nu.m]'.. Vl:l]’ll'i]'l\:k.

wild beasts™).

>, Exhibits at Salon

hey are called “'Les

Paints with Derain at Collic
Manguin, Derain, Margu

1 Aut

The Joic de Vivre, Exhibition of 55 paintings at Galerie Druet. Meets the Americans Leo,
Gertrude and Mr. and Mrs. Michael Stein and the Misses Cone, among his first important
patrons. Lithographs.

Winter, opens a school which continues through winter of 1908-1906.
First American Exhibition, 291 Fifth Avenue (Alfred Stieglitz).

Retrospective Exhibition (1805-1910), Gallery Bernheim-Jeune. Large decorations for the
Russian Shchukine. Visit to Moscow,

12-13 Winters in Morocco. Discovers native frescoes. First (7) painting acquired by a
Museum, 1912: a large Still Life (1907) by the Neue Staatsgalerie, Munich.

Exhibition, Montross Galleries, New York.

1917. Large semi-abstract decorative COMPOSItions.

Mice, where he has lived since, though keeping his Paris studio.

Summer, Etretat,

First painting acquired by the Luxembourg Museum.
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{ Exhibition, Fruits and Flowers (No. 66). Retry

New York.
. travels 10 South Seas. Large Tetrospectiy

Carmegie Jntemationd

193 Wins first peiz S0 oo Gallery,

spective exhibition, . .
1930 Trip to America as judge 2t Car_rws; ﬁ‘i‘:‘b‘

exhibition, Thannhauser Galleries, s :
1931 Commissioned to paint murals in Museum 0

gt ¢ Galleries, New
bition of sculpture, B“;::: Civic Art Gallery, Ba

the Barnes Foundation, Merion, Pa. Eyh
York. Large retrospective cxhlhiu'm_
sle: Museum of Modern Art, Ny

Gearges-Petit Galleries,
York. :
J
CHRONOLOGY II, MATISSE'S PAINTING |

Matisse's career asa painter falls naturally into the following divisions, illustrated by somed

the paintings in the present exhibition: |

18g0-1806 The Louvre and Gustave Moreau's teaching: |
Still Life with a Tumbler (No. 2)

18¢7-1902 Impressionism; gradual simplification: fl
La Desserte (No. 6), Bridge of Samt-Michel (No. 7) I
Notre Dame (No. g)

1903-1905 Neodmpressionist experiment:
Notre Dame (No. 10)

1905-1913 The Fauve period. The Shchukine decorations, Morocco:

Oriental Rugs (No. 13), The Young Sailor (No. 14)

The Blue Nude (No. 15), Women by the Sea (No. 17)

Nasturtiums and La Danse (No, 22), Goldfish and Sculpture (No. 23)
1913-1917 Austerity; semi-abstract form; restrained color.

W‘”m““ on & High Stoal (No. 25), Interior with Goldfish (No. 26), The Gourdi§

(No. 30), The Studio (No. 35), The Windotw (No. 37), The Moroccans (No. 3t
1017-1026. The studio at Nice, gay, intimate, decorative style: i

The French Window (No, 49), The Po

\NO. 40}, bpies (No. 47)
Tuwo Rays (No. 54), The Moorish Sereen (No. 59)4?

Shrimps (No. 58), *Histoires Tuiges }
i N
The Pink Tablecloth (No, I’ijjlmm s

1926-1931 Renewed experiment. The Ba

Decoratiye Compositi
Yellow (No, 74), 'Th: ';:1

mes Decorations-

(No. 7o), Woman with ¢ Veil No. 71) Harmony &
d‘BOﬂrd(No‘”) a Vel (No. 71),
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PAINTINGS BY HENRI-MATISSE IN OTHER MUSEUMS

Only paintings in permanent collection are listed

ALGIERS, MUSEUM, 1

BASLE, ART MUSEUM, 1

BOSTON, THE ISABELLA STUART GARDNER MUSEUM, 1 (acquired by Mrs. Gardner before 1914)
BREMEN, ART GALLERY, 1

BRUSSELS, MODERN GALLERY, 1

BUFFALO, ALBRIGHT ART GALLERY, 1

CHICAGO, THE ART INSTITUTE, 3

COPENHAGEN, GLYPTOTHEK, 1; STATE GALLERY, 16 (Rump Collection, caralogued 1928)
DETROIT, INSTITUTE OF ARTS,  (acquired m 1922)

ESSEN, FOLKWANG MUSEUM, 4

FRANKFORT, STADEL INSTITUTE, 1 (acquired in 1917)

GRENOBLE, MUSEUM, 3

MERION, PENNSYLVANIA, BARNES FOUNDATION

MOSCOW, MUSEUM OF MODERN WESTERN ART, 52 (Shehuking and Morosov Collections Nationalized, 1917)

MUNICH, NEW STATE GALLERY, 1 (acquired in rgra)

NANTES, ART GALLERY, ¢

NEW YORK UNIVERSITY, GALLERY OF LIVING ART, 1

PARIS, LUXEMBOURG, 2 (first acquired 1921)

ROCHESTER, THE MEMORIAL ART GALLERY, 1 (acquired in 1024)
STOCKHOLM, NATIONAL MUSEUM, & (acquired in 1917)
WASHINGTON, PHILLIPS MEMORIAL GALLERY, 1

ZURICH, ART MUSEUM, 1 (acquired in 1925)
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Carrmn, Cranves H—Henri-Matisse and Isadora Duncan, Camera Work, New York, 1gog, no.
2§, p. 17-20.
Duthurr, Georces—(Euvres recentes de Matisse, Cahiers d'Art, 1926, p. 153-155, 13 ill.

Dursurr, Geonces—Le Fauvisme, Cahiers d’Art. 4th year, No. 5, p. 177-102; No. 6, p. 259
268; No. 10, p. 429-435: 5th year, No. 3, p. 120-135; 6th year (1931), No. 2, p. 70-82

il
Fry, Rocer—Henri-Matisse in the Luxembourg, Burlington Magazine, London, 1922, V. 40, p.
ayy, ill.

Gronae, Warpemar—Dessins de Matisse, Amour de I"Art, Paris, 1927. Année 8, p. 17, 23 ill

Gronce, Warnesar—The Dual Aspect of Matisse, Formes, English Edition, No. 16, June, 1931,
p- 94-95 ill.

Guenne, Jacques—Portraits d'artistes; Entretien avec Henri-Matisse, Art Vivant, Paris, 1925,
tome 1, September 15, p. 1-6 ill. (contains fairly exact report of remarks by Matisse).

Huvone, René—Matisse and Color, Formes, English Edition, January, 1930, p. 5-10.

Kerroor, J. B—Henri-Matisse, A. Retrospect, Camera Work, New York, 1909, no. 25, p.
46-47.

Marisse, Henni—Notes d'un Peintre, La Grande Revue, Paris, December, 1908.

Marsse, Henri—Interview given to E. Teriade in L'Intransigeant, January 14 and 22, 1929.

Mauny, Jacques—Henri-Mattise, Drawing and Design, London, 1927, v. 2, p. go-102.

Memr-Grazre, Juuus—Matisse, Die Ende des Impressiomismus, Faust, ein Monatschrift fiir

Kunst, Literatur und Musik, Berlin, 1924, Heft 6, p. 1-15.
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Neuvoass, Frire—HeiriMatisse 186g-1929, Deutsche Kunst und Dekoration, Darmstads, 103 CATALOG
! B‘j‘ 63,}'}. 3?3_385. (XY N ASTERSE BEPORE A CATALOG
Neucass, FRIT’.’.—"Hmn‘Mdtissc, Deutsche Kunst Lmd Dl?kf‘mtlr'm '\Xh“' No. 6‘ NI.‘“F“- “)W. :l.'unr.z“:xnx:nn THAT THE

PAINTING I8 ILLUSTRATED BY A
FLATE WHICH NEARS THE SAME
NUMBER.

p- 373380
Nevcass, Fuimz—Henr-Matisse, L Art et les Artistes XXIV, No. 106, April, 1930, p. W
Pacs, Wavrer, Why Matisse! Century Magazine, New York, 1915, v. 80, p. 333-636.
Punssiaxy, Hans—Andenken der Werkstatt Henri-Matisses in Kunst und Kiinstler, Februy!

1922, p. 167-176, ill.

SrwpaT, Mancet—Henri-Matisse, Cahiers d'Aujourd hui, Paris, 1920. Old Series Nos. 345

p- 185-194.

Srery, Gerraupe—Henri-Matisse, Pablo Picasso, Camera Work, New York, 1912, Specil
{ August Number, 7 p., 14 pl.

=3

R AR

" L
1 \

NREIN Ry

x
.
Vauxceuees, Lovis—Matisse, Art Vivant, Paris, July, 1031, p. 313-316.
Warson, Fornes—Henri-Matisse, The Arts, January, 1927, p. 2040, ill.
Zenvos, Curistian—Lithographies de Henri-Matisse, Cahiers d"Art, 1026.
Armicres o8 Henri-Marisse sy Curistian Zervos, Paur Freress, P Guicuen, Coxt
Graser, Wit Gronmany, Groroes Saiies, Roser Fay, Hexry McBrioe, Kax

AseLunp, G. Scurwitter, in Cahiers d' Art, Paris, 6th year (1031 . no. 67 11, (Entis
number dedicated to Henri-Matisse.)

Anticies anp Reemisten Quorations o Hexni-Marise v Anpré Liore, Rosear R
Warnemar Gronce, Geonaes Rovauvwr, Frorent Feis, Anpré l-r"\.--\a.'.\' Rocst
Fry, Farrz Neucass, Pavt Fienexs, Roce Magx, Gr-nt;.wln,u- ﬂ\. W L,I\.- A ..-,-:-- Lo
Viauxcewes, Curistian Zenvos, Mances SEMBAT, JuLes R-u-;1:n;' i By ;, l‘. “"['.-,(w
vErz, Chroniques du Jour, Paris, 11th year, No, SR s .‘1.1 ns, Boms Tem
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HENRI-MATISSE

Unless date 15 within parentheses it has been confirmed by Henri-Matisse.
All paintings are in oil on canvas unless otherwise noted. Height of picture is gigen first.

STORM AT SEA (after Ruysdael), 1804
2154 x 2834 inches 0 _-
Caollection Hans Purrmann, Berlin . 77"
The original is in the Louvre; this is a free interpretation.

STILL LIFE WITH A TUMBLER, 1895

Dated after signature: ‘g5 and on back of stretcher: 1805
1734 x 13 %6 inches

The Cone Collection, Baltimore

]

THE RAY (after Chardin), begun about 1895, finished 1900

e

4474 x 554 inches
Collection the Artist
The original is in the Louvre: this is a free copy

THE SEINE, 1806

Dated lower right, 1806

11 %4 x 145% inches ? G
The Cone Collection, Baltimore

g

BELLE-ISLE-EN-MER, 1806
2134 x 1814 inches
Collection Flechtheim Gallery, Berlin

o

",

LA DESSERTE, 187

Wi xsile inches . -

Callection Dr, Curt Friedmann, Berlin
This painting, when it was exhibited at the “Salon du Champ-de-Mars,” caused a great
outery because of the bold color and thick paint. Gustave Moreau, Matisse’s teacher,
alone defended it, remarking to René de Valliére that he “preferred the glass bottle
stoppers in this still life, on which one could hang one’s hat, to all the preceding works of
Matisse.”

M. Matisse explains the popular protests, none too seriously, by recalling that “It
was the moment when the terror of microbes was raging among the public. One never
saw so much typhoid fever. The public found that I had microbes on my carafes.” (Inter-
view with Jacques Guenne, “L'Art Vivant,” September 15, 1925, page 4.)

45

[+




TR,

- THE BRIDGE OF SAINTMICHEL, 190

2554 x 3174 inches <
Collection Messts. M. Knoz

- 2% *8 CARMELINA, 1901

3134 x 2514 inches
Lent anonymously T=¢ ¢

7% NOTRE DAME, 1902

- %

I

513

7 %

- %

i

-

o

1034 x 2554 inches

Collection Jean Biette, Le Havre

NOTRE DAME, 1904
1814 x 2134 inches

y T
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dler and Companys New York

Collection Bcrnhelm'_lel.-me et Cie, Paris

PASTORALE, 1906

1754 x 21 mnches

Collection Bernheim-Jeune et Cie, Paris. i
Joe dz Vivre (lllustrated, Page 14), in the Museum of the Barnes Foundation, Merioa §

MARGUERITE READING, 1906

25 14 x 3858 inches

Collection Art Museum, Grenoble

ORIENTAL RUGS, 1906

35 X 4534 inches

Collection Art Museun, Grenoble

THE YOUNG SAILOR, 1906
Dated lower left, 1go4 "
3934 x 3178 inches

Collection Hans Seligman, Bcrl1n

BLUE NUDE (Souvenir de Biskra

3634 x 556 inches _/
The Cone Collection, Balrimn;rc
M. Matisse says that he had

paint a similar
The c!n!' ﬁgurc

), 1907

bee ell;
when the figure slipped off the sszdLIhn

Eure putting ip ¢
was later comple

46
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810 clay for some time without much sue®®
Lon the floor. 1 exasperation he started #
the background, 3 memory of Biske-
onze (No. 155).

nd and fg]
he palm Jeg
ted and cast iy by

Collection:

Series.Folder:

MoMA Exhs.

a551

fr'

Apparently a study for thel

I -

16 MUSIC, 1908
2834 x 2354 inches

Private Collection, New York BC 9§ |
Study for Music, the large decoration painted for Shchukine in 1910 and now in the
Museum of Modern Western Art, Moscow, The left figure only is retained in the final

composition, which is illustrated on Page 17.

-

Dated lower right, 1908
8634 x 7014 inches

WOMEN BY THE SEA, 1908

Collection Folkwang Museum, Essen

*18 FRAU MOLL (1908)

36%4 x 2834 inches

Collection Professor Oskar Moll, Breslaun

26 x 20 inches

19 GIRL WITH GREEN EYES, 1909

Collection Miss Harriet Levy, San Francisco

20 MARGUERITE MATISSE (Femme au chat), 1910

37 X 25 14 inches

Collection the Artist

44 1% x 2714 inches

21 THE MANILA SHAWL, 1910

Collection Gaston Bernheim de Villers, Paris

1

7478 x 45 inches

The background is a free copy

NASTURTIUMS AND LA DANSE, 1910 -

(Compare with Nos, 82 and Illustration, Page 16.

4534 x 3934 inches

23 GOLDFISH AND SCULPTURE, 1911

ollection Hans Purrmann, Berlin

24 THE ROSE (rg11)

16 x 1214 inches

Callection James Thrall Soby, Hartford

47

of The Dance, painted in 1909-1910, the pendant to Music.
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*25 WOMAN ON A HIGH STOOL 1913

$734 x 3634 inches £ A

Collection the Artist 355>

*26 INTERIOR WITH GOLDFISH, 1014

5634 x 3854 inches {L = .
Collection Baron Napoléon Gourgaml, P.m

v. 7 *27 HEAD, WHITE AND ROSE (about 1915)

20 X 1744 inches . e
Collection the Artist

& 28 THE WHITE TURBAN (1915)

2x251%5 inches

The Cone Collection, Baltimore .

o *20 THE ITALIAN WOMAN, 1915

4534 x 35 inches
Collection Earl Harter, Fh\hdciphlz

*30 THE GOURDS, 1916

(Dated, lower left, 1916)
2558 x 317§ inches )
Collection Léonide Massine, New York 2 1%:¢

*31 THE MOROCCANS (1916)

7034 X 1104 inches L
Collection the Artist o o517

T 32 LORETTE, 10916

2154 x 1734 inches
Collection Adolph Lewisohn, New York

733 MADAME GRETA PROZOR, 116

5778 % 254 inches
Collection the Artist -

»*34 THE GREEN DRESS, 1016

2834 x 2114 inches

Collection the Artist ;..

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

MoMA Exhs. 13.1
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>

*15 THE STUDIO, 1916
5714 % 4534 inches
Private Collection, London

736 VIADUCT AT MAINTENON (1916)
1334 x 17 inches
The Cone Collection, Baltimore
*37 THE WINDOW, 1016
5714 x 4534 inches
Collection Detroit Institute of Arts
*58 GIRL IN A TURBAN, 1016
Wooden panel, 834 x 615 inches
Private Collection, New York
30 SEATED NUDE, BACK TURNED, 1917

2434 x 1814 inches
Collection 8. 8. White, 3rd, Philadelphia

IMustrated Museum of Modern Art Exhibition Catalog, Painting in Pans, Plate, §3.

" *40 THE WINDSHIELD (1917)

s

15 Y4 x 2134 inches
Collection C. W. Kraushaar Galleries, New York

o’

PROMENADE AT NICE (1g917-1918)

1354 x 1634 inches

3=
)

LANDSCAPE, NICE { 1917-1918)

1358 x 1634 inches

43 HEAD, 1918
1334 x 105§ inches

Collection A. J. McNeill Reid, Landnn

" 44 THE PEWTER VASE, 1018

3614 x 2558 inches
The Cone Collection, Baltimore

*45 LADY IN A FLOWERED HAT (1918}
2334 x 1934 inches
Collection Marie Harriman Galleries, New York

-
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% *46 ANTOINETTE, 1913

16 x 1034 inches

Collection Etienne Bignou, Pa
M. Matisse made the hat htmself I

drawing (No. go).

*47 POPPIES (about 1919)
3914 x 32 inches

Collection Mrs. Edmla:d Joras, New Yi

48 WHITE PLUMES (1910)

20 x 24 inches /[ L

Collection Stephen C. Clark, New York
[llustrated, Museum of Modern Art Exhibition Catalogue, Paintin

*40 FRENCH WINDOW AT NICE, 1919

5114 x 3854 inches

Collection Josse Bernhéjm-]eune. Paris

[+]

1814 x 2534 inches

Collection R. Sturgis Ingersall, Phl[adelphm

5

2614 x 2134 inches

Collection Phillips Mch&mal Gallery, Washlngmn

52 THE PINK BLOUSE (about 19\0)

a1 x 173 inches

Collection Mrs. Walt‘cr_ anhSChi]d. New York

364 x 2834 inches

Callection Lord Ivor SPCMEILCburchlu T
55 THE BEACH AT ETRETAT, 145

15 X 1824 inches
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Collection:
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¢ appears again in the White Plumes (No. 48) and the

*so INTERIOR AT NICE (1919 7)
Fd

-

ANEMONES AND MIRROR (aboul u;w]

53 MEDITATION, 1920
— 283 xar){ inches f. ¢
Collection Josse Bernheim- jeune Parls

TWO RAYS, ETRETAT, 1920

Collection Lord Bemcrs: Lnndon

56 WINDOW AT ETRETAT, 1921

1814 x 15 inches

Collection Henri Bemhcu.'n -Jeune, P1r1=

57 STILL LIFE WITH FISH, 1921

2354 x 283§ inches

Collection Josse Bernheim-Jeune, Paris

*58 SHRIMPFS, 1021
4 x 2834 inches

Private Collection, New York

5

L=}

3614 x 29 inches

THE MOORISH SCREEN, 1922

Caollection Robert Treat Paine, and, Boston

60 ROAD THROUGH THE WOOD, 1g22

1934 x 24 inches

“ollection the Duchess of Roxburghe, London

Goa STILL LIFE WITH APPLES, 1922

2334 x 2834 inches

The Chester Dale Collection

*61 CARNIVAL AT NICE,

255§ x 3614 inches

1522

The Cone Collection, Baltimore

*62 OLIVE TREES (about 1922)

2354 x 2574 inches

The Cone Collection, Baltimore

63

2114 x 255§ inches

04 BARONESS GQUR{J&L]D 1924

3216 x 2534 inches

BOWL OF GOLDFISH (about 1924)

Collection Baron Napoléon (Jourb.qu Paris

51
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45 *65 STILL LIFE,

4 4o %66 FRUIT AND FLOWERS, 1624

4 %; THE PINK TABLECLOTH, 1925

*4 %68 LE PANTALON ROUGE, 1935

+« 73 RECLINING NUDE, BACK TURN
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“HISTOIRES JUIVES. 9%
31X wésindﬂ s

Collection 5. 5. Whitz, 3 4. Philadelphia

2894 x 36% inches -+ >
Collection Josse Bernheim-Jeune, Pacis <~ ** 43
Firet Prize, Camnegie International Exhibitian, 1937

2554 x 3174 inches -
Collection Samuel Lewisohn, New York "+

=

2334 x 2834 inches | )
Collection Messrs. M. Knoedler and Company, New York

>4 69 RECLINING NUDE (19257)
Pastel, 13 x 194 inches .
Collection The Valentine Gallery, New York <~ =

{7 | *70 DECORATIVE COMPOSITION (ODALISQUE WITH THE STRAIGHT BACK)

1926
5134 x 3833 inches :
Collection the Artist 270 &

2 *71 WOMAN WITH A VEIL, 1927

24 x 1934 inches X
Collection the Artist 2o+ +0107 7t

*72 BALLET DANCER, 1937 J
3174 X 2358 inches | ;
Collection the Artist 1+550: A+ ]

26 x 3614 inches [ o D 1929 s
Collection the Artist =050 'n 'rI
17 %74 HARMONY IN Y'EI_LOW' 1928 .‘
3475 X 3436 inches . £ ¢ o= |
Collection the Artist <+ +r i

75 THE SIDEBOARD, 1928

. |
[+

*8

2834 x 3614 inches { !
Collection Luxembourg Museum, Paris

SEATED ODALISQUE, 1028 - > TR

22 x 154 inches
The Cone Collection, Baltimore | v =

22 TATTOOED ODALISQUE, 1920

22 x 1845 inches
Collection the Artist

78 THE YELLOW HAT, 1929

1558 % 1734 inches
Collection the Artist
£ SR

e DRAWINGS
Note: All drawings unless otherwise noted are from the Artist’s collection.
-9 STANDING NUDE (before 1900 7)

Black crayon, 1134 x 874 inches
Collection Frank Crowninshield, New York

oo

o STANDING MODEL (1g0c-1905)
Charcoal, 1314 x 834 inches
Collection Weyhe Gallery, New York

CORRECTION TO NO. 82
Watercolor on paper, 1134
x 17% inches. The char-
coal drawing illustrated is
not in the exhibition,

SEATED MODEL (about 1905)
Pen and ink, 1034 x 814 inches
Collection Wevhe Gallery, New York

THE DANCE (1908-1909)

Charcoal on paper

Collection Madame Hervieu, Paris
Study for The Dance painted for Shchukine and now in the Museum of Modern Western
Art, Moscow. Compare No, 22 and Hlustration on Page 16.

oo
W

83 NUDE, BACK TURNED (about 1910)
Ink, 1214 x 834 inches
Collection Miss Belle da Costa Greene, New York

53
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) 2
.7 84 POT WITH IV (about 1912,
Charcoal, 22 x 1434 foches _© 5

4 75%85 PORTRAIT OF M. SHCHUK]NE {|91‘:_)
Charcoal, 1934 x 12 inches

5486 PORTRAIT OF MLLE LANDGBERG 1914
Pencil, 2014 x 1634 inches

7| *87 PORTRAIT OF MME EVA MUDOOCI (1915)
Charcoal, 15 x 824 inches b /-

/< 88 PORTRAIT OF MME GRETA PROZOR, 1016
Pencil, 23 x 14% inches

*89 WOMAN WITH HEAD ON HAND (about 1918)
Ink, 1424 x 10% inches
Collection Frank Crowninshield, New York

| go GIRL IN FEATHERED HAT (about 1g18)
Ink, 1434 x 1814 inches
Private Collection, New York

Jg1 WOMAN RECLINING (1919)
Ink, 11 x 1524 inches

* 92 RECLINING NUDE (1920)
Charcoal, 16 x 2014 inches

2" 93 WOMAN WITH GUITAR (1922)
Charcoal, 1834 x 1214 inches

~ *o94 THE VENETIAN DRESS (
Cha:au_il. 1975 X 15 inches
Collection Dr. F. H. Hirschlind, New York

1022-1023)

7% 95 PORTRAIT OF A WOMAN
Charcoal, 185 % 1214 inches /

(1923) (=
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7*g6 WOMAN PLAYING VIOLIN (1023)
Charcoal, 1234 x 1834 inches

" g7 BOYS READING (1923)
Charcoal, 1834 x 2434 inches

0% GIRL AT TABLE (1924)

Ink, 14 x 1034 inches
Collection Jacques Seligmann and Compim New York

o SEATED NUDE (1924)

Charcoal, 2034 x 1534 inches

*100 RECLINING NUDE (1925)

Chareoal, 1974 x 2414 inches

. 101 ODALISQUE, 1027
Charcoal, 2424 x 1834 inches

102 THE SIESTA, 1928

Pencil,
Collection Mrs. Jeremiah D. Maguire, New York

103 WOMAN, 1928
Ink, 13 x 1634 inches

I‘i_', *104 FRENCH WINDOW, 1928
F Charcoal, 2434 x 1834 inches
]

105 TWO WOMEN RECLINING, 1928
Ink, 15 x 1934 inches

106 MOROCCAN INTERIOR, 1929
Ink, 1834 x 2614 inches
Collection Jacques Seligmann and Company, New York

- 107 SEATED MODEL (1g20)
Pencil, 19 x 1214 inches
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*108 GIRL WITH HEADDRESS: 199" '
Pencil, 22 x 15 inches .

<44 100 GIRL WITH VEIL, 1930
Pencil, 1 x 1334 inches

¥ T 110 KNEELING WOMAN ft_!)‘lu}
Ink, 2134 x 1734 inches £

&4 *111 RECLINING FIGURE (1930)
Penecil, 1034 x 21 inches £

7= *132 FIGURE ON A DIVAN, 1931
Ink, 11 9% x 15 inches L 4

113 NUDE, 1931
Pencil, 1314 x 10}y inches

ra2 114 TOILETTE, 1031
Ink, 15 x 1114 inches

7 115 NUDE, 1931
Pencil, 1014 x 1314 inches

{ 116 WOMAN SEATED ON DIVAN, 1031 -
Ink, 116 x 15 inches ~L v

el casl &
!

ETCHINGS

< <4 117 SELF PORTRAIT (about 1900)
634 x 714 inches
Collection Carl Zigrosser, New ‘fork

118 WOMAN WITH MUFE (ghou
534 x 35¢ inches
Collection J. B. Neumanp, ?\ew York

louOJ

119 SEATED NUDE (abou 1914]
513 x 318 inches - fAL

Collection ]. B. Neumann, New York 2 S K 5
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514 *120 HEAD OF GIRL (1g14)

634 x 434 inches
Collection J. B. Neumann, New York

i *121 GIRL WITH FLOWERED HAT (1g14)
7 % 5 inches
Collection Weyhe Gallery, New York

£ 122 HEAD OF A BOY, 1914
' 674 x 4724 mches

Collection Montross Gallery, New York

| 123 TWO NUDES

g
| 512 x 135 inches —

Colléction J. B. Neumann, New York
‘- 124 GIRL
I 614 x 214 inches

Collection J. B. Neumann, New York
ﬂl‘-:, 125 HEAD

314 x 214 inches
| Collection J. B. Neumann, New York
4 126 HEAD

114 x 214 inches

Collection J. B. Neumann, New York

J 127 GIRL
634 x 434 inches
Collection J. B. Neumann, New York

¥ <128 GIRL WITH GOLD FISH, 1020
574 x 854 inches
Caollection Burton Emmett, New York

*120 WOMAN WITH PARROTS, 1920
614 % 914 inches
Collection Burton Emmett, New York 57
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LITHOGRAPHS 1. *140 ODALISQUE IN STRIPED TROUSERS (1925)
2134 x 174 inches

¢4 *130 HEAD OF RECUMBENT FIGURE, 19061997 Collection Frank Crowninshield, New York

1753x11inChf3 A e Thr \ o 1 -
Collection Montross Gallery, New York < DAI\'CEI;/SE!‘\:ED ON TABOURET, 1927
19} x 1234 inches :
E, EYES FRONT, 1906-1007 Collection E. Weyhe, New York
67 ‘13t HALF FICURE, B¥S ¢ From Series “'Dix Danseuses” edition on special paper limited to 5 copies of which this

is number 4.

1754 x 11 inches -

Collection Montross GnlEry. New York =
2 PORTRAIT OF ALFRED CORTOT (1927-1928)
132 MODEL STANDING, 1906-10¢7 FORTRAIT O

|7-"i-: X 11 igr_h\;s i Collection Weyhe Gallery, Mew York
Collection E. Weyhe, New J !

3 RECLINING MODEL (1928)
34 *133 TORSO, THREEQUARTERS VIEW, 1914 1734 x 215§ inches
1934 x 13 inches Collection C. W. Kraushaar Galleries, New York

INTERIOR WITH ODALISQUE (1929)
11 X 1434 inches
Collection Frank Crowninshield, New York

1 134 MODEL READING, 1914
1934 x 13 inches 2
Collection E. Weyhe, New York = 5.
SEATED ODALISQUE, STRIPED BACKGROUND (1920)
*135 MODEL SEATED, BACK, 1914 (3% YO diiches

1934 x 13 inches L Collection Frank Crowninshield, New York
Collection E. Weyhe, New York 1oe.

7 136 TORSO, FRONT, 1914 MONOTYPES
1034 x 13 inches £ i Note: Each Print Is Unique,
Collection E. Weyhe, New York
{ THREE APPLES (1914-10915%)
7 137 SEATED NUDE, 1914 354 x 554 inches

S0 wis indies Collection E. Weyhe, New York

GIRL'S HEAD (1914-1915)
§ 138 NUDE ON A CHAISE LONGUE (1519) 614 x 214 inches

19%4 % 1556 inches 4 Callection E. Weyhe, New York

! *139 VEILED ODALISQUE (19257) I J WOMAN SEATED AT TABLE (1914-1915)
a1 x 17 inches £ X 4_7sl1nches )
Collection Frank Crowninshield, New ¥ock 3 Collection E. Weyhe, New York /& =
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(1014-1915) VRS MEN
<se 149 STILL LIFE WITH PUMPKINS (19 FANsTg PN WORER S8 3010)
38 b Bronze, height 1824 inches

ok = -
g};l]l::;n ';: Weyhe, New Yok §23+ Collection Dr. Harry Bakwin, New York /vs0.

TORSO, ARMS FDLDED(“?H"Q”J *150 STANDING WOMAN (about 191.4)

634 x 5 inches o
Collection Weyhe Gallery, New

’ Bronze, height 22174 inches
York Private Caollection, New York

1504 RECLINING NUDE, 11
Bronze, 1114 inches

RECLINING FIGURE (1g06) Collection Samuel A. Lewisohn, New York

WOODCUTS

DECORATIVE COMPOSITION:
10 x 15% inches. (Illustrated opp. pige 4

Collection Montross Gallery, New York NUDE SEATED WITH HANDS CLASPED BEHIND HEAD (1920)

Bronze, height 2834 inches
SEATED NUDE (1906) The Cone Collection, Baltimore

1334 x 1034 inches '. _ ; ; . .
Collection E. Weyhe, New York ¢ f HEAD WITH A TIARA (1931)
Bronze, height 8 inches

SRR The Cone Collection, Baltimore
VENUS ON A SHELL (r931)
Bronze, height 1414 inches

THE SLAVE, 1900 | The Cone Collection, Baltimore

Note: There are ten casts of each of Matisse’s bronzes.

Bronze, height 3334 inches
The Cone Collection, Baltimore %

SEATED WOMAN LEANING ON HANDS
Bronze, height 515 inches
Collection E. M. M. Warburg, New York

RECLINING NUDE, I (begun aboue 1977

Bronze -
The Cone Collection, Baltimore

HEAD (about 1908)

Bronze, height 12 inches
Collection Dr. Harry Bakwin, New York

17 157 SMALL HEAD
Bronze, 434 inches
Collection Dr. Harry Bakwin, New Yock-4se
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6 LA DESSERTE, 1897
Oil, 3034 x 5114 inches
Collection Dr. Curt Friedmann, Berlin



B C:‘\RMELD\‘\. 1601
Oil, 3114 2514 inches
Lent An(nnvmnusly
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100 NOTRE DAME, 1904
il
Collection Bernheim-Jeune et Cie, Paris
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13 ORIENTAL RUGS, 1906
(@71}
Collection Art Museum, Grenoble
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| 15 BLUE NUDE (Souvenir de Biskra), 1907
e ) Oil, 3644 x 554 inches
e left, 1906) The Cone Collection, Baltimare

14 THE YOUNG SAILOR, 1506
Oil, 3958 x 3174 fnches

Collection Hans Seligman, Berlin

(Dated |
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18 FRAU MOLL (1908)
Oil, 1614 x 283 inches
Collection Professor Oskar Moll, Breslau

17 WOMEN By THE SE
Oul, 863{ x 701

Collection Fnikwam: Museum Essen
» Esse

A, 1908 (Dated |
3 i ed lower )
% mches er right, 1905)
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21 THE MANILA SHAWL, 1910

19 GIRL WITH GREEN EYES, 1900 Onl, 4416 x 2714 inches

Oil, 26 x 20 inches Collection Gaston Bernheim de Villers, Paris
4

Collection Miss Harriet Levy, San Francisco

7
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23 GOLDFISH AND SCULPTURE, 1911
Ohl, 4534 x 3034 mches
Collection Hans Purrmann, Berlin



25 WOMAN ON A HIG

Oil, 5714 % 3654 miches

Collection the Arrise
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26 INTERIOR WITH GOLDFISH, 1914
Oil, 5634 x 3858 inches
Collection Baron Napoléon Gourgaud, Paris
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20 THE ITALIAN WOMAN, 1015
Onl, 4534 x 35 mches
Collection Earl Horter, Phuladelphia

27 HEAD, WHIT |
. E AND Rosg {about 115)

Collection the Artist
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31 THE MOROCCANS (1916)

Oil, 7034 x r10}4
Collection the Artist

| I 30 THE.G()URDS. 1916 (Dated
| Oil, 2556 x 31 7% inchey
e Collection Léonide

lower left, 1916

Massine, New York



34 THE GREEN DRESS, 1016
f)n',_'"-‘.‘\_‘!'-'l' . 4

Collectior the Artist
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35 THE STUDIO, 1916
Oil. 5714 % 4534 inches

Private Collection, London




37 THE \\"i.\"DU“", 1916
Oil, 5714 & 4534 inches
Collection Detrogt Institute of Arts

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

MoMA Exhs. 13k

A

li?? GIRL IN A TURBJ‘LN. 1916
Oil, Wooden Panel, 834 x 614 inches
Private Callection, New York

43 HEAD, 1918
Oil, 1334 x 105% inches

Collection A. J. McNeill Reid, London
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40 THE WINDSHIELD (1g17)
Oxl, 1514 x 2134 mches
Collection ©. W, Kraushaar Galleries, New York
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SO INTERIOR AT NICQE

(19197)
Oil, 1814 x 2534 inches

Collection R. Sturgis Ingersoll, Philadelphia

Collection Marie

45 LADY IN A FLOWERED HAT (1915)

Oil, 2344 x 1034 miches
Harriman Galleries, New York
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Oil, 3034 x 32 nches

Collection Mrs. Fdouard Jonas, New York
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46 ANTOINETTE, 1918
Ol, 26 x 1934 inches

Collection Etienne Bignou, Paris




49 FRENCH WINDOW AT NICE, 1919
Oil, 5114 x 3856 inches .

lectio e Ber .
Collection Josse Bernheim-Jeune, Paric
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51 ANEMONES AND MIRROR (about 1920]
I Oil. 264 x 2118 wnches

Collection Phillips Memiotial Gallery; Washingson

\73
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53 MEDITATION, 1920

Oil, 2835 x 21 43 mches

Collection Josse Bernheim-Jeure, P
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34 TWO RAYS, ETRETAT, 1920

Oil, 364 x 2834 inches
pencer Chu.rchil!. London




58 SHRIMPFS, 1921
Onl, 2344 x 2834 inches
Private Collection, New York
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50 THE MOORISH SCREEN, 1922
Oul, 364 x 29 inches

Collection Robert Treat Paine, 2nd, Boston




(Above) 61 CARNIVAL AT NICE, 1923
Oil, 2556 x 3614 inches
The Cone Collection, Baltimore
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| (Below) 66 F
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Josse Bernheim-Jeune, Paris

RUIT AND FLOWERS, 1924

(Above) 65 STILL LIFE, "HISTOIRES JUIVES," 1024
Oil, 3174 x 3038 inches

Collection S. 5. White, 3rd, Philadelphia
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68 LE PANTALON ROUGE, 1025
Oil, 3354 x 2383 mches

Collection Messrs. M. Knoedler and Company, New York
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71 WOMAN WITH A VEIL, 1027
Ol 24 x 103 nches
Collection the Artist

‘.'_U DECORATIVE COMPOSITION (Odalisque with the Straigl
Oil, 5114 x 3834 mches =¥

ht Back), 1926

Callection the Artist
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Oil, 313n = 23
Attt
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74 HARMONY IN YELLOW, 1928
Onl, 3434 X 3434
Collection the Artist




75 THE SIDEBOARD, 1928
Oil, 2834 x 3614 inches
Collection Luxembourg Museum, Paris

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

|bt':r

MoMA Exhs.

13.1

CORRECTION: Through an error the above
drawing was illustrated igstead of the water-
color belonging to Madame Hervieu, Paris

g2 THE DANCE (1908-1906)
Charcoal on paper
Collection Madame Hervieu, Paris
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100 RECLINING NUDE (1g25)
Charcoal, 1936 x 2434 inches
Collection the Artist

%R
e, ‘_h,

111 RECLINING FIGURE (1393

PR r 1
Pencil, 1034 x 21 inches

Collection the Artist
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112 FIGURE ON A DIVAN (1931)
Ink, 1116 x 15 inches
Collecticn the Artist
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120 HEAD OF GIRL ( ) 121 GIRL WITH FLOWERED HAT (19 130 HEAD OF RECUMBENT FIGURE,
1914 : 14) - e 133 TORSO, THREE-QUARTERS .
Etching, 634 x 434 mches Etching, 7 x 5 inches # Litl 2 VIEW (1g14) 1
Collection J. B. Neumann, New York Collection Weyhe . New York tthograph, 1754 x 11 inches : :
Collection Montross Gallery. New York Lithograph, 1934 x 13 inches
ontross Gallery, New York

142 PORTRAIT OF ALFRED CORTOT

129 WOMAN WITH PARROTS, 1929 \ 135 MODEL SEATED, BACK, 1914 (
Erching, 674 x g4 inches ' Lithograph, 1034 % 13 inches Lithograph ”;{LQ:Z::;’:

Collection Burton Emmett, New York allec 2 Wevke , "
Collection E. We yhe, New York Collection We)rhe Gallery, New York

Y
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139 VEILED ODALISQUE (19257) 140 ODALISQUE IN STRIPED TROI
Lithograph, 21 x 17 inches SERS (1025)
Collection Frank Crowninshield, New York

147 [xl-ll! S HEAD (1914 150 TORSO, ARMS FOLDED (1914-1915)

:I‘ : '\_: ' e _ : 634 x 5 mches
Callection L. ‘Weyhe, New. Yorl Caollestion Weyhe Gallery, New York
MONOTYPES

e
i PN R
143 RECLINING MODEL (1928) 144 INTERIOR WITH ODALISQUE )
Lithograph, 1734 x 2154 inches (192g) 146 THREE APPLES (1914-1915)
Caollection C. W. Kraushaar Galleries, New L:thugruph, 1T x 1434 inches 154 x 555 inches
York Collection Frank Crowninshield, New York Collection E W;\he :\.-'l‘\\' York
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154 SEATED WOMAN LEANING ON HANDS
Bromze, | }
Co

51y inches

. M. M. Warburg, New York

1535 RECLINING NUDE (begun about 1957)
Bronze
The Cone Collection, Baltimare

1533 THE 5LAVE, 1900
Bromze, height 3334 mches
The Cone Collection, Baltimore
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159 STANDING WOMAN (about 1914)

Bronze, height 22 45 inches
Private Collection, New York

156 HEAD (about 1908)
Bromze, height 12 inches
Collection Dr. Harry Bakwin, New York

158 TWO WOMEN (before 1910)
Collection Dr. Harry Bakwin, New York

Bronze, height 1844 inches
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160 NUDE SEATED WITH HANDS CLASPED BEHIND HEAD (1g24) A
Bronze, hesght 2834 inches

The Cone Collection, Baltimore

161 HEAD WITH A TIARA (195%)
Bronze, height 8§ inches

The Cone Collection, Baltmore
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