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About the Packet

This packet introduces you to Impres-
sionist painting and provides tools for cur-
riculum design. The resources will be use-
ful whether you have an hour or aweek to
devote to Impressionism. Y ou are encour-
aged to share the curriculum ideas with
other teachers.

What the Packet Includes:

Introduction to the
Major Themesof Impressionism

The introduction provides a discussion of
Impressionism, its development, and its
historical context in general terms. Also
highlighted are six major themes:

Radicalism of Impressionism: “ Trees

are Not Violet; The Sky is Not Butter!” Al-
though it may be difficult to imagine now,
the new style of painting was considered
radical and even offensive at first to some
people.

The Painting of Modern and Real Life
ubjects. The Impressionists liked to paint
scenes of everyday life: contemporary peo-
ple at work and play.

Busy City and Quiet Countryside Settings.
The Impressionists often painted peoplein
city and country settings.

En Plein Air and “ The Painter of the
Passing Moment.” Most Impressionists
chose to paint en plein air, or outdoors, in-
stead of, or in addition to, painting in their
studios. They liked to capture their subjects
in the middle of quiet, contemplative mo-
ments.

Optical Innovations: Images of* Magical
Instantaneity.” Many scientific and color
theory innovations of the late 19th century
enabled the Impressionists to experiment in
the ways that they did.

Collecting Impressionism:* Something
Solid and Durable.” Impressionist paint-
ings have become increasingly popular over
the years.

2. Introduction to the Premise of the Ex-
hibition

This section provides general information
about the premise of the exhibition Impres-
sionism: Paintings Collected by European
Museums. The provenance, or history of a
painting’s ownership, is explored in the ex-
hibition and in this introduction.

3. Nine Overhead Color Transparencies

These transparencies represent nine of the
works included in the exhibition. Each im-
age illustrates the various themes found
within the exhibition and can help prepare
students to participate in activities and dis-
cussions. Use these transparencies on an
overhead projector or as posters by placing
awhite piece of paper on the reverse side.

4. Information, L ooking Questions, and
Activitiesthat Correspond to the Color
Transparencies

Information for each image represented
in atransparency is provided for quick ref-
erence about the artist, style, and subject.

Looking Questions enrich the student’s
consideration of a painting by encouraging
discussion and careful looking. Some ques-
tions al so reinforce the themes of radical-
ism, the depiction of modern and redl life,
city and country settings, en plein air paint-
ing, and optical innovations. Y our students
may generate diverse answers to the look-
ing questions. The looking questions are a
starting point for teachersto facilitate the
student’ s close viewing. The questions may
be expanded to be more inter pretive —
“What do you think the artist’ s intent was
in...?7" comparative - similarities and differ-
ences between paintings...hypothetical —
“What if...?" Suggested Activities engage
students in various experiences relating to
Impressionism. Additionally, these activi-
tieswill help cultivate learning skills that



involve the arts, math, science, language
arts, and social studies. Y ou can develop
these activities further according to the
level and needs of your students. We urge
you to share the interdisciplinary curricu-
lum activitiesin this packet with teachers of
other subject areas.

5. Glossary

Printed in bold text throughout the packet
are important terms for understanding Im-
pressionism and the culture in which it ex-
isted. For definitions, please refer to the
glossary at the back of the packet.

6. Resour ces

The books, videos, and other resources for
teachers and students provide for further
investigation of Impressionism, the artists,
art history, and world events.

About Impressionism

Radicalism of | mpressionism:
“TreesareNot Violet; TheSky is
Not Butter!”

In 1874, fifty-five artists held the first
independent group show of Impressionist
art. Most of them - including Cézanne, Pis-
sarro, Renoir, Degas, Monet, Manet, and
his sister-in-law Berthe Morisot (“a bunch
of lunatics and awoman,” muttered one ob-
server) - had been regjected by the Salon,
the annual French state-sponsored exhibi-
tion that offered the only real opportunity
for artists to display and sell their work.
Never mind, they told each other. At the
Salon, paintings were stacked three or four
high, and crowded too closely together on
the walls. At their independent exhibition,
mounted in what was formerly a photogra-
pher’s studio, the artists could hang their
works at eye level with space between
them. Although the artists didn’t call them-
selves “Impressionists’ at first, this occa-
sion would be the first of eight such
“Impressionist” exhibits over the next
twelve years.

An outraged critic, Louis Leroy, coined

the label “Impressionist.” He looked at
Monet’s Impression Sunrise, the artist’s
sensory response to a harbor at dawn,
painted with sketchy brushstrokes.
“Impression!” the journalist snorted.
“Wallpaper in its embryonic state is more
finished!” Within ayear, the name Impres-
sionism was an accepted term in the art
world.

If the name was accepted, the art itself
was not. “ Try to make Monsieur Pissarro
understand that trees are not violet; that the
sky is not the color of fresh butter...and that
no sensible human being could countenance
such aberrations...try to explain to Mon-
sieur Renoir that awoman’ storso is not a
mass of decomposing flesh with those pur-
plish-green stains,” wrote art critic Albert
Wolff after the second Impressionist exhi-
bition. Although some people appreciated
the new paintings, many did not. The critics
and the public agreed the Impressionists
couldn’t draw and their colors were consid-
ered vulgar. Their compositions were
strange. Their short, slapdash brushstrokes
made their paintings practically illegible.
Why didn’t these artists take the time to fin-
ish their canvases, viewers wondered?

Indeed, Impressionism broke every rule
of the French Academy of Fine Arts, the
conservative school that had dominated art
training and taste since 1648. Impressionist
scenes of modern urban and country life
were afar cry from the Academic effortsto
teach moral lessons through historic,
mythological, and Biblical themes. Thistra
dition, drawn from ancient Greek and Ro-
man art, featured idealized images. Sym-
metrical compositions, hard outlines, and
meticulously smooth paint surfaces charac-
terized academic paintings.

Despite the Academy’ s power, seeds of
artistic and political unrest had been sown
long before 1874. The early- and mid-19th
century was atime of political instability in
France. Between 1830 and 1850, the popu-
lation of Paris doubled. During the Revolu-
tion of 1848, Parisian workers with socialist
goals overthrew the monarchy, only to see
conservatives seize the reins of government
later that year. Fear of further uprisings cre-
ated widespread distrust among the aristoc-
racy, the poor, and the newly prosperous
bourgeoisie or middle class.



At the same time, the far-reaching In-
dustrial Revolution fostered a new faith in
theindividual and his unlimited potential.
Romantic painters such as Eugene Dela
croix began to celebrate individuality in
terms of painting technique with warm col-
ors and vigorous brush- strokes. Dela-
croix’sjournals would later provide ideas
about color theory and painting techniques
to the Impressionists. Later in the 19th cen-
tury, Barbizon School painters Corot, Mil-
let, and Rousseau abandoned classical stu-
dio themes to go outside and paint the land-
scape around them. Realist Gustave Cour-
bet, a mentor to several Impressionists,
painted the rural poor just as he saw them.
His rough-textured technique displeased the
Academy.

The Impressionists, or “Independents,”
asthey preferred to be called, brought to-
gether awide variety of these influences,
beliefs, and styles when they first exhibited
and met in Paris cafés to discuss art. Their
rejection of the Academy and the Acad-
emy’s rejection of them united the group.

The Painting of Modern Life and
Real Life Subjects

The sturdiest thread linking the Impres-
sionists was an interest in the world around
them. For subject matter, they looked to
contemporary people at work and play. In-
ventions such as the steam engine, power
loom, streetlights, camera, ready-made
fashions, cast iron, and steel had changed
the lives of ordinary people. Underlying the
Industrial Revolution was a belief that tech-
nological progress was key to all human
progress. In this climate of discovery, peo-
ple felt they could do anything.

The Industrial Revolution brought eco-
nomic prosperity to France, and Emperor
Napoleon |11 set out to make Paris the
showpiece of Europe. He hired civic plan-
ner Baron Hausmann, Prefect of the Seine,
to replace the dirty, old medieval city with
wide boulevards, parks, and monuments.
The new steel-ribbed railroad stations and
bridges were feats of modern engineering.
Cafés, restaurants, and theaters lured the
bourgeoisie, the powerful new merchant

class who had made their homesin and
around Paris.

Busy City and Quiet Countryside
Settings

Most Impressionists were born in the
bourgeoisie class, and this was the world
they painted. “Make us see and understand,
with brush or with pencil, how great and
poetic we arein our cravats and our leather
boots,” the poet Charles Baudelaire chal-
lenged his friend Edouard Manet. Baude-
laire's essay, The Painter of Modern Life,
inspired other Impressionists to portray real
life themes, too. Degas prowled behind the
scenes of the operaand ballet for his sub-
jects. Monet immortalized Paris railroad
stations. Nearly all the Impressionist artists
painted people hurrying through busy
streets and enjoying their leisure time on
the boulevard, at the racetrack, in café-
concerts, shops, restaurants, and parks.

However, it was not just city bustle that
intrigued the Impressionists. Country
themes appealed to them, too. Railroads
gave people a new mobility. They could
hop on atrain and be in the countryside in
an hour. Commuters escaped the crowded
city to the suburbs that sprouted around
Paris. The Seine River, parks, and gardens
provided recreation for weekend picnickers,
swimmers, and boat parties, which the Im-
pressionists duly recorded. One key to Im-
pressionism’s popularity, it has been writ-
ten, isthat the artist often put the viewer in
the position of someone on holiday enjoy-
ing abeautiful scene. “Monet never painted
weekdays,” one critic noted wryly.

The home offered other real-life sub-
jects. It was unacceptable for women paint-
ers like Berthe Morisot or Mary Cassatt to
set up an easel in most public places. They
relied on domestic scenes of women from
their own social class cuddling babies,
playing with their children, dressing in the
boudoir, or tending their gardens. The gar-
den was central to late 19th-century life.
Monet, Manet, and Renoir often painted
their gardens. Monet called his flowerbeds
“my most beautiful work of art.”



En Plein Air and “ The Painter of
the Passing Moment”

Painting the sidewalk café, the racetrack,
or the boating party attracted the Impres-
sionists to work outdoors, or en plein air.
Most Impressionists worked directly and
spontaneously from nature. It was Bar -
bizon painter Camille Corot who first ad-
vised artists to “ submit to the first impres-
sion” of what they saw - areal landscape
without the contrived classical ruins or Bib-
lical parables of French Academic painting.

Monet, Renoir, Pissarro, Sisley, and
others preferred to record their initial sen-
sory reactions rather than idealize a subject.
A painter friend of Monet recalled the mas-
ter giving him this advice: “He (Monet)
said he wished he had been born blind and
then had suddenly gained his sight so that
he could have begun to paint in this way
without knowing what the objects were that
he saw before him. He held that the first
real look at the motif waslikely to be the
truest and most unprejudiced one.” The Im-
pressionists thought that painting their ex-
periences was more truthful, and thus more
ethical, than copying the art of the past.

Impressionist landscapes often con-
tained people, or showed the effects of
man’ s presence - on a bridge or path, for
example. The Impressionists wanted to
catch people in candid rather than staged or
posed moments. It isasif the artist and we,
the viewers, are watching a private, con-
templative moment. We see men, women,
and children floating in arowboat, strolling
under the trees, or just watching the river
flow.

Impressionists often depicted people
mid-task. Degas caught opera audience
members watching each other instead of the
stage and ballet dancers stretching or ad-
justing their costumes before a perform-
ance. Renoir’ s guitar player strums her in-
strument by herself. Pissarro’s Parisian pe-
destrians hurriedly cross the city streets.

A wish to capture nature’' s fleeting mo-
ment led many Impressioniststo paint the
same scene at different times and in differ-
ent weather. They had to work fast to cap-

ture the moment, or to finish an outdoor
painting before the light changed. Artists
had often made quick sketchesin pencil or
diluted oil paint on location, but now the
sketch became the finished work. Impres-
sionist painters adopted a distinctive style
of rapid, broken brushstrokes: lines for peo-
ple on abusy street, or specksto re-create
flowersin a meadow.

These artists often applied paint so
thickly that it created a rough texture on the
canvas. Impressionists mixed colors right
on the canvas or stroked on the hues next to
each other and let the viewer’s eye do the
blending. This process was called optical
color mixing. Not only did this sketchy
technique suggest motion, but it also cap-
tured the shimmering effects of light that
engaged these artists. The rough, brilliant
paintings of Impressionism were a drastic
departure from the slick, highly finished
canvases of Academic painters. Although
the Impressionists wanted their work to
look almost accidental, it’s no surprise that
early criticscaled it “lazy” and unfinished.

Optical Innovations: I mages of
“Magical I nstantaneity”

Color Theory

Initsuse of color, Impressionism dramati-
cally broke away from tradition. Advances
in the fields of optics and color theory fas-
cinated these painters. Working outdoors,
Impressionists rendered the play of sunlight
and the hues of nature with a palette of
bolder, lighter colors than classical studio
painters used. In 1666, Sir Isaac Newton
had shown that white light could be split
into many colors - including the three pri-
mary colors, red, blue, and yellow - by a
prism. The Impressionists learned how to
create the prismatic colors with a palette of
pure, intense pigments and white. Unlike
Academy painters, who covered their can-
vases with adark under painting, Impres-
sionists worked on unprimed white canvas
or apale gray or cream background for a
lighter, brighter effect.

Eugene Chevreul’ s 1839 book, On the

Law of Simultaneous Contrast of Colors,
guided the Impressionist practice of laying



down strokes of pure, contrasting colors.
Chevreul found that colors changeinrela-
tion to the other colors near them. Comple-
mentary colors, or those directly opposite
each other on his color wheel, create the
most intense effects when placed next to
each other, he wrote. Red-green or blue-
orange combinations cause an actual vibra-
tion in the viewer’ s eye so that color ap-
pears to leap off the canvas. No wonder
viewers react emotionally to the glittering
sunlight on Monet’ s rivers or the splash of
orange costume on Degas' ballet dancers.
“1 want my red to sound like abell!” Renoir
said. “If | don’t manageit at first, | put in
more red, and a so other colors, until I've
gotit.”

Art Materials

New technology in art materials made a
wider range of color pigments available. In
the past, artists had to grind and mix their
own pigments with oil. Now, color mer-
chants sold ready-to-use paints and other
materials from storefront establishments. In
addition, collapsible metal tubes replaced
pigs-bladder pouches as storage vessels for
paint. Tubes preserved the pigment longer,
allowing artists to take extended painting
trips outdoors.

Photography

Perhaps no invention of the Industrial
Revolution influenced Impressionism more
than the camera. Black and white photogra-
phy not only recorded the scene for later
study, it arrested the very rea-life moments
that Impressionists pursued. Most of the
Impressionists had cameras; in fact, Monet
had four and Degas experimented with one
of the early Kodak portable models. Their
art took on the odd, unexpected, and asym-
metrical compositions sometimes caught
by the camera.

Rejecting the centered figural groups of
traditional art, Impressionists thought noth-
ing of cutting off afigure at the painting’s
edge, or pushing the action into corners and
leaving the center of the composition
empty. Degas called photography “an im-
age of magical instantaneity,” and was par-
ticularly adept at the off-center composi-
tion. He was also intrigued by the newly

invented motion picture machine, which
took multiple photographs of moving ani-
mals at high shutter speeds. He used the
machine to study movement and gesture.
Impressionists eagerly studied panoramic
landscape photography and adopted its flat-
tened perspective. Monet noticed that slow
shutter speeds blurred moving figures, and
he began to smudge his painted figures
similarly. To the human eye, of course, fig-
ures don’t blur, and one early critic dis-
missed Monet’ s distant pedestrians as
“black tongue lickings.” Even those who
praised the artist’ s ability to capture this
“ant-like swarming... the instantaneity of
movement” often missed the link to photog-

raphy.

Japonisme

Another visual influence on Impression-
ism was the phenomenon called Japon-
isme. The opening of Japan to Western
trade and diplomacy in 1854 led to aragein
France for al things Japanese. Japanese ar-
tifacts found an eager market in the grow-
ing middle classin Paris. In 1862, a Far
Eastern curio shop called Le Porte Chinoise
opened near the Louvre Museum. The shop
sold fans, kimonos, lacquered boxes, hang-
ing scrolls, ceramics, bronze statuary and
other items the Impressionists used as props
in their paintings. In particular, Impression-
ists admired Japanese wood-block prints
and applied that art form’s flat, decorative
shapes, bright colors, and asymmetrical
compositions to their own work.

The elegant Japanese prints (known as
ukiyo-e, or “images of the floating world”
of geishas and other popular entertainment)
also inspired a new interest in printmaking.
In addition to wood-block prints, Impres-
sionists created lithographs (prints made
from oil-based ink designs on wet stone)
and etchings (prints from designs etched
into metal plates with acid). These methods
allowed Degas, Monet, Cassatt, and other
artists to make multiple copies of their
work and thus reach alarger audience.



Collecting Impressionism:
“Something Solid and Durable”

In the early years of Impressionism, art-
ists struggled to find markets for their work,
and many lived hand-to-mouth. Impression-
ism changed when artists quarreled with
one another, withdrew from exhibitions, or,
like Monet and Renoir, reverted to amore
Academic style they hoped would lure buy-
ers. Cézanne also turned away from Im-
pressionism, disappointed that he hadn’t
been able “to make of Impressionism some-
thing solid and durable like the art of the
museums.”

However, one visionary Paris art dealer,
Paul Durand-Ruel, recognized the greatness
of Impressionism as early as 1870. “A true
picture dealer should also be an enlightened
patron; he should, if necessary, sacrifice his
immediate interest to his artistic convic-
tions,” Durand-Ruel wrote. He regularly
bought, sold, and promoted Impressionist
paintings during the early years. Finaly, in
the 1880s and ‘ 90s, the world the Impres-
sionists painted began to embrace them.
American collectors were largely responsi-
ble for thisreversal of fortune, buying
enough paintings to keep several artists at
work. The Musée de Luxembourg in Paris
mounted the first museum exhibition of Im-
pressionist art in 1897, and an exhibition at
the 1900 World Exposition sealed the art-
ists' reputations. Paintings sold twenty-five
years earlier for amere fifty francs, noted
Durand-Ruel, now fetched 50,000 francs.

What caused the public’ s change of
heart? “Ironically,” writes art historian Ann
Dumas, “the Impressionists’ former status
as renegades enhanced their appeal to the
connoisseurship and speculative skills of
the bourgeois collector...(it was) a new art
for anew class that wanted images of the
world they inhabited.”

Perhaps more crucial to its present-day
popularity is the broadly appealing color,
spontaneity, and freshness of Impressionist
art. Before the first exhibition in 1874, the
art critic Armand Silvestre observed of
these paintings, “A blond light pervades
them, and everything is gaiety, clarity,
spring festivals, golden evenings or apple

trees in blossom. They are windows open-
ing on the joyous countryside, on rivers full
of pleasure boats stretching into the dis-
tance, on a sky which shines with light
mists, on the outdoor life, panoramic and
charming.”

About the Exhibition
| mpressionism: Paintings
Collected by European Museums

Early paintings by the Impressionists
shocked the public and infuriated many
critics. “A frightening spectacle of human
vanity so far adrift that it verges on sheer
lunacy,” scoffed Paris critic Albert Wolff in
1876. Just twenty-five years later, however,
the work of Monet, Renoir, Manet, Degas,
Pissarro, Morisot and Caillebotte would be
found in the collections of mgjor museums
through-out Europe and America. One hun-
dred and twenty-five years later, Impres-
sionism is one of the best known and loved
types of art.

The provenance, or history of owner-
ship of these Impressionist works, is afas-
cinating subject in itself. Who were the
early heroes who dared to purchase this
“difficult” art and hang it in their homes,
offices, and galleries? How did these once-
spurned paintings find their way into major
museums and world capitals? What events
drove the artwork out of the hands of artists
to museum directors, private collectors, and
ministers of culture? These questions con-
stitute the reason for this exhibition.

The chief focus of Impressionism:
Paintings Collected by European Museums
isthe earliest acquisitions by European mu-
seums. The Musée de Luxemboug's 1897
exhibition featured thirty-eight Impression-
ist paintings, all bequeathed to the French
government by the artist and collector Gus-
tave Caillebotte. But not all museums wel-
comed Impressionism, even by 1900. Lon-
don’s National Gallery turned down a gift
of Degas The Ballet Scene from Meyer-
beer’s Opera ” Robert le Diable” in 1905
and refused to show Morisot’s Summer’s
Day after acquiring it in 1913. “The Na-
tional Gallery is and should remain a great



Temple of Art” that would not tolerate “an
exhibition of the works of the modern
French art-rebels in the sacred precincts of
Trafalgar Square,” said a museum trustee of
the Morisot exclusion.

Private collectors and one particularly
tenacious gallery owner contributed largely
to Impressionism’ s acceptance. Art dealer
Paul Durand-Ruel bought the early paint-
ings of these neglected artists so that they
could keep working. He offered them ad-
vice on style and subjects, gave them an al-
ternative to state-run exhibitions - the art
world’ sfirst one-person art shows - and
promoted their work in Europe and the
United States.

Among the first private collectors of Im-
pressionism were writers, fellow painters
like Caillebotte, and other figures from the
art world. The original owner of Claude

Overall Looking Questions

Monet’s Port at Argenteuil was a painter
working in astyle similar to Monet’s. Vin-
cent van Gogh willed all hiswork to his art-
dealer brother, Theo, on whom he had de-
pended emotionally and financially for
most of hislife. Many of those paintings,
including Self-Portrait with a Sraw Hat,
remained in the van Gogh family for sev-
enty years. Americans also collected Im-
pressionism early on, as did other newly
rich, “bourgeois’ connoisseurs, who saw in
these bold, colorful canvases amirror of
their own lives.

The artworks in the Impressionism:
Paintings Collected by European Museums
exhibition reflect the broad interests and
varied styles of Impressionism at its peak.
This exhibition is presented by the High
Museum of Art, the Seattle Art Museum,
and the Denver Art Museum.

Have all your students become familiar with all of the transparencies.
What kinds of brushstrokes do you see in each painting?

Where is the horizon line in each painting?

Lights and shadows interested many Impressionist painters. Describe the colors and shapes

of the shadows in each painting.

Next, group the paintings by themes beginning with city or country life.
What other categories or themes can you create?



Activities
TheArts

Up until the 1860s, European painters
often painted idealized people and events
from the Bible, mythology, or history. In
contrast, Impressionist paintings often de-
pict ordinary situations. We may think dif-
ferently about ordinary situationsin our
own lives by drawing or writing about
them. Ask studentsto list five things they
do each day that might be appropriate for
an Impressionist painting of amodern life
subject. Vote on one subject and then have
each of the students paint it. A busy, fleet-
ing moment in a hallway or cafeteria, for
instance, may seem more beautiful upon re-
flection. Explain that everyone will have a
different “impression” of the scene. Try to
emphasi ze the lights, shadows, and colors
in the scene.

Math or Science

All of these two-dimensional, flat works
create an illusion of three-dimensional
depth. Rank them from the composition
that appears to be the closest to the viewer
(or most shallow) to the composition with
the greatest feeling of depth. Look for the
ways that each painting depicts depth. For
instance, are the colors softer in the back-
ground? Did the artist use perspective? Are
objects smaller in the background than in
the foreground? Do objects in the fore-
ground overlap objects in the background?
Although there are no specific right an-
swers, ask the students to hypothesize how
many feet of depth each painting illustrates.
What clues did the artist provide to support
the hypotheses?

Language Arts

Discuss the transparencies with the
class. What are their favorite paintings?
Why did they choose those? Have the stu-
dents write an essay from the point of view
of acollector or museum director who
wants to purchase one of the paintings. In-
clude why they chose the painting and how
it will add to their current collections. For
instance, a director of a self-portrait mu-
seum might want to add the self-portrait by
van Gogh to his or her collection.

Social Studies

Have the students stage an art
exhibition of their own within the class-
room. Send out invitations and design post-
ers to advertise the exhibition. Some stu-
dents will be traditional artists while others
will be experimental artists. Other students
will be critics and collectors. The artwork
and written exercises that the students cre-
ate based upon the activitiesin this packet
would be appropriate for the exhibition.



Subject

Monet probably painted this fresh, airy
afternoon scene outdoors, en plein air. He
often painted outdoors, then carefully re-
worked the details of his canvasesin his
studio. “My only merit,” Monet wrote later
inlife, “liesin having painted directly in
front of nature, seeking to render my im-
pressions before the most fleeting mo-
ments.” Thisis one of seventy-five works
Monet painted of the Seine River in Ar-
genteuil, ayachting center west of Paris. It
combines two favorite Impressionist
themes: fashionable, leisurely figures stroll-
ing, boating, and bathing, and an industrial
backdrop of bridge and smokestack. Monet
lived and painted in Argenteuil for severa
years, today the town is best known for his
images of it. Additionally, Monet lured his
Impressionist friends - Renoir, Sisley, Pis-
sarro, Manet, and Caillebotte - to paint in
Argenteuil, which was easily accessible
from Paris by railroad.

Style

Like most of hiswork, The Port at Ar-
genteuil shows Monet’ s fascination with
the ever-changing quality of light and color
in different weather, and at different times
of the day. Notice the long stripes of tree
shadows in the foreground. Against the
bright sky, these deep shadow tones capture
abreezy late afternoon in summer. Monet
usually “primed” or covered his canvas
with alayer of warm gray or light tan first
and then painted his subject in the short,
bold brushstrokes typical of Impressionism.
The scene is composed of restful, horizon-
tal elements - the shadows of trees, the
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Claude Monet (mow-NAY)

French, 1840-1926

The Port at Argenteuil, about 1872
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water, bridge, and clouds. Monet arranged
these elementsin a series of planesto create
depth. The plane closest to us contains the
strollers, seated onlookers, boaters, and
other figures; a second plane behind it has
sailboats, a steamship, and a boathouse; the
last and most distant is the bridge and hori-
zon.

Artist

Monet grew up in Le Havre, France,
where an aunt first financed his painting
studies. Later, in Paris, he met and was in-
fluenced by future Impressionist colleagues
Sisley, Renoir, and others. He was aleading
figure in the Impressionists’ first group ex-
hibition in 1874, which one critic ridiculed
as “acollection of freshly painted canvases
smeared with floods of cream.” It was
Monet’s painting of the Le Havre harbor in
Impression, Sunrise, that gave the fledgling
movement its name. Until latein hislife,
Monet suffered frequent personal and pro-
fessional ups and downs. Y et, he never wa-
vered in the quest to paint his direct, sen-
sory impressions of nature without intellec-
tual thought. “Paintings aren’t made with
doctrines,” he declared.



L ooking Questions
How many people do you see?
What are they doing?
What do you see on the left side of the
painting?
What do you see on the right side of
the painting?
What sort of boats are these? Sailing
boats? Fishing boats? Cargo boats?
Describe the weather. What season is
it? What time of day isit? From what
you see, can you tell the time of day?

Activities

TheArts

Have the students create a landscape
with depth. Have them choose three objects
that they want in their landscape. Decide
which objects will go in the foreground,
middle ground, and back- ground. Draw
the fore- ground object first. They should
make this object large. Next, decide what
objects will go in the middle ground,
drawing it dlightly smaller in the middie
portion of the paper. Finally, repeat this
process for the back-ground object, mak-
ing that object the smallest. To create a
landscape with depth and overlapping
forms, add more objects and horizontal
lines to indicate land. Discuss overlapping
and back- ground, middle ground, and
foreground.

Math or Science

Many Impressionists were interested in
views of reality. Scenes were painted out-
side, with an emphasis upon what interested
the artist on the day the painting was cre-
ated. Approximately what percentage of
this scene is sky? What percentage of the
total area of this painting is used to describe
the land that day? What percentageis build-
ings or water? What fraction reflects things
made by people? What percentage of the
ground is sunlit or shadow? What do you
think interested Monet the most on the day
he was painting this? Why do you think
that?

Language Arts

Animpression is a vague notion, mem-
ory, or split-second look at something.
Have your students glance at the transpar-
ency for thirty seconds and then cover it
with paper. Ask them to write a poem be-
ginning “My first impression was...” Next,
ask them to look at the transparency
closely. Continue the poem by writing “But
when | took a closer ook | noticed...”
Share the poems. Discuss the difference be-
tween an impression and an analysis of
something.

Social Studies

The people in the reproduction look as if
they might be out relaxing on aweekend
afternoon. What do you and your family do
to relax during weekends? Have your stu-
dents pick a partner and share what they en-
joy doing with their families. Make a chart
to compare and contrast |eisure-time of
their families with those depicted in this
and other transparecies in the packet. How
do they compare to what the people in the
picture are doing? Have them find out
about other forms of relaxation in the 19th
century.



Subject

Unlike most Impressionists, Degas never
worked from nature. “ Art is not a sport,”
wrote this cool, cynical intellectual, the
very image of the Paris dandy. Instead, he
roamed behind the scenes of such popular
city haunts as the opera, ballet, and race-
track. In this scene from the then-popular
Robert Le Diable (Robert the Devil) opera,
the spirits of dead nuns who have broken
their vows dance wildly in aghostly
moonlit cloister, hoping to lure the hero
Robert to damnation. Painting from an au-
dience member’ s view-point, Degas is more
interested in what is going on at the edge of
the theater’ s orchestra pit than on the stage.
Several musicians and audience members
are painted as portraits of Degas' opera-
loving friends. Viewing this painting, we
can almost reach out and touch the slicked-
down hair of the man in the right fore-
ground, as he and the gentlemen near him
look in every direction except toward the
stage. What or who is the bearded man with
the opera glasses (far left) eyeing? The
painting’sfocusisafar cry from the moral-
izing themes of French Academy art. Per-
haps Degas was making fun of this heavy,
melodramatic opera, with itstiesto atradi-
tional, Romantic past that the Impression-
ists wanted to escape.

Style

The daring composition (like a photo-
graph taken by someone in the audience)
shows how photography influenced the

Lesson #2

Edgar Degas (duh-GAH)

French, 1834-1917

The Ballet Scene from Meyerbeer’s Opera,
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Impressionists. As they gaze toward the
painting’s edges, Degas’ subjects seem to
say that life goes on outside this painting.
The artist often made quick, location
sketches with “essence’- oil paint thinned
with turpentine - and then painted afin-
ished work in his studio. Like other Impres-
sionists, Degas was fascinated with light,
but he preferred artificial light to theen
plein air kind. Notice how this painting’s
three light sources create different moods:
the bright lamps lighting the musicians
scores, the eerie cast of footlights on the
performers and the moonlight created by
gas lights over the stage. “The fascinating
thing,” Degas said, “is not to show the
source of light, but the effect of light.”

Artist

To Degas, a painting was “ something
which requires as much knavery, trickery,
and deceit as the perpetration of acrime.”
In his studio, Degas loved to experiment
with composition and light, but unlike most
Impressionists, he often painted from mem-
ory or imagination. He also worked in ava-
riety of materials, including pastel, pastel-
paint combinations, and scul pture. When a
financia crisisforced him to sell hiswork
in the mid-1870s, he turned to monotype
prints (made by applying colored or black
paint to a metal plate) which could be
turned out quickly. However, he continued
to paint until his eyesight grew too weak at
the end of hislife.



L ooking Questions
Where does this scene take place?
Where are you, the viewer, located in
relation to the scene in the painting?
What musical instruments do you see?
There are two horizontal linesin this
painting. Where are they?
Where are the lights coming from?
What are the people on the stage doing?
Where is the man in the lower |eft-hand
corner looking?
What colors do you see in the painting?
What shapes are repeated in this paint-
ing?

Activities

TheArts

Discover how different kinds of lights
affect colors and shadows of objects. Set up
adtill life for your students. Put a clear
glass, apiece of cloth, and atall, shiny ob-
ject such as acolorful plastic cup on a
large, white piece of paper. Use candlelight
and aflashlight covered with tinted Mylar
to add color, electric light, and sunlight. Re-
cord what happens to the colors, shadows,
and shapes of the objects as the light
changes. Create drawings from these ex-
periments.

Math or Science

Ask your studentsto look at this trans-
parency next to the other Degas reproduc-
tion in this packet, Before the Performance.
During the late 1800s, French mathemati-
cians formalized some of Augutin Cauchy’s
and Evarist Galois' s ideas into what we call
algebra - math in which letters are used to
represent basic number relationships. Some
of these letters are constants, values that do
not change. Some lettersin algebra are vari-
ables, values that change and are different.
Have the students look for things that these
two reproductions have in common (the
constants) and how they are different (the
variables). Then make alist of each cate-
gory. Which isthe longer list?

Language Arts

This painting captures the experience of
attending an opera, one of the artist’s favor-
ite forms of entertainment. Ask your stu-
dents to write areview of a specific work
from their own favorite form of entertain-
ment. It may be amovie, play, computer
game, or television show.

Social Studies

The painting features three different
types of people. The actors are on the stage.
The musicians are in the orchestra pit. The
audience members are sitting in the front
rows. Divide the class into teams of about
five students each. The small groups will
work together to develop their own script or
story line for amusic video. It must relate
to the painting. It could be about the audi-
ence, stagehand, usher, musicians, and/or
the activity on stage. Each team will de-
velop ashort story line or script describing
their proposed video. What kind of musicis
being played? Are the actors dancing or
posed standing still? Is the audience enjoy-
ing the performance? Try to make the video
include some historically accurate details.
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Gustave Caillebotte

(KI1E-ye-bot)

French, 1848-1894

Le Pont del’Europe (The Bridge of Europe),
1876

Subject

The Bridge of Europe and two other
Paris scenes exhibited at the third Impres-
sionist exhibition established Caillebotte as
apainter of modern-city life. He depicted a
more sober, realist Paris than hisfellow Im-
pressionists, exposing the social tensions
that underlay the industrial city and its new
society. Six boulevards converged at the fa
mous Bridge of Europe, awonder of tech-
nology that straddled the rail yards of the
Gare Saint-Lazare, one of Paris's mgjor
train stations. Here on the bridge is a mo-
ment from everyday life, juxtaposing two
socia classes that frequented the streets of
the city. Leaning on therall at theright is
an artisan/laborer, while on the left, aman
and woman of higher socia stature walk
toward us and gaze at each other.

The gentleman, who isrendered as a
flaneur, or man-about-town and observer of
modern life, may be a self-portrait of the
artist. He is separated symbolically and
physically from the laborer but looks to-
ward him. Simultaneously, the bridge rail
creates aline of perspective from the la-
borer back to the couple. Perhaps this visual
link reflects Caillebotte' s personal struggle
to bridge two worlds, those of wealthy gen-
tleman and democratic Impressionist. The
couple and even the dog in the foreground
walk at the fast pace typical of city dwell-
ers. Isthe elegant gentleman trying to leave
the lady with the parasol behind? Notice,
too, how the immense steel girders of the
bridge, the very essence of modern, indus-
trial Paris, dominate the picture. Thisrea -
ist’s viewpoint, in all its brute strength,
dwarfs the Paris of strollers, tree-lined
boulevards, and shimmering light.

Oil on canvas

49 14 x 71in.

Petit Palais Musée d' Art Moderne, Geneva, Switzerland. Image: ©
Petit Palais Musée d’ Art Moderne, Geneva, Switzerland.

Style

The elements of perspectivein this
painting are remarkably deep. The lines
created by the railroad bridge, row of build-
ings, curb, and dog, which repeat the “ X”
shape of the bridge girder, draw usinto the
scene. Before he began to paint, Caillebotte
made meticulous sketches on this bridge
and in his studio, arranging and re-
arranging the elementsto achieve thisin-
triguing composition. The painting’s cool,
stark lighting and crisp forms underscore
this flaneur-artist’ s assessment of Paris's
transformation.

Artist

The great realist writer Emile Zolawas
so taken by the “beautiful truth” in Gustave
Caillebotte’ s work that he wrote, “When his
talent becomes a little more broken in,
Monsieur Caillebotte will certainly be one
of the boldest of the group.” But the
wealthy Caillebotte is probably better
known for buying up the works of fellow
Impressionists and, in 1894, bequeathing
them to the French government for display
at Paris's Musee de Luxembourg. Of sixty-
seven works, the museum accepted only
thirty-eight, citing lack of space and the
still-controversial image of |mpressionist
art. Included in the final bequest were two
works by Cézanne, seven by Degas, eight
by Monet, seven by Pissarro, two by Manet,
six by Sidey, and six by Renoir. Caille-
botte’ s gift made up the first museum exhi-
bition of Impressionist art at the Musée de
Luxembourg in 1897. Not until the 1950s
did Caillebotte’ s own paintings win the at-
tention they deserved.



L ooking Questions

Thisisapainting of Paris. What does
the artist include to show you that thisis
acity rather than a country scene?
Describe the clothing each personis
wearing.

Is there anything that represents nature
in this painting? Notice the sky and bits
of green.

What geometric shapes do you see?
Where do you see “ X” shapes? Where
do you see ovals? What shapes are the
shadows? What shapes repeat to create
patterns?

Notice the steam from the train and the
clouds. Why do you think the artist
chose to include these elements?

What colors are the shadows?

Do you see any red in the painting?
Where?

Activities

TheArts

Create alesson about one-point linear
perspective. Put an overleaf of Mylar on
this transparency and draw the receding
lines of the bridge, street, and buildings.
Show and explain the vanishing points and
horizon line.

Math or Science

The following terms are often used in
science and/or math: growth, life forms, di-
rection, rhythm, balance, repetition, weight,
angles, light, shapes, triangle, rectangle, cir-
cle, square, curves, movement, direction,
motion, size, pattern. Have your students
circle any of these words that they could
use to talk about a part of thiswork of art.
Ask them to write at |east three sentences
using the circled words to describe this
painting. For example: “| see several cut-
out shapes with curves on the bridge.”

Language Arts

Did you notice the dog in the painting?
Why do you think the artist chose to in-
clude the dog? Have your students develop
a short explanation of what the dog is think-
ing. Isthe dog a stray or does he/she belong
to someone in the painting? Where is he go-
ing? Why? Where does the dog sleep?
What does the dog eat? Notice the dog's
tail. What feeling does the tail convey?

Social Studies

Look closely at the painting. Discuss how
clothing describes a person’ s place in soci-
ety or reflects a certain occasion. Look at
this painting and discuss each person’srole.
Have the students ook through magazines
and cut out images of fashion that describe
aprofession, an occasion, or even a class of
society. Ask them to create a costume col-
lage using the images.



Subject

In this, perhaps her most famous paint-
ing, Berthe Morisot captures two apparently
middle-class ladies in amoment of quiet
thought. (The women have not been identi-
fied and probably are models who posed for
Morisot.) They float lazily in aboat on the
lake in the Bois de Boulogne, alarge,
wooded park on the edge of Paris. Morisot
painted them asif she were sitting next to
them, and well she might since the fashion-
able Bois was not far from her home. It was
con- sidered safe and accept- able for a
woman of Morisot’s social classto stroll,
picnic, and even paint here. Unlike her
mal e counterparts who could set up an easel
in city streets and café-concerts, Morisot
stayed close to home and painted real-life
moments from her immediate world - ele-
gant women getting out of bed, relaxing in
the garden, or dressing in their boudoir for
anight at the opera.

Style

Intrigued by the play of light on her sub-
jects, Morisot painted the swans, the reflec-
tionsin the lake, and the ladies themselves
in the quick, zigzag brushstrokes for which
she’s known. In typical Impressionist style,
the composition is off center, with the blue-
coated woman partially cropped by the
edge of the scene. Y et notice how similar
brush- strokes throughout the painting pull
it together. This sketchy texture captures
Morisot’s open-air “impression” of the mo-
ment, though art critics of the time often
mistook her loose style for sloppiness.
“Why, with her talent, does she not take the
trouble to finish?” complained one early re-
viewer. But other critics raved about Mori-
sot’s pearly, soft color harmonies. “ She
grinds flower petals onto her palette,”
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Berthe Morisot(mor e-ee-SOH)
French, 1841-1895

Summer’s Day, about 1879
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gushed one writer, “so as to spread them
later on her canvas....”

Artist

Berthe Morisot struggled to be taken as
seriously as male counterparts of the time.
Reared in a conservative, cultured family,
she received the art lessons given al young
ladies of her class. She was excluded, as a
woman, from nude life-drawing classes, but
her ability emerged in paintings of the out-
doors and domestic scenes. She married the
brother of her mentor, Edouard Manet, and
exhibited in all but one Impressionist show.
During her lifetime, Morisot’ s canvases of -
ten fetched dlightly higher prices than those
of her male colleagues, but she remained
modest. She had merely wanted to capture
“something of what goes by...the smallest
thing,” she wrotein later life. “An attitude
of Julie's (her daughter), asmile, aflower,
afruit, the branch of atree, any of these
things alone would be enough for me.”



L ooking Questions

What type of location do you seein the
painting?

What time of day isit?

Describe the clothes that the women are
wearing.

Although there are very few outlines,
what other kinds of lines do you seein
the painting? Where do you see zigzag,
curvy, or straight lines? What kinds of
lines repeat?

Is there any black in the picture?
Where?

The painting shows us part of the boat
and the two women riding in it. What
else do you think was in the boat out-
side of our view? Do you think the artist
or someone else was in the boat?

Activities
TheArts

Many colors, lines, and shapes are com-
bined to create the illusion of sunlit water in
this painting. Have the students create
drawings of water. Use felt tip pensto ap-
ply color in short zigzag strokes. Experi-
ment with avariety of colors over the page
rather than coloring in large blocks of one
color. Draw ariver or seascape, or arrange
adtill lifewith aglass of water as one of the
objects.

Math or Science

AsK the students to count the different
blues they seein this reproduction of Mori-
sot’ s painting. How many greens and yel-
lows are there? Are any other color groups
represented? If you were designing a set of
crayons for the colorsin this painting, how
many would be in the box? What would
you name some of the colors? Just for fun,
seeif you can give them all science-type
names, like Sulfur Y ellow!

Language Arts

The two women appear to be enjoying a
relaxed, sunny day. Have your students
write a dialogue between the two women in
the boat. First, create a one-line description
of the characters. Next, create a dialogue
between them. Perform the play for the rest
of the class. Y ou may want to include the
artist as another character in your play.

Social Studies

Ask your students to imagine that they
are riding in the boat with the two women.
Perhaps they are reporters interviewing the
women about their lives. Write a short
newspaper article from thisinterview. Read
the information section about the artist and
painting to give the articles more details.



Subj ect

This cliff painting is one of a seriescre-
ated at Grainval, just south of Fécamp on
the Normandy coast. It reflectsthe artist’s
philosophy that “landscape is nothing but
an impression - an instantaneous one.”
Monet waited and watched the shifting sun
and shadows and then quickly brushed in
the moment he wanted. He liked to paint
the same scene many times so he could
study the effects of changing light and
weather. Children frequently trailed the art-
ist and carried his canvases.

Style

The writer Guy de Maupassant also fol-
lowed Monet in his quest for impressions
and vividly described the artist’ s gifts: “He
would pick up with afew strokes of his
brush the falling sun ray or the passing
cloud, leaving aside the false and conven-
tional. | saw him seize a sparkling down-
pour of light on the white cliff and fix itin
a shower of yellow tones which made the
effect of thisfleeting and blinding marvel
seem strangely astonishing.” This painting
isMonet’ s reaction to a brisk spring day at
Fécamp, as the breeze ruffles the sea, and
clouds tumble by in aluminous sky. Like a
true Impressionist, he has applied brush-
strokes of brilliant blue, green, and yellow
in contrasting patterns. Some viewers can
see animal-like shapesin the rocks of The
Cliff at Fécamp - perhaps the only sign of
lifein ascene that is without human evi-
dence. The swirling ambiguity of cliffs and
seais dizzying and adds to the sense that
we are there. Notice the off-center compo-
sition of the cliffs against the sea. Like
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Claude Monet (mow-NAY)
French, 1840-1926
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other Impressionists, Monet was probably
influenced by the asymmetrical composi-
tions of popular Japanese wood-block
prints.

Artist

Technological advances - portable ea-
sels and metal tubes that stored paint indefi-
nitely - allowed Impressionists like Monet
to take extended painting trips outdoors. A
wide range of pigments was also available,
though Monet used a small, typical Impres-
sionist palette of eight to ten colors. “The
real point,” he wrote afriend, “isto know
how to use the colors.” Despite failing eye-
sight, the artist painted well into his eight-
ies. The public discovered his work by
1890, and his fortunes quickly improved.
By 1920, the painter who once had strug-
gled to feed and clothe his family com-
plained about the “too-frequent visits from
buyers who often disturb and bore me.”



L ooking Questions

Describe the shapes that you see. What
shapes are repeated?

Notice brushstrokes of warm colors
next to brushstrokes of cool colors.
Name two colors that contrast.

Where do the colors contrast?

Do you see any outlines?

Look carefully at the textures of the
plants, rocks, water, and sky. How do
the brushstrokes describe different tex-
tures?

TheArts

Join the students as you pick up an
imaginary brush and pretend to paint this
painting. Next, take the students outside (or
work from visual re- sources like old calen-
dars) to create alandscape using acrylic,
temperapaint, or oil pastels. Look for dif-
ferent textures and colors as students paint
directly on the paper or canvas without
sketching in outlines. After they finish,
have the students look at the painting again.
What do they notice now about the painting
that they didn’'t notice at first?

Math or Science

Scientists John Dalton, Stanisloa Can-
nizzaro, and Amedeo Avogadro all worked
in Europe at the same time as the Impres-
sionists did. The Impressionist painters
were interested in how smaller parts (like
brushstrokes, bits and blobs of paint, and
colored dots) make up the whole (a paint-
ing). The scientists made discoveries about
atoms (smaller parts) and matter (the
whole). Have the students make four head-
ings on their paper - gas, liquid, solid,
other. Next, analyze this whole painting by
listing its smaller parts. Write under each of
these four headings the parts that apply to
it. For example, list breeze, air, and atmos-
phere under the heading of gas. Use the
same headings and analyze other worksin
this set.

Language Arts

Tell the students to imagine jumping
into the painting. How would it feel to be
on these cliffs? What would the ground feel
like? Isit warm or cool? Where is the light
coming from? How does the scene smell?
How isthe weather? Ask the students to
explain their thoughts by writing a para-
graph that describes the experience of
jumping into the painting.

Social Studies

Have the students |ook at the land in the
painting. Notice the plants, rocks, and view
of the water. Imagine that the class owned
the land represented in the reproduction.
Generate alist of waysto use the land. Will
it be kept as open space, become a park, or
be developed into aresort hotel ? What
other uses can you think of ? Vote on how
you would use the land.



Subj ect

Thisis one of more than 170 still life
paintings Paul Cézanne created in hislife-
time. At first glance, it's asimple arrange-
ment of pears on atabletop, but a second
look shows us that the objects are not true
to nature. What, for example, is the gauzy
black massto the right of the plate? Is that
really drapery protruding stiffly beyond the
table's edge? Indeed, Cézanne liked to
make ordinary objects look unfamiliar, a
radical ideain the late 19th century. To
him, studying nature was merely the first
step in making art. After that, Cézanne ex-
plained, the artist should “make pictures
that teach us something.” Often that
“something” was to see a scene from differ-
ent points of view. Like hisfellow Impres-
sionists, Cézanne was intrigued by the optic
sciences. Notice how he distorted perspec-
tive in this painting by showing the tabletop
paralle to the picture frame on the right,
but pulled away from the wall on the left. Is
that a strip of wood slashing flat across the
background? The artist seems to have lifted
the back of the table and tipped it forward.
The objects on it appear to slide into our

laps.

Style

Like other Impressionists, Cézanne
painted with quick, visible brushstrokes,
laying on colors next to each other. In this
painting, the red pear appears more in-
tensely red when placed among the green
pears. Cézanne understood that when com-
plementary colorslike red and green (found
on opposite sides of the color wheel) are
placed adjacently in a painting, they vibrate
with intensity. Many other Impressionist
painters used contrasting colors to describe
the play of light on the surfaces of forms.
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Paul Cézanne (say-ZAHN)
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Cézanne often used colors to articulate the
forms and the composition. For instance, in
this painting the arrangement of the three
pears on the right and the three pears on the
plate is emphasized by bits of black and
contrasted with the one red pear. The odd-
numbered groupings of simply shaped ob-
jectsin contrasting colors are characteristic
of Cézanne' s still life paintings. Cézanne
tried to show internal con-struction of the
forms that he painted, “nature as cylinders,
sphere, and cones,” in hiswords.

Artist

Paul Cézanne was born to awealthy family
in the town of Aix-en-Provence. Tempera-
mental and shy, he became an artist against
his father’ s wishes. Fellow artist Camille
Pissarro introduced him to Impressionism
in the 1870s and became alifelong friend,
encouraging Cézanne to paint from nature
and providing emotional support. Still, Cé-
zanne grew disillusioned with Impression-
ism, distrusted fellow artists, and refused to
exhibit with the group after their second
show. “| wanted to make of Impressionism
something solid and enduring, likethe art in
museums,” he once said.



L ooking Questions
What isadtill life? Why would some-
one paint astill life?
Does this painting seem radical to you
in any way?
Discuss Cézanne' s choice of objects.
Do some of them seem odd or dis-
torted?
Are there any colors that surprise you?
What circular shapes do you see? What
do the circular shapes represent?
Where do you see triangles?
Straight lines? Curvy lines?
Where do you see the color yellow in
the painting? Why do you think the art-
ist chose to use yellow?
What shapes did he choose to repeat?
Do some of the objects have similar
colors?

Activities

TheArts

First, place a sheet of clear plastic over
the transparency and draw the basic geo-
metric shapes of the still life. Cézanne said
he wanted to “treat nature by the cylinder,
the sphere, the cone.” Set up a still life of
objects with simple shapes like soft drink
cans or bottles and a bowl of fruit on a cafe-
teriatray. Ask the students to draw fromit.
Challenge your students to simplify the im-
age by drawing only three-dimensional
geometric shapes.

Math or Science

Name at |east three geometric solids or
flat shapes represented in this composition.
How many shapes or forms appear to be
touching each other? How many are over-
lapping? Carefully copy at least two differ-
ent shapes by drawing their outlineson a
piece of paper and cutting them out. See if
someone el se can find which ones you cop-
ied.

Language Arts

Discuss the definition of till life with
your students. Then, tell them to “write a
still life.” Each student lists their favorite
personal objects and draws their outlines.
another piece of paper. After that, the stu

dents write descriptions of each object
around the outline of the cut-out shape.
Thisway, the students will have awritten
and visual description of the objects.

Social Studies

The artist Paul Cézanne has moved through
atime machine to be the art teacher for the
class. The students have the opportunity to
ask Cézanne questions about the choices he
made as an artist. What questions are they
curious about? Write down a few questions
after reading the information and looking at
the transparency.
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Subject

“Ah! Portraiture, portraiture with the
thoughts, the soul of the model init,” Vin-
cent van Gogh exclaimed to his art-dealer
brother, Theo. Van Gogh's compassionate
heart and interest in individual charac-
ter - plus the wish of thislonely man to
know himself and others - find expression
in his portraits. Van Gogh was probably
more interested in the human face than
other Impressionists, whom he encountered
for thefirst timein 1886. The artist painted
twenty-two self-portraits while living with
his brother in Paris from 1886-1888. Later
ones, like this Self-Portrait with a Straw
Hat, reveal the artist’s crumbling health.
The three-quarter profile, deep shadows,
and tight mouth suggest a man suffering
physical and emotional stress. A haunted
gaze from one blue and one green eye both
pleads for our help and pushes us away.
Van Gogh is dressed in the yellow straw hat
and work coat of the peasant laborer, an of-
ten-worn costume befitting his self-image
asaworking man’s artist.

Style

Vincent van Gogh came to Impression-
ism late, as many of the movement’s foun-
derstook other paths. He embraced their
palette of lighter colors over the dark,
heavy forms of his early work. Notice how
the daubs of paint change direction to ex-
press different forms and texturesin the
face. The blue-stroked background

Lesson #/

Vincent van Gogh
(van-GO)

Dutch, 1853-1890

Self-Portrait with a

Straw Hat, 1887
Qil on pasteboard
16 x 12 3/4in.

Van Gogh Museum (Vincent van Gogh Foundation), Amsterdam,
The Netherlands. Image: © Van Gogh Museum (Vincent van
Gogh Foundation), Amsterdam, The Netherlands

contrasts vividly with the yellows in the
head. Van Gogh delighted in color and
studied its combinations all hislife. “I am
always in hope of making a discovery there,
to express the love of two lovers by awed-
ding of two comple-mentary colors, their
mingling and their opposi-tion, the mysteri-
ous vibrations of kindred tones,” he wrote.
“To express the thought of a brow by the
radiance of alight tone against a somber
background.”

Artist

The son of a Dutch clergyman, van Gogh
tried and failed at dealing art, teaching, and
religious evangelism before turning to
drawing and painting at age twenty-seven.
He was a self-taught and virtually un-
noticed painter who sold only one artwork
during his lifetime. Soon after finishing
Salf-Portrait with a Straw Hat, van Gogh
left the bustle of Paris for the south of
France. There he sought the direct inspira-
tion of nature and the color, light, and natu-
ral forms he admired in Japanese prints.
Unfortunately, his attacks of mental illness
continued, and, at the age of thirty-seven,
he took his own life.



L ooking Questions
Describe with words the different ways
lines are used in this painting.
Next, ask students to answer without
words by using their hands only. Have
them pretend to use their hands to paint
the short brushstrokes of the painting.
How does the artist show shadows?
How does the artist show the contours
of the face?
Where are primary colors used?
What isthe focal point? Why?
What colors are the eyes?
How would the painting be different if
van Gogh were directly facing the
viewer?

TheArts

Ask the students to pretend that they are
the artist, van Gogh, in this picture. Have
them explain what kind of day they had
when they painted this picture. How did
they feel? How would they describe the
clothes they were wearing? Have them then
create their own self-portraits. Use the same
Size paper as the painting, 16 x 12 3/4
inches, and use oil pastels and watercolors.
Discuss costume, color, line, and mood.
How do these elements affect the painting?

Math or Science

Y our students are all multimillionaires.
They have just learned that this painting by
van Gogh recently sold for fifty million
dollarsto aprivate investor. They have a
chance to bid on the rights to the movie Ti-
tanic. They also have a chance to acquire
the original of this van Gogh painting. If
each costs exactly fifty million dollars, and
this painting is 16x12 inches, what is the
price per square inch? If the movie runs 187
minutes, what is the price per minute?
Should size or length factor in determining
the cost of awork of art? If the students had
the opportunity to own the original van
Gogh painting, or the movie Titanic, would
they spend the money on the painting or the
movie rights? Why?

Language Arts

The artist Vincent van Gogh was in-
trigued by the concept of painting portraits
and self-portraits. When he lived in Paris,
he painted twenty-two portraitsin less than
two weeks. He carefully selected colors for
their potential to convey feeling and expres-
sion, in addition to a convincing representa-
tion. Have the students write a self-portrait,
using only words to describe their personal -
ity, moods, and facial features. Have them
use several descriptive colors from the
color wheel. For instance, “ Sometimes |
feel as blue as the deep blue velvet night
sky.”

Social Studies

Vincent van Gogh and his brother Theo
had a close and supportive relationship.
When they were adults, Theo supported
Vincent financially and emotionally. Vin-
cent even lived with his brother for awhile.
Theo managed a Parisian art firm. He intro-
duced Vincent to Impressionist artists such
as Gauguin and Degas. Have your students
find examples of supportive relationshipsin
recent newspapers. Perhaps they will find
articles about teachers who helped their stu-
dents, sisters or brothers that helped each
other, or heroes that sacrificed their own
security to help others. Ask them to write
an essay about supportiveness and encour-
agement with several examples.



Subj ect

Julie Manet, daughter of Impressionist
Berthe Morisot and Edouard Manet’s
brother, Eugene, was charmed to discover
this painting in progress in Renoir’ s studio.
“He’ s doing some ravishing things with a
guitar;” she wrote, “awoman with awhite
muslin dress, held by pink bows, leans
gracefully over alarge brown guitar, with
her feet on ayellow cushion... It's al col-
ored, soft, delicious.” Julie provides a per-
fect description of thiswork, which cap-
tures a contemplative moment. Julie no
doubt saw other paintings from this series
of men and women playing the guitar, done
late in Renoir’ s career. The subject may
have appealed to the artist for several rea-
sons. Maybe the guitarists were successors
to Renoir’s earlier paintings of young
women playing the piano. Or perhaps he
was inspired by the seductive Spanish
dancer “laBelle Otero,” who performed
with Paris's famous entertainment review,
the Folies-Bergéres. The artist also loved
the enchanting lute players of 18th-century
French painting and, especialy, the women
playing musical instruments by 19th-
century painter Jean-Baptiste-Camille
Corot. Renoir’s career veered from the Im-
pressionist’s contemporary Paris life, and
the modern dress worn by his earlier mod-
els. This guitar-player wears asimple,
white costume. The solid, triangular com-
position recalls the monumental figures of
classical painters Titian and Rubens centu-
ries earlier.

L esson #8

Pierre-Auguste Renoir
(ren-WHAR)

French, 1841-1919

Woman Playing a Guitar, 1896-97

Qil on canvas
317/8x255/8in.

Musée des Beaux-Arts de Lyon, Lyon, France. Image: ©
Musée des Beaux-Arts de Lyon, Lyon, France

Style

Color and composition make a dramatic
impact in this painting. Notice the variety
of colorsin the skin and dress. warm yel-
low-gray and pink tones where the figure
catches the light, and cool blue-gray and
green shades in the shadows. Rich and
glowing, the color harmonies capture the
play of light and shadow that so interested
the Impressionists. In terms of composition,
the woman, chair, and guitar are painted to
emphasize and repeat voluptuous curves.
The curvesin the foreground are anchored
in space by the crisp verticals and horizon-
tals of the background.

Artist

The son of atailor, Pierre-Auguste Re-
noir studied with Monet at the classical
Ecole des Beaux-Arts. As an mpressionist,
he painted human figures enjoying modern
pastimesin light-filled gardens, outdoor
restaurants, and cafes. Soft brushstrokes
and luminous color characterize his work.
“For me a picture should be a pleasant
thing, joyful and pretty - yes pretty!” he
said. Later in life, he favored the more con-
servative subjects, solid figures, and cen-
tered compositions of earlier, academic art.
Like fellow artists Monet and Cassatt, he
wondered if the Impressionists’ views of a
fleeting moment in modern life would inter-
est future generations.



L ooking Questions
This painting shows us a woman play-
ing a guitar as she sits on a cushioned
chair. Describe the furnishings that you
see.
What shapes and colors are repeated in
thisimage?
Where do you see curving lines?
Wheat color are the shadows?
What is the focal point of this painting?
How did the artist indicate the focal
point?

Activities

TheArts

Ask the students to draw one of their
hands. Try drawing the hand alone, and
then depict it holding a pencil or paint
brush. Have them use chalks or pastels and
include al of the colorsthat arein their
skin. Consider the pose or position. Does it
look forceful or gentle? What colors did
they use?

Math or Science

Many things are repeated in this paint-
ing. Play a counting game with your stu-
dents to see how many things are repeated.
Ask how many bows they see. Thefirst stu-
dent that says the number must point out
where the bows are. If they can identify that
number of bows, they win that question.
Repeat this process with the following
things: circles, rectangles, straight lines,
and curvy lines. The right answer is not the
main goal of the game. The goal isto get
the students to observe the painting closely.

Language Arts

Have the students pretend they are either
the musician in this painting or the artist
who is creating the painting. Then, have
them create adiary asif they were one of
these people. Have them describe the mo-
ments surrounding the creation of this
painting.

Social Studies

The woman in this painting is playing a
guitar, which is a hobby or leisure-time ac-
tivity. List other late 19th-century, leisure-
time activities by looking at the other trans-
parencies. Compare and contrast them to
the leisure-time activities of present day.
List the similarities and differences. How
accurately did the artist depict the guitar
and its playing? Check with the guitaristsin
the class.



Subject

Before the Performance depicts afavor-
ite Degas subject, an off-guard moment in
the life of the Paris ballet dancer. Asthe
last minutes to curtain time tick by, these
little “rats” (a common nickname for the
company’ s adolescent dancers)
daydream, gossip, and adjust their cos-
tumes. By the 1890s, Degas had little need
to sell hiswork, thanks to earlier commer-
cial success and inherited wealth. He was
able to take morerisks artistically, as dem-
onstrated in the moodiness of this painting.
Notice how the dancers' faces are blank
and expressionless; they stand to the rear of
the picture space, asif alienated from the
viewer. The artist no longer tried to render
his subjects' feelings. “ They call me the
painter of dancers,” Degas said, “without
understanding that for me the dancer has
been the pretext for painting beautiful fab-
rics and rendering movement.”

Style

The artist was fascinated by the succes-
sion of movements and gestures - one rea-
son, no doubt, that he painted dancersin so
many positions. He liked the artistic tension
of arms and legs straining and twisting at
odd angles, apparent in the two dancers on
the right of this painting. The figure bi-
sected by the picture frame (left) and the
slash of trees across the background show
the influence of photography on Degas
compositions. Some photographs capture
unusual, spontaneous compositions with
figures, and objects cropped off rather than
whole within the image. Blurred edges and
delicate application of paint give the paint-
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L esson #9

Edgar Degas (duh-GAH)
French, 1834-1917
Before the Performance,
about 1896-98

Qil on paper laid on canvas
183/4x 24 3/4in.

National Gallery of Scotland, Edinburgh, Scotland. Image:
© National Gallery of Scotland, Edinburgh, Scotland

two-dimensional, decorative feeling remini-
scent of the Japanese prints so popular at
the time. Degas a so used more brilliant,
expressive colorsthan in earlier works. The
orange tutus are a soft smudge of paint, re-
sembling the original pastel that inspired
this painting.

Artist

Edgar Degas was born to an affluent Pa-
risian banking family and briefly studied
law before turning to art. Although a found-
ing member of the Impressionist group ex-
hibitions, Degas never really thought of
himself as an Impressionist. He had re-
celved academic art training. He worked
more realistically than the other Impres-
sionists for much of his career. His drawing
skills, obviousin the clear, deliberate lines
around his painting subjects, also set him
apart from Monet, Renoir, Sisley, and many
others. Unlike his fellow Impressionists,
who were criticized for sloppy brushwork
and lack of finish, Degas was sometimes
questioned for the “low-life” subjects he
painted obsessively: laundresses, dancers,
and street women. In later life, the artist
moved away from realism toward alooser
style that would inspire a new generation of
painters. Thislooser style was due, in part,
to hisfailing eyesight.



L ooking Questions

Squint your eyes and describe the col-
ors, shapes, and patterns that you see.
Where is the source of light?

Name the colors that are repeated.
What complementary colors do you
see?

What did the artist crop or cut off at the
edges of this painting?

Cover the bottom third of the transpar-
ency. How does it change?

Cover al of the transparency except one
of the dancers. What did the artist
choose to simplify or eliminate?
Imagine that all the dancers were wear-
ing pink instead of yellow and orange.
How would it change the mood of the
painting?

Activities

TheArts

Look at all the different positions the
dancers bodiestake in the painting. Recruit
afew willing students to pose in the same
positions the dancers took while the artist,
Edgar Degas, sketched, photographed, or
painted them. The rest of the students will
sketch a series of quick drawings capturing
the movement and gesture of the body
rather than making it anatomically correct.
Use charcoal crayons or soft pencilsfor this
exercise.

Math or Science

One influence on Impressionist painting
was the invention of the camerain the mid-
dle of the 19th century. There was no
longer aneed to paint a person or event
with complete accuracy because a photo-
graph could be taken instead. The computer
was invented in the middle of the 20th cen-
tury. What new kinds of art has the com-
puter influenced or enabled? Ask the stu-
dents to write an essay about these two in-
ventions and their impact on the world of
art.

Language Arts

Have the students compose a story de-
scribing the move-ments of the dancersin
the painting. List words that describe the
dancers actions. What happened after the
moment you see in the image? The title of
the painting is Before the Performance.
Have the students write what they imagine
the performance would be like.

Social Studies

This painting has several colors, like
buttery yellows and peachy oranges. Write
arecipe for this painting. Include measure-
ments, al the ingredients you can find, the
time to prepare, and any specia “cooking”
or “viewing/consuming” instructions. Write
another recipe for one of the other transpar-
encies (maybe the other Degas) and see if
someone el se can guess which recipe
matches each image. For example: “You
will need orange, yellow, brown, black,
white, and green paint. Mix paint to taste.
Apply paint liberally to background, fore-
ground, and dancers’ costumes and spar-
ingly to bodies and faces. Sprinkle white
paint to garnish. Enjoy this satisfying paint-
ing again and again!”



Glossary

Academy or Academic art - Art created
according to the prescriptions of the official
academies of painting and sculpture which
flourished in Europe from the 17th to the
19th centuries. French Academic art of the
late 19th century was characterized by ide-
alized mythological or historical subject
matter, mixed, modulated colors, and a
smooth, highly polished finish.

background - The surface or area against
which objects are seen or represented.

Barbizon School - A group of French
painters who, from about 1830 to 1870,
lived in or near the town of Barbizon, at the
edge of the forest of Fontainebleau in
France. There they painted the animals,
landscapes, and people of the region. The
group was distinguished by painting out-
doors rather than in studios, as had gener-
ally been the practice. The work of the Bar-
bizon painters included a wider scope of
subject matter, greater realism, and fresher
color than that of the other French painters
of the time, who followed the traditions of
historical scenes and idealized style favored
by the conservative French Academy. The
Barbizon painters are considered by many
as the precursors of Impressionism in their
informality and insistence on naturalness
rather than idealism.

color wheel - Conventional means of ar-
ranging the primary colors (blue, red, and
yellow), their principal mixtures or secon-
dary colors (orange, green, and violet), and
other principal mixtures or hues, so asto
demonstrate their sequential relationship.
Colorsthat fall directly opposite one an-
other in the color circle are called comple-
mentary colors.

complementary color - A primary color
whose placement opposite the secondary
color produced by the other two primaries
on the color circle makes it seem brighter or
stronger. For example, red strengthens
green, blue strengthens orange, and yellow
strengthens violet.

composition - The combination of ele-
mentsin a painting or other work of art that
provides order or structure to the scene.

cool color - A color that suggests sensa
tions of coolness, such as blue or its associ-
ated hues, blue-green, and blue-violet. In
painting, cool colors appear to recede from
the picture plane and therefore suggest
depth.

dandy - A man who affects extreme ele-
gance in clothes and manners.

flaneur (Fr.) - This French word describes
anidler or stroller.

focal point - The areain a pictorial compo-
sition to which the eye returns most natu-
raly.

foreground - The part of a picture or view
depicted as nearest to the viewer.

horizon line- In linear perspective, the line
where sky and earth seem to meet. It ison
thisline that the vanishing point is located.

Japonisme (Fr.) - The widespread interest
in all things Japanese - art, furnishings, cos-
tume, etc. - in France after the opening of
Japan to Western trade in 1854. The color
harmonies, simple designs, asymmetrical
compositions, and flat forms of Japanese
wood block prints strongly influenced Im-
pressionist and Post-lmpressionist art.

landscape - A landscapeisaview or vista
of natural scenery on land, or arepresenta-
tion, especially painting, of the outdoors.

linear perspective - Usesreal or suggested
lines converging on a vanishing point or
points on the horizon line or at eye level,
and linking receding planes as they con-
verge. It provides athree-dimensional
world on atwo-dimensional surface.

middle ground - The part of a picture or
view depicted as the middle to the viewer.



one-point perspective - Linear perspective
in which the eye is drawn towards asingle
vanishing point in the center of the compo-
sition, usually on the horizon line. Syno-
nym: centralized perspective.

optical mixtures - Pure primary colors
used in small touches in close juxtaposition
so that they seem to merge, producing sec-
ondary colors. This effect was used in Im-
pressionist art.

outline- In drawing, an imaginary line
which marks the boundary of an object or
figure, without taking into consideration
light, shade, internal modeling, or color.

overlap - To extend over and cover part of.

palette - 1. A portable tray (usually made
of wood) on which an artist sets out his col-
ors and also mixes them. 2. By extension,
the choice of colors seen in his or her work.

per spective - The method of representing a
three-dimensional object, or a particular
volume of space, on aflat or nearly flat sur-
face.

(en) plein air painting - 1. Painted out of
doors. The practice may have been initiated
by Francois Desportesin the early 18th
century but was made a matter of doctrine
by the Impressionists. 2. Sometimes incor-
rectly applied to landscapes painted in the
studio which employ such a direct tech-
nique that they seem to have been done out
of doors.

primary colors- Blue, yellow, and red.
The colors from which al others are de-
rived, and which cannot be resolved or de-
composed into other colors.

provenance - The record of all known pre-
vious ownership and locations of awork of
art.

The Salon - An official French exhibition
of paintings wasfirst held in 1667 under
roya patronage in the Salon d’ Apollonin
the Louvre. From 1667 to 1737 the exhibit
was held annually; from 1737 to the French
Revolution it was held biannually. After
the French Revolution (1789-99), the Salon
took place once again annually. It contin-
ued to be officially administered until 1881,
when the government withdrew. In that
year a committee of ninety artists, elected
by all who had exhibited in previous Sa-
lons, met to set up the Soc? ti? Nationale
des Beaux-Arts. This organization held an
annual exhibition of its own from 1880 on-
wards.

self-portrait - An artistic image of the art-
ist, especially one showing the face.

still life - A painting of objects.

under painting - In traditional oil painting,
the process of painting the canvasin a neu-
tral color as afirst step in the devel opment
of tonal values and of the composition as a
whole.

vanishing point - In perspective, the point
towards which a set of lines, which arein
reality parallel to each other, seem to con-
verge.

warm color - A color which suggests sen-
sations of warmness, such asred or yellow.
Warm colors tend to project from the pic-
ture plane.

Resource for art terms: Lucie-Smith, Edward. The Thames
and Hudson Dictionary of Art Terms. London, 1984. Most
of the definitions in the glossary are from this dictionary.
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isalso alink to teacher resources.

WebMuseum I mpressionism
http://metal ab.unc.edu/wm/

pai nt/glo/impressionism/

Thic«ite (SN Site Aalhora | Iniveraity



Denmark) has extensive information about
the Impressionist artists, links to biographi-
cal information with pictures of the artists
and their works. An example isthe site for
Alfred Sidley:

http://metal ab.unc.edu/wm/
paint/auth/sisley/

There is a biography, description of tech-
niques, and color photos of hisworks.
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