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The Highlights
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Rue Bonaparte is a street in the 6th arrondissement of Paris — the site of Manet’s birthplace. Édouard Manet was born on 23 January 1832, in the ancestral hôtel particulier on the rue des Petits Augustins (now rue Bonaparte) to an affluent and well-connected family.
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The birthplace
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Manet’s portrait of his parents, 1860. His mother, Eugénie-Desirée Fournier, was the daughter of a diplomat and goddaughter of the Swedish crown prince Charles Bernadotte, from whom the Swedish monarchs are descended. His father, Auguste Manet, was a French judge, who expected Édouard to pursue a career in law.
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Manet as a youth, 1846
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Manet, 1867


THE HIGHLIGHTS
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In this section, a sample of Manet’s most celebrated works is provided, with concise introductions, special ‘detail’ reproductions and additional biographical images.


THE ABSINTHE DRINKER
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Édouard Manet was born in Paris on 23 January 1832 to an affluent and well-connected family, who had high hopes he would pursue a career in law. However, his uncle, Edmond Fournier, encouraged him to pursue painting and took him as a boy to the Louvre, where he was delighted by the many works of the Old Masters. By 1845, following the advice of his uncle, Manet enrolled in a special course of drawing, where he met Antonin Proust, future Minister of Fine Arts, who would become an important lifelong friend.

At his father’s suggestion in 1848, Manet sailed on a training vessel to Rio de Janeiro, but he soon returned Europe. After he twice failed the examination to join the Navy, his father finally relented to his son’s wishes to pursue an art education. From 1850 to 1856, Manet studied under the academic painter Thomas Couture and in his spare time, he copied the Old Masters in the Louvre.

From 1853 to 1856, Manet visited Germany, Italy and the Netherlands, during which time he was influenced by the Dutch painter Frans Hals, and the Spanish artists Diego Velázquez and Francisco de Goya. In 1856, he was able to open his own studio — having grown to dislike Couture’s austere Salon style — and from then on he could work as an independent artist in his own right. His style during this period was characterised by loose brush strokes, simplification of details and the suppression of transitional tones. Adopting the current style of realism initiated by Gustave Courbet, he opted to paint contemporary subjects such as beggars, singers, Gypsies, people in cafés and bullfights, rather then the more traditional Biblical and historical subjects preferred by the Salon; he faced a daunting challenge, as an artist’s success was almost totally dependant on being accepted by the Salon’s stringent board. 

Completed c. 1859, The Absinthe Drinker is generally considered to be Manet’s first major painting and first original work. The full-length portrait presents the seedy view of an alcoholic rag-picker named Collardet, who frequented the area around the Louvre. Collardet is presented in mostly brown, grey and black tones, adding to the mood of gloom and disgrace. The figure is standing, wearing a black top hat and is wrapped in a brown cloak, aping the pose of an aristocrat, as he leans on a ledge with the empty bottle discarded on the floor by his feet — hinting at his inebriated state. Manet later added a half-full glass of absinthe on the ledge as a topical addition to the canvas. Influenced by the gritty realism of Gustave Courbet, the picture reveals a mundane subject on a large scale, measuring 180.5 centimetres high by 105.6 centimetres wide. 

It is believed Manet may have taken inspiration from the poem Le Vin de chiffonniers (The rag-picker’s wine) from Charles Baudelaire’s 1857 collection Les Fleurs du mal, as well as from the paintings of ordinary people completed by Diego Velázquez in the seventeenth century. Near the completion of the painting, Manet showed it to his former master. Asked for his opinion, Couture is said to have retorted: “An absinthe drinker! And they paint abominations like that! My poor friend, you are the absinthe drinker. It is you who have lost your moral sense.” 

The Absinthe Drinker was the first work that Manet submitted to the Paris Salon and it was hastily rejected, with only Eugène Delacroix voting in its favour. At that time absinthe was thought to be addictive and considered morally degenerate, and so a depiction of the drink in art was heavily frowned upon. Refusal of other works by young painters like Manet would eventually lead to the creation of the Salon des Refusés in 1863. The painting, however, also has technical faults. The canvas is unevenly finished, with brush strokes visible in places, while Collardet’s legs awkwardly connect to his body. 

Manet continued to revise the painting after 1859 and the same cloaked figure reappears in his 1862 painting The Old Musician. The original full-length portrait was cut down to three-quarter length by 1867 when it was exhibited by Manet with 56 other works in a self-funded retrospective at the Exposition Universelle held in Paris; The Absinthe Drinker was extended again by 1872 when Manet sold it and 23 other works to the art dealer Paul Durand-Ruel. The painting was later sold to opera singer Jean-Baptiste Faure in 1906 and exhibited at the Statens Museum for Kunst in Copenhagen in 1914 when it was acquired for the Ny Carlsberg Foundation. It was one of the first modern works added to the collection at the Ny Carlsberg Glyptotek, where it is still held today.
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Aesop by Velázquez — a likely source of inspiration for Manet’s ‘The Absinthe Drinker’
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Self-portrait of Gustave Courbet, 1848–49, Musée Fabre, Montpellier
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‘The Old Musician’ by Manet, National Gallery of Art, Washington, D. C., 1862


MUSIC IN THE TUILERIES GARDEN

[image: img22.jpg]

Inspired by the works of Frans Hals and Diego Velázquez, Music in the Tuileries Garden signals a theme that would be a lifelong fascination of Manet’s work: the subject of leisure. The 1862 canvas influenced many of Manet’s contemporaries, including Monet, Renoir and Bazille, to paint similar large groups of people. The painting depicts a large gathering of Parisians at a weekly concert in the Tuileries gardens near the Louvre, although no musicians can be seen. It is a bold canvas, departing from traditional concepts of composition, where the central figures are illegible and given no particular salient point of interest. Instead, as much importance is attached to subsidiary features such as the vacant chairs or umbrella in the foreground. Manet strives to capture a moment of modern, real life, which he achieves with this spontaneous scene of action that features no primary area of focus. Though the picture was regarded as unfinished by some, the suggested atmosphere imparts a sense of what the Tuileries gardens were like at the time; one may imagine the music and conversation.

The iron chairs in the foreground had just replaced the wooden chairs in the garden in 1862. Manet has included several of his friends, artists, authors and musicians who take part in the scene, and there is also a self-portrait, with Manet depicted in the far left. In the foreground, right of centre, with white trousers we can see Manet’s brother Eugène Manet, who will later become Berthe Morisot’s husband; the composer Jacques Offenbach with glasses and moustache sits against a tree to the right; critic Théophile Gautier stands against a tree in brown suit and full beard, while the poet Charles Baudelaire is to the left of Gautier. Henri Fantin-Latour is further left, looking directly at the viewer.

The canvas was first exhibited in 1863 and Manet sold the painting to the opera singer and collector Jean-Baptiste Faure in 1883. It was sold on to the dealer Durand-Ruel in 1898 and then to the collector Sir Hugh Lane in 1903. After Lane’s death, when RMS Lusitania was sunk in 1915, an unwitnessed codicil to his will left the painting to the Dublin City Gallery, now known as The Hugh Lane. The codicil was found to be invalid, and in 1917 a court case decided that his previous will left the work to the National Gallery in London. After intervention from the Irish government, the two galleries reached a compromise in 1959, agreeing to share the paintings, with half of the Lane Bequest lent and shown in Dublin every five years. The agreement was varied in 1993 so that 31 of the 39 paintings would stay in Ireland, and four of the remaining eight would be lent to Dublin for six years at a time.
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Detail
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The Tuileries Garden today, seen from the west


LE DÉJEUNER SUR L’HERBE
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Originally titled Le Bain (The Bath), this large canvas was rejected by the Salon jury of 1863 and so Manet seized the opportunity to exhibit it along with two other paintings in the 1863 Salon des Refusés, where it sparked great public controversy.  Set in a rural setting, the image features a nude woman casually lunching with two fully dressed men. Her body is starkly lit, as she unabashedly stares directly at the viewer. The female nude is clearly thought to be Victorine Meurent, the woman that became Manet’s favourite model. The two men, dressed as young dandies, seem to be engaged in conversation, oblivious to the woman’s presence. In front of them, the woman’s clothes, a basket of fruit and a round loaf of bread are displayed, as in a still life. The woman’s discarded clothes with the remnants of the picnic seem to suggest that she was part of the meal itself, which the men have taken their share of. In the background a lightly clad woman bathes in a stream. Somewhat too large in comparison with the figures in the foreground, she seems to float above them. The roughly painted background lacks depth, giving the impression that the scene is not taking place outdoors, but in a studio. This impression is reinforced by the use of broad “photographic” light, which casts almost no shadows. The man on the right wears a flat hat with a tassel, of a kind normally worn indoors.

Despite the unconventional subject, Manet deliberately chose a large canvas size, measuring 208 x 264.5 cm, a format usually employed for grand historical, religious and mythological pictures. The painting style also breaks with the academic traditions of the time, as Manet does not strive to hide the brush strokes, which appear unfinished in some parts of the canvas. 

A nude woman casually lunching with fully dressed men caused offence for some viewer’s at the exhibition, though the novelist Émile Zola championed the piece, arguing that it was not uncommon for many other paintings found in the Louvre to feature similar situations. Zola also felt that such a reaction came from viewing art differently than “analytic” painters like Manet, who use a painting’s subject as a pretext to paint. One interpretation of the image is that it depicts an example of the widespread prostitution that occurred in the Bois de Boulogne, a large park at the western outskirts of Paris, at the time. This prostitution was common knowledge in Paris, but was considered a taboo subject unsuitable for a painting. Indeed, the Bois de Boulogne is to this day known as a place frequented by prostitutes, just as it had been in the nineteenth century.

Though Manet had claimed this piece was once valued at 25,000 Francs in 1871, it actually remained in his possession until 1878 when Jules Faure, opera-singer and collector, bought it for just 2,600 Francs. Today it resides in Paris’ Musée d’Orsay, the national museum of nineteenth century art.
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‘The Tempest’ by Giorgione, Gallerie dell’Accademia, Venice, c. 1508 — a likely source of inspiration
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‘Le Déjeuner sur l’herbe’ by Claude Monet, 1865-1866, Musée d’Orsay, Paris — Monet was influenced by Manet’s bold composition
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The Musée d'Orsay, Paris, on the left bank of the Seine, is housed in the former Gare d'Orsay, a Beaux-Arts railway station built between 1898 and 1900. Many of Manet’s masterpieces are housed in this gallery.


OLYMPIA
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First exhibited at the 1865 Paris Salon, Olympia is widely regarded as Manet’s most controversial painting. It presents the bold view of a nude white woman lying on a bed, being brought flowers by a black servant. The sitter for the painting is believed to be once again Victorine Meurent. Although she is best known as the favourite model of Manet, she was also an artist in her own right, who regularly exhibited at the prestigious Salon. In 1876 her paintings were selected for inclusion at the Salon’s juried exhibition, when Manet’s work was not featured. 

When first unveiled at the Salon, Olympia caused a great scandal. What shocked contemporary audiences was not the sitter’s nudity, nor the presence of her fully clothed maid, but her confrontational gaze and a number of details identifying her as a prostitute, including the orchid in her hair, her bracelet, pearl earrings and the oriental shawl on which she lies, symbols of wealth and sensuality. ‘Olympia’ was a name associated with prostitutes in 1860’s Paris, and the black ribbon around her neck, in stark contrast with her pale flesh, and her cast-off slipper also heighten the voluptuous atmosphere. The painting is heavily indebted to Titian’s Venus of Urbino (1538), but, whereas the left hand of Titian’s Venus is curled and appears to entice, Olympia’s left hand appears to block, which has been interpreted as symbolic of her sexual independence from men and her role as a prostitute, granting or restricting access to her body in return for payment. Manet replaced the little dog, a stock symbol of fidelity, in Titian’s painting with a black cat, traditionally representing prostitution. Olympia disdainfully ignores the flowers presented to her by her servant, most likely the gift from a client. Some have suggested that she is looking in the direction of the door, as the next client enters unannounced. Unlike Titian’s classical goddess, Manet’s nude is a contemporary prostitute at her daily business and she feels no shame for her actions.

The painting style is characterised by Manet’s typical broad, quick brush strokes, studio lighting that eliminates mid-tones, large colour surfaces with shallow depth and the artist’s usual preference for dark and black tones. Unlike other famous nudes that the painting borrows from in the history of art — from Giorgione’s Sleeping Venus to Goya’s La maja desnuda — Olympia is a real woman whose nudity is emphasised by harsh lighting. The canvas alone is 51.4 x 74.8 inches, which is large for this genre-style painting. Finally, Olympia is fairly thin by the artistic standards of the time and her relatively undeveloped body is more girlish than womanly. 

Olympia caused even greater controversy than Manet’s previous canvas Le déjeuner sur l’herbe. Conservatives condemned the work as “immoral” and “vulgar.” Journalist Antonin Proust later recalled, “If the canvas of the Olympia was not destroyed, it is only because of the precautions that were taken by the administration.” The critics and the public condemned the work alike. Even Émile Zola was reduced to disingenuously commenting on the work’s formal qualities rather than acknowledging the subject matter. He paid tribute to Manet’s honesty, however, “When our artists give us Venuses, they correct nature, they lie. Édouard Manet asked himself why lie, why not tell the truth; he introduced us to Olympia, this fille of our time, whom you meet on the sidewalks.” In time though, the public would come to accept and revere the work. The French government acquired the painting in 1890 after a public subscription organised by Claude Monet. The painting is on display today at the Musée d’Orsay and remains one of the most celebrated masterpieces of modern art.
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‘Sleeping Venus’ by Giorgione, c. 1510
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‘Venus of Urbino’ by Titian, 1538
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‘La maja desnuda’ by Francisco de Goya, 1797–1800
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Victorine Meurent, c. 1865, from an album of portraits belonging to Édouard Manet
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‘A Modern Olympia’ by Paul Cézanne, c. 1873 — demonstrating the influence of Manet’s great canvas


THE FIFER
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On a trip to Spain in 1865, Manet visited the Prado, where he took great delight in looking at the works of Diego Velázquez. Upon his return to Paris in 1866, he began work on the following canvas, depicting an anonymous regimental fifer of the Spanish army. Manet presents the uniformed boy in a style redolent of Vélazquez’ court portraits, where the figure is portrayed against a bare, flattened background of neutral tone, frustrating attempts to assess the figure’s true size and, by extension, importance.

The painting was rejected by the jury of the Salon of 1866. Outraged by the jury’s decision, Émile Zola, an early champion of Manet’s art, published a series of articles in the newspaper L’Évenement, praising Manet’s realist style and modern subjects. Following the example of Gustave Courbet, in May 1867, Manet personally funded and mounted an exhibition of his own work in a pavilion at the edge of the Éxposition universelle. The exhibition included The Fifer, which was ridiculed in the popular press for its unusual brushwork and inscrutable spatial setting.

The painting was eventually purchased by Durand-Ruell in 1872 and again in 1893. Between 1873 and 1893, it was owned by Manet’s friend, the composer and baritone Jean-Baptiste Faure. The Fifer was accepted by the French government in lieu of taxes on the estate of its last private owner, the Count Isaac de Camondo, and entered the national collections in 1911. It was displayed at the Louvre from 1914 until 1947, when it was relocated to the Musée du Jeu de Paume. In 1986, it was moved to its current home in the Musée d’Orsay.
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‘Portrait of Pablo de Valladolid’ by Diego Velázquez, 1635 — an example of Velázquez’ minimal background portraits, which inspired Manet to produce ‘The Fifer’


THE EXECUTION OF THE EMPEROR MAXIMILIAN OF MEXICO
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During the late 1860’s Manet produce a series of paintings depicting the execution by firing squad of Emperor Maximilian I of the short-lived Second Mexican Empire. The series featured three large oil paintings, a smaller oil sketch and a lithograph of the same subject. Maximilian was born in 1832, the son of Archduke Franz Karl of Austria and Princess Sophie of Bavaria. After a career in the Austrian Navy, he was encouraged by Napoleon III to become Emperor of Mexico following the French intervention in Mexico. Maximilian arrived in Mexico in May 1864 and faced significant opposition from forces loyal to the deposed president Benito Juárez, and his Empire collapsed after Napoleon withdrew French troops in 1866. Maximilian was captured in May 1867, when he was sentenced to death at a court martial and executed with Generals Miguel Miramón and Tomás Mejía on 19 June 1867.

Manet was a supporter of the Republican cause, but he was nonetheless inspired to start work on a painting heavily influenced by Goya’s Romantic masterpiece The Third of May 1808. The final work, reproduced in the following plates, was painted between 1868–69 and is now housed in the Kunsthalle Mannheim. Fragments of an earlier and larger painting from about 1867–68 are held by the National Gallery in London. Parts of this work were probably cut off by Manet, but it was largely complete on his death; other parts were sold separately after his death. The surviving pieces were reassembled by Edgar Degas and it was bought by the National Gallery in 1918, but then separated again until 1979 and finally combined on one canvas in 1992.

A third, unfinished oil painting is held by the Museum of Fine Arts, Boston, donated from Mr. and Mrs. Frank Gair Macomber in 1930, who bought it from Ambroise Vollard in 1909. A much smaller work in oils, a study for the Mannheim painting, is held by the Ny Carlsberg Glyptotek in Copenhagen. Manet was refused permission to reproduce the lithograph in 1869, but an edition of 50 impressions was produced in 1944, after his death. Examples of the lithograph are held by the Metropolitan Museum of Art in New York and the Clark Art Institute in Williamstown, Massachusetts.

In the Boston version, the soldiers wear clothes and sombrero of Mexican Republicans. In the final version in Mannheim, they are dressed in nineteenth century field dress, common to many armies at that time, but Manet recognised the irony that they could be easily mistaken for French soldiers. The sergeant wearing a red cap clearly resembles Napoleon III (in reality, the execution was bungled, and a coup de grace – mercy blow – was required).

Due to political reasons Manet was not able to exhibit the paintings in France during the reign of Napoleon III, but the Mannheim version was exhibited in New York and Boston in 1879–80. The Mannheim and Boston versions were exhibited together at the Salon d’Automne in 1905. The Mannheim version was acquired by the Kunsthalle Mannheim in 1910 after being exhibited at the Berliner Secession earlier that year.
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‘The Execution of Emperor Maximilian’, (1867-68), National Gallery, London
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Emperor Maximilian I of Mexico, c.1865
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‘The Third of May 1808’ by Francisco de Goya, Museo Nacional Del Prado, 1814


PORTRAIT OF ÉMILE ZOLA
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In February 1866 Manet was introduced to the critic and author Émile Zola by the artist Antonin Guillemet. From the beginning Zola became a fervent supporter of Manet’s artistic intentions of representing contemporary life; in the May 1866 issue of L’Evénement Zola wrote an enthusiastic defence of the artist’s work, which would be later expanded into a larger study in 1867. Following the release of Zola’s long article, Manet painted the following 1868 portrait of the writer as an expression of his thanks for Zola’s support. 

In the composition the author is presented seated at his desk, which boldly displays a copy of the pamphlet of Manet’s art, serving as both the reason for the portrait and as the artist’s signature, a device used by Manet in other portraits. The painting demonstrates both men’s fascination with Japanese art, which was popular at the time, celebrated for its unusual use of cropping scenes and flat dimensions. The Japanese prints are given pride of place next to a reproduction of Manet’s notorious Olympia, highlighting his bold artistic intentions. Manet’s portrait echoes Japanese techniques in his representation of cropped prints, the unfinished desk and the mostly flat pictorial aspect of the composition.

Interestingly, it is believed that Zola was not particularly impressed with the portrait and it was demoted to an antechamber in the great author’s home. The canvas is housed today in Paris’ Musée d’Orsay.
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THE BALCONY
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Also completed in 1868, The Balcony was exhibited at the Paris Salon of 1869. The painting depicts four figures, including, on the left, Berthe Morisot, who became in 1874 the wife of Manet’s brother, Eugène. In the centre is the painter Jean Baptiste Antoine Guillemet, while on the right is Fanny Claus, a violinist. The fourth figure, partially obscured in the interior’s background, is possibly Leon Leenhoff, Manet’s son. The canvas was largely inspired by Goya’s The Majas at the Balcony, which also features a group of four figures behind a balcony, though the scene is much darker in context. The three central figures in Manet’s canvas were all friends of the artist, yet appear to be disconnected from each other. Berthe Morisot is portrayed like a romantic and inaccessible heroine, while the violinist Fanny Claus and the painter Antoine Guillemet seem to display indifference, frozen in rigid poses. The artist stresses the two-dimensional quality of the canvas in the balcony’s intricate ironwork dividing the figures from the foreground and the flat long green shutters, parallel to the figures. Manet is keen to question the spatial possibilities of his compositions, while also probing the space of the world outside of the canvas in relation to the depicted image.

The bold green of the balcony drew much attention at the Salon, as evidenced by the article devoted to the work by the Grand dictionnaire universel du XIXe siècle in 1878 which stated: “This painting was exhibited at the Salon of 1869 and is one of those who contributed to form this reputation for eccentricity realistic, this reputation of bad taste that was attached to Mr. Manet.” The press considered the painting as “discordant”. The contrast of colours (the background completely black, the white faces and clothes, the blue tie of the man, and the green railings) contributes to create an atmosphere of “mystery”. The painting was eventually sold by Gustave Caillebotte in 1884 and is currently held at the Musée d’Orsay.
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‘The Majas at the Balcony’ by Francisco Goya


THE READING

[image: img82.jpg]

The following painting was first exhibited in 1880 in one of the regular solo exhibitions mounted by Manet in his workshop. The picture was also part of the great posthumous exhibition of Manet’s work in 1884, a year after his death. It depicts the artist’s wife, Suzanne Manet (born Suzanne Leenhoff), seated, and their son, Leon, standing and reading a book. The artist first met Suzanne, who was an excellent pianist, when she was initially hired in 1851 by his father Auguste, as piano teacher for Manet and his brothers. In their early twenties, Suzanne and Édouard developed a personal relationship and were romantically attached for approximately ten years. After Édouard left his parents’ home he and Suzanne lived together, although they kept their relationship secret from Édouard’s father. In 1852, Leenhoff gave birth, out of wedlock, to Leon. Suzanne and Édouard were finally married in October 1863, a year after the death of Édouard’s father. Eleven-year-old Leon, whose father may have been either the artist or his brother, posed often for Manet. 

In The Reading, Suzanne’s white dress dominates our attention and the sofa and curtains are treated with broad strokes of brightness, in counterpoint to the dark tone of her belt and jet bead collar. The canvas is noted for its delicate handling of various shades of white, as the dress is set off against the equally bright sofa and surrounding curtain fabric. Manet employs severe cropping again, as the depiction of Leon cuts off his whole body, allowing us only a view of his profile head and arms. On the other side of the canvas, the large plant is also significantly cropped, creating the impression that we can only see a segment of a typical interior scene of everyday life. 

The painting first belonged to the private collection of Winnaretta Singer, Princess Edmond de Polignac, where it remained until 1944. After the death of the Princess, it was offered as a gift to the French State and deposited in the Musée du Louvre. In 1947, it was transferred to the Galerie nationale du Jeu de Paume, a showroom located in the Jardin des Tuileries and which belongs to the Louvre. It remained there until 1986, when, following its founding, it was brought to the Musée d’Orsay.
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‘M. and Mme Édouard Manet’ by Edgar Degas, 1868-1869


BERTHE MORISOT
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During the 1860’s Manet became friends with the Impressionists Edgar Degas, Claude Monet, Pierre-Auguste Renoir, Alfred Sisley, Paul Cézanne and Camille Pissarro through another painter, Berthe Morisot, who was a member of the group and drew him into their activities. The grand niece of the painter Jean-Honoré Fragonard, Morisot had her first painting accepted in the Salon de Paris in 1864 and she continued to exhibit in the salon for the next ten years. She is credited with convincing Manet to attempt plein air painting, which she had been practicing since she was introduced to it by another friend of hers, Camille Corot. Morisot and Manet had a reciprocating relationship and he incorporated some of her techniques into his paintings. In 1874, she became his sister-in-law when she married his brother, Eugène.

The following canvas, completed in 1872, portrays Morisot dressed in black mourning dress, with a barely visible bouquet of violets. The painting is one of four portraits of Morisot by Manet completed that year: the others depict her with a pink shoe, with a fan and veiled. Conversely, to the previous plate, the image is a study in shades of black. Unusually for Manet’s portraits, which typically employ an even light, Morisot is lit from one side, brightly illuminated on her right, with the left rendered in shadow. She wears black mourning dress and hat, with her face surrounded by dark ribbons and scarves. Manet gives her black eyes, although Morisot’s eyes were actually green. The costume and dark eyes may allude to Manet’s impression that she looked Spanish. The black costume and ornate hat certainly give the composition the impression of a Goya portrait — a style that Manet greatly admired. The flat, two-dimensional quality of the portrait once again confirms the influence of Japanese prints.

The canvas has been judged as a masterpiece of the artist’s work, which was praised by Paul Valéry in the catalogue of Manet’s retrospective at the Orangerie in 1932, comparing the work to Vermeer: “I do not rank anything in Manet’s work higher than a certain portrait of Berthe Morisot dated 1872”. Manet sold or gave the painting to collector and art critic Théodore Duret. Morisot herself acquired the painting in 1894, paying 5,100 francs in the sale of Duret’s collection. After her death in 1895, it was kept by her daughter Julie Rouart until her own death in 1966, and then it entered the collection of her son Clément Rouart. It was acquired for the Musée d’Orsay in 1998, with funding from the Fonds du Patrimoine, the Meyer Foundation, the China Times Group and a sponsorship programme coordinated by the Japanese Nikkei newspaper.
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Berthe Morisot in a Mourning Hat, 1874


THE RAILWAY
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The following plate is Manet’s last painting of his favourite model, fellow painter Victorine Meurent, who was also the primary model for Olympia and Le Déjeuner sur l’herbe. The 1873 canvas The Railway presents Meurent sitting to the left, in front of an iron fence near the Gare Saint-Lazare in Paris. She appears pensive, wearing a dark hat and sombre deep blue dress with white details, as she looks towards the viewer, with a sleeping puppy, a fan and an open book resting in her lap. Meurent regards us as though we have interrupted her from her reading, as she gives us the guarded look that a city dweller gives to a stranger, adding to the sense of tension in the image.

Next to Meurent is a little girl, modelled by the daughter of Manet’s neighbour Alphonse Hirsch. The girl offers a contrasting figure, wearing a white dress with a large blue bow, and she stands with her back to the viewer, watching through the railings as a train passes. The black band in the girl’s hair echoes the black band around the neck of the woman. Instead of choosing a traditional natural outdoor view for the background, Manet has chosen an iron grating that stretches across the canvas, arresting our attention from the subjects. We are unable to see the train, instead glimpsing a white cloud of steam behind the railings, helping to flatten the image. The arrangement compresses the foreground into a narrow focus, separated from the background by the row of railings. Modern apartment buildings can also be seen, including the house on the Rue de Saint-Pétersbourg, near the Place de l’Europe, where Manet had rented a studio since July 1872.

The Railway was exhibited at the Paris Salon in 1874, where it was received with much confusion. Critics found the subject baffling, its composition unusual and the painting execution sketchy. Caricaturists ridiculed the picture in periodicals and only a few recognised the modern and innovative approach that Manet had intended, failing to appreciate the psychological study of the two characters offered by the canvas.

Shortly after it was completed, it was sold to the baritone Jean-Baptiste Faure, and then later sold in 1881 for 5,400 francs to the art dealer Paul Durand-Ruel, who gave the painting several names: “Enfant regardant le chemin de fer”, “Le pont de l’Europe”, “A la Gare St. Lazare”, and later just “Gare St. Lazare”. The painting was sold in 1898 for 100,000 francs to American Henry Osborne Havemeyer. His wife Louisine Havemeyer left 2,000 artworks to the Metropolitan Museum of Art in New York on her death in 1929, but she divided a small collection, including The Railway, among her three children. The canvas was then donated to the National Gallery of Art in Washington, D.C. in 1956 on the death of her son Horace Havemeyer.
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4 rue de St Pétersbourg, Paris, 8th arrondissement— Manet’s had a studio here from 1871 to 1877


ARGENTEUIL
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During the early 1870’s Manet was influenced by the Impressionists, especially Monet and Morisot. This is seen in Manet’s application of lighter colours, when he made less use of dark backgrounds, though he retained his distinctive use of black, uncharacteristic of Impressionist painting. He painted many outdoor (plein air) pieces, yet always returned to what he considered the serious work of the studio. The 1874 painting Argenteuil demonstrates one of Manet’s most ‘Impressionistic’ works, completed when Manet and Monet were often working together in Argenteuil, where Manet had a weekend house at Gennevilliers on the opposite bank. 

It is an open air genre portrait of a yachtsman – modelled by either Manet’s brother-in-law, the Dutch painter Rodolphe Leenhoff, or Baron Barbier — dressed in a red and white stripped shirt and a young woman, who remains unidentified, dressed in a stripped dress with a black straw hat. She appears to ignore the yachtsman, who leans towards her attentively, as she displays the typical self-assured detachment depicted in Manet’s portraits of women. The two figures are placed close to the picture plane, while Manet employs various devices to link the foreground to the background areas, highlighting the two-dimensional structure of the surface. The boat’s mast connects different areas to the same pictorial plane, while the flat blue water does little to achieve a sense of depth.

The painting was exhibited at the 1874 Salon and would announce a radical transformation in Manet’s work. The loose brushstrokes and light palette indicate that Argenteuil is by no means a canvas invented in the studio on the model of a famous museum piece, but instead an innovative work in the emerging style of Impressionism.
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‘Claude Monet Painting on His Boat-Studio in Argenteuil’, 1874, Neue Pinakothek, Munich


BOATING
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Completed during his summer holidays at Gennevilliers in 1874, while spending time with Monet and Renoir across the Seine at Argenteuil, Boating was not exhibited until much later in 1879.  Once again adopting the lighter touch and palette of his younger Impressionist colleagues, Manet also uses the broad planes of colour and strong diagonals often seen in his much beloved Japanese prints. The scene offers the view of two boaters on the Seine, caught in a single moment of time.  The woman appears to be sitting uncomfortably, gazing away in state of ennui. As she remains in profile, silently aloof, the boatman seems to view us confrontationally, demanding the reason for our intrusion, as he strives to be at ease in his boating. Manet adopts great freedom in the use of his brushstrokes while depicting the woman’s dress, formed of patchy shades of blues. 

Now held in New York’s Metropolitan Museum of Art, Boating encapsulates a sense of an awkward pause, during the boating scene. Bold cropping is employed, with only a small section of the sail being visible, giving a sense of immediacy to the scene. There is no horizon portrayed, making it impossible for us to gauge the distance of space, reinforcing the two-dimensional aspect. Like the boatman, we are ill at ease on the water.
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The Pont d’Argenteuil over the River Seine


NANA
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Completed in 1877, the painting Nana is housed at the Kunsthalle Hamburg art museum in Germany and shows a young woman standing before a mirror with two extinguished candles, her face turned to the viewer. Her dress is incomplete, as she wears a white chemise, blue corset, silk stockings and high-heeled footwear. The interior suggests that she is in a boudoir, which features a sofa with two pillows. An elegantly dressed man, sitting on the sofa, can be partly seen on the right, though his figure is harshly cropped by the artist, ensuring the emphasis is placed on the woman. The title and numerous details in the canvas suggest that the picture represents a high class prostitute and her client. Nana was a popular name in the second half of the nineteenth century for a prostitute and the French word “nana” is still used today to describe a ‘frivolous’ woman.

Manet wanted to present the painting at the Salon of Paris in 1877, but it was rejected as it was deemed to be immoral. French society was not prepared for such frank depictions of prostitution, and the critics did not see the artistic qualities of the work and concentrated solely on the scene that was represented. It is believed Manet found inspiration when reading Émile Zola’s novel L’Assommoir, in which the character of Nana appears for the first time. One of the artist’s firmest supporters was Zola, who in 1880 published a novel of the same name as the ninth volume of Les Rougon-Macquart series, featuring the infamous character once more. 
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THE WAITRESS
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Manet’s paintings of café scenes provide detailed, natural observations of social life in nineteenth century Paris. People from all levels of the social ladder are depicted drinking alcohol, listening to music, flirting, reading, or waiting. Many of these paintings were based on sketches executed by the artist on the spot. Manet often visited the Brasserie Reichshoffen on the boulevard de Rochechourt, where he set the scene of the unusual canvas The Waitress in 1879. Manet captures a fleeting moment in one of the café-concerts, which often took place in large coffee houses, with a changing program of entertainment, especially popular then with Parisians. The busy young waitress pauses for a fleeting moment, gazing out from the painting in our direction. She has just served the beer that has been set down in the bottom left-hand corner of the picture to the man smoking a pipe. In her left hand she holds two more glasses for the next customers, signalling her relentless work.

The three customers give an indication of the various walks of life of the different customers at the café. The man in the immediate foreground wears a simple working man’s smock and smokes a clay pipe, while he is seated next to a gentleman in a top hat and evening dress, who is accompanied by a young woman with elegantly arranged hair. Once again Manet plays with the sense of depth, tightly packing in the figures and restricting our ability to read the space by the flat and unadorned vertical red wall space. Manet severely crops the figure performing on the stage, only allowing us a glimpse of an arm and the hint of a dress, adding to the impression of a momentary glimpse of the spectacle. The real show here is observation of the observers.
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The Café-Concert, c. 1879, The Walters Art Museum, Baltimore


SELF-PORTRAIT WITH PALETTE
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Manet only completed two self portraits in his career, the last being largely inspired by Velasquez’ self-portrait in Las Meninas, though it is also very much an Impressionist canvas, focusing upon the personality of the artist with notable loose handling of paint. A half-length portrait, Manet appears in front of a dark background, wearing a black top hat, brown jacket, white shirt and black silk tie. In the right of the canvas, we can vaguely see in his hand a long wooden brush with red paint on the tip, while the left hand holds a painting palette with several more brushes. The impressionistic quality of the painting hand evokes the sense of the artist at work with the tools of his trade, as the broad brush strokes convey quick movement. The subject is lit from the left by which the shadows beneath the left arm and the right half of the face are created and his pose is slightly turned to the right, so that the right half of the body is darker than the forward, left half. The painter’s gaze is directed forwards at the viewer, watching us guardedly.

The painting was completed during a particularly difficult time for the artist. In his mid-forties, Manet’s health deteriorated and he developed severe pain and partial paralysis in his legs. Ignoring it at first, the condition soon worsened, causing him to limp badly when he walked. By 1879 he was receiving hydrotherapy treatments intended to improve what he believed was a circulatory problem, but in reality he was suffering from locomotor ataxia, a known side-effect of syphilis. From that time on, Manet knew he would not live many more years.

The full-length Self-Portrait with Cap (1878–79) is the only other pure self-portrait by Manet. The chronological proximity of the two paintings implies a direct connection between them and so they have been considered as two stages of a work in progress. In the first painting, Self-Portrait with Palette, the act of painting itself is depicted by the blurred gestures of the painter. In the latter work, the painter is shown with the clear detachment of a viewer, rather than a creator. After Manet’s death the two portraits hung on either side of the 1877 painting Jean-Baptiste Faure in the Role of Hamlet. 

Self-Portrait with Palette was not sold during Manet’s lifetime and after his death was held by his widow. Nor were either of the self-portraits sold in the 1884 estate sale. Manet’s widow does not appear to have wanted to sell the canvases until 1897, as Antonin Proust in a letter from May 10 of that year stated that neither Jean-Baptiste Faure nor Auguste Pellerin were interested in the paintings. On 2 February 1899, Suzanne Manet bequeathed the pictures to her sister Martina Leenhoff, probably with the intention of aiding her during financial difficulties. That year, Madame Manet and Proust renewed their efforts to sell the paintings. This time the art dealers Hermann Paechter and Ambroise Vollard expressed interest. Later that year Paechter obtained the paintings at the price of 6,000 Francs for the Self-Portrait with Cap and only 1,000 for Self-Portrait with Palette. In Théodore Duret’s 1902 exhibit catalogue the picture is listed as the property of Pellerin. Shortly after, the Self-Portrait with Cap went to the collection of Max Linde in Lübeck. In addition to being an art collector Linde was also an ophthalmologist, with Edvard Munch among his patients. 
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‘Self- Portrait with Cap’, c. 1879, Bridgestone Museum of Art, Tokyo
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Detail from ‘Las Meninas’ by Diego Velázquez, 1656
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Portrait of Édouard Manet by Henri Fantin-Latour, 1867


AT PÈRE LATHUILLE’S
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In May 1874 Manet made a firm decision to distance himself from the first exhibition of the Impressionists, yet at that time he was considered in all but name their leader. Though he had been influenced by Monet and Morisot, lightening his palette so that his style became more vibrant, this was not achieved solely due to his belief in the aims of the Impressionists. Instead of adopting the emerging aesthetic, Manet adapted it for his own purposes, though he still felt strongly that the Salon was the ideal place to exhibit his work. At Père Lathuille’s, now housed in Tournai’s Musée des Beaux-Art, was subsequently exhibited at the 1880 Salon.

The canvas was painted at the restaurant Père Lathuille, an old establishment near the Clichy tollhouse, off the avenue de Clichy, close to Manet’s studio. The model for the woman was Mlle French, who took over from the original model, Ellen Andree, when she had to break off the sittings. The young man accompanying her is the son of the proprietor, M. Gauthier-Lathuille, who was at first painted in his army uniform, but when Manet struggled to make the image work, he asked Lathuille to put on his artist’s smock instead. The image presents a delightful view of contemporary life, as the young man looks with adoration at the woman, who nestles in closely, whilst a waiter holding a coffee pot looks on, with a shade of envy perhaps, unnoticed by the lovers. The cropped champagne bottle adds to the spontaneous feel of the piece, as we are encouraged to perceive this as a tender moment in time caught by the artist. The painting was a success at the Salon, winning for Manet recognition that was often lacking from the censorious jury.  However, an even greater reception would await him in the following year.
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PORTRAT OF HENRI ROCHEFORT
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Victor Henri Rochefort, Marquis de Rochefort-Luçay (1830-1913) was a French writer and politician. In 1870 Rochefort became a member of the Government of National Defence and openly expressed sympathy with the Communards. In 1871 he was arrested and condemned under military law to imprisonment for life, before being transported to New Caledonia. In 1874, he escaped on board an American vessel to San Francisco. An 1880 amnesty was granted to the Communards, inspiring Manet with the idea of painting a portrait of Rochefort. The artist originally intended to paint the escape, but after a few unsuccessful attempts at this, he decided to concentrate his efforts on Rochefort’s portrait. Interestingly, Rochefort was no admirer of Manet’s work and the politician had to be convinced by his cousin, Marcellin Desboutin, to sit for the artist. Rochefort was apparently unimpressed with the finished piece and refused to accept it from Manet, who eventually sold it to the singer Faure. 

Like Manet’s previous handling of a highly controversial political issue, The Execution of Maximilian, the canvas caused a great stir when first exhibited at the 1881 Salon, its anti-government message being impossible to miss.  However, the canvas had been accepted by the fastidious jury, which alone was a success for the painter. The Salon had recently changed its structure, now being under the control of a committee of artists and not the French state. Whereas before Manet could not even display The Execution of Maximilian at the Salon, now he won so much acclaim for the Portrait of Henri Rochefort that he was awarded a prestigious medal by the jury. This meant that from now on he could exhibit at the Salon without ever having to fear rejection. At long last the artist had achieved the critical recognition he had so eagerly sought throughout his problematic career. Manet was finally the established Salon artist he had always wished to become. However, he was not to enjoy these privileges for long, as his poor health continued to get worse.
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Henri Rochefort by Nadar


A BAR AT THE FOLIES-BERGÈRE
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Now held at London’s Courtauld Institute, A Bar at the Folies-Bergère, Manet’s last major work, was painted and exhibited at the Paris Salon in 1882. The canvas represents a bustling interior of one of the most prominent music halls and cabarets of the city, which opened in 1869 and was also notorious as a place to meet prostitutes. The famous short story writer Guy de Maupassant described the barmaids as ‘vendors of drink and love’. Manet knew the Folies Bergère well, making a number of preparatory sketches, before beginning work on the canvas in his studio. To aid with the composition, Manet set up a bar in his studio and asked one of the barmaids, Suzon, to visit him and serve as his model.

In contrast to the frivolous atmosphere portrayed in the scene, Manet’s barmaid appears detached, even isolated, behind the bar, as she stands in front of a mirror, which allows us a view of the male customer she is serving.  The dish of oranges in the foreground may well be reference to the barmaid being a prostitute, as Manet associated oranges with prostitution in other paintings. If this is true then the upper class man speaking to her would be her customer for that evening, when she has finished her work at the music hall. When the painting was exhibited in the 1882 Salon, critics found the composition unsettling. Before their eyes, whilst accompanied with their wives and daughters, they were being presented with a stark example of what many men in their social sphere were secretly carrying out. 

In the upper left hand corner of the canvas we can see a pair of cropped green feet in the air, which belong to a trapeze artist performing above the restaurant’s patrons. The finely depicted beer bottles have been identified by their red triangle on the label as Bass Pale Ale, indicating an English brand rather than a German beer. This was likely due to the anti-German sentiment in France in the decade after the Franco-Prussian War. The audience reflected in the mirror are conveyed through Impressionistic brushstrokes, whilst the still life representations of the fruits and bottles are intricately delineated with careful precision.  Focus is taken away from the hubbub of the music hall and shifted instead to the simple drama being acted at one of the many bars that lined the foyer of the venue. 

The inaccuracy of the barmaid’s reflection, shifted too far to the right, has led to much debate over the decades since its first exhibition. Manet’s distorting of the angle allows us to see the gentleman, and by extension feel as though we ourselves are present in the scene. The device provides another parallel for Manet with Velázquez’ Las Meninas, which makes use of a similar mirror device permitting us to see the viewer of the painting – in this case the Spanish King and Queen. Similarly, Manet’s device allows the viewer to stand in the customer’s place, and the compliant and submitting gesture of the barmaid adds to the tension of the piece.

After completing A Bar at the Folies-Bergère Manet limited himself to small formats and his last paintings were of flowers in glass vases. By this stage his worsening condition was severely limiting his work output. In April 1883, he had his left foot amputated due to gangrene, but this failed to put off the inevitable. Manet died eleven days later in Paris and was buried in the Passy Cemetery in the city.
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The Folies Bergère, a cabaret music hall, located in Paris
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Manet, c. 1874


The Paintings and Pastels
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In 1841 Manet enrolled at the secondary school Collège Rollin in Paris on the avenue Trudaine.


MANET’S PAINTINGS AND PASTELS
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Manet’s paintings and pastels are presented in chronological order and divided into decade sections, with an alphabetical table of contents following immediately after.

CONTENTS

1850’s

The Barque of Dante (after Delacroix)

The Anatomy Lesson (after Rembrandt)

The Boy with Cherries

The Absinthe Drinker

The Little Cavaliers

Le Christ Jardinier

Study of Trees

1860’s

Portrait of a Man

Portrait of Monsieur and Madame Manet

The Spanish Singer

Woman with a Jug

Boy with a Sword

Boy with Dog

Guitar and Hat

A Boy with a Pitcher

Music in the Tuileries

The Reader

The Surprised Nymph

Gypsy with Cigarette

Lola de Valence

Baudelaire’s Mistress, Reclining

The Old Musician

Oysters

Portrait of Victorine Meurent

Spanish Ballet

The Street Singer

Victorine Meurent in the Costume of a Spanish Bullfighter

Young Woman Reclining

La Peche

Le dejeurner sur l’herbe

Olympia

Portrait of Madame Brunet

Young Man in the Costume of a Major

Basket of Fruits

Battle of the U.S.S. ‘Kearsarge’ and the C.S.S. ‘Alabama’

Branch of White Peonies, with Pruning Shears

Eel and Red Mullet

Study to “Dead Christ with Angels”

The Dead Christ with Angels

Fishing Boat Coming in Before the Wind

Fruit on a Table

Peonies in a Vase on a Stand

Peony Stems and Pruning Shears

The Races at Longchamp

Still Life with Almonds, Currants and Peaches

The Bullfight

Still Life with Fish

U.S.S. Kearsarge off Boulogne

The Dead Toreador

The Head of Christ

Jesus Mocked by the Soldiers

Monk at Prayer

Spanish Woman with a Black Cross

Steamboat Leaving Boulogne

Angelina

Madame Auguste Manet

Women at the Races

The Bullfight

Bullfight

The Fifer

A King Charles Spaniel

Portrait of Zacharie Astruc

Still Life with Melon and Peaches

The Tragic Actor

Young Lady with a Parrot

The Execution of Maximilian

Study for ‘The Execution of the Emperor Maximilian’

The Execution of the Emperor Maximillian

A Matador

The Philosopher: Beggar with a Dufflecoat

The Philosopher: Beggar with Oysters

Portrait of Theodore Duret

Races at Longchamp

Soap Bubbles

View of the World Fair 1867

Dejeuner sur l’herbe (Second version)

The Execution of Maximilian

The Jetty at Boulogne

The Jetty at Boulogne-sur-Mer

The Luncheon

On the Beach at Boulogne

Portrait of Emile Zola

Portrait of Suzanne Leenhoff

Sailing Ships and Seagulls

Sailing Ships at Sea

Seascape with Bather

Seascape with Sailing Ships

Ship’s Deck

Steamboat off Boulogne

The Steamboat, Seascape with Porpoises

Madame Manet at the Piano

The Salmon

Young Woman with a Pink Shoe

The Balcony

Berthe Morisot

Boats at Sea, Sunset

Departure of the Folkestone Boat - The Large Study

Moonlight over the Port of Boulogne

On the Beach at Boulogne

Portrait of Mademoiselle Clauss (Study for the Balcony)

The Ragpicker

Seascape

Young Man Peeling a Pear

1870’s

The Burial

A Brioche

Effect of Snow at Petit-Montrouge

Eva Gonzales

In the Garden

Music Lesson

The Railroad Station in Sceaux

Repose: Portrait of Berthe Morisot

Portrait of Suzanne Manet

Scene in a Spanish Studio

Young Woman in Oriental Garb

The Bay of Arcachon

The Bay of Arcachon and Lighthouse on Cape Ferret

Boats at Low Tide on the Bay of Arachon

The Croquet Party

Fine Weather at Arcachon

Interior at Arcachon

Interior at Arcachon (study)

The Port of Bordeaux

The Port of Calais

Portrait of Monsieur Tillet

Tarring the Boat

Berthe Morisot with a Bouquet of Violets

Berthe Morisot with a Fan

Boy with a Pitcher

The Brunette with Bare Breasts

Bouquet of Violets

Departure of the Folkestone Boat

The Races in the Bois de Boulogne

Veiled Young Woman

View in Holland

Woman with Umbrella

Beach Scene at Berck, Fishing Boats and Fishermen

Boats Coming Ashore

Cows at a Pasture

Fishing Boat on the Beach at Berck

A Good Beer

Low Tide at Berck

Masked Ball at the Opera

On the Beach - Suzanne and Eugene Manet at Berck

Polichinelle

The Railway

Rising Tide

The Swallows

Toilers of the Sea

Croquet

Marguerite de Conflans Wearing Hood

Young Woman with Disheveled Hair

Argenteuil

Argenteuil, Boat

Barges

Madame Manet on a Blue Sofa

Berthe Morisot in Mourning

Boating

Claude Monet Painting on His Boat-Studio in Argenteuil

The Grand Canal, Venice

Lady with Fans, Portrait of Nina de Callais

Landscape with a Village Church

La Parisienne: Study of Ellen Andree

The Monet Family in the Garden

Portrait of Berthe Morisot with a Fan

The Seine at Argenteuil

View in Venice: The Grand Canal

At the Races

The Artist (Gilbert Marcellin Desboutin)

Bathers on Seine

Bob, Griffon Dog

Tama the Japanese Dog

The Laundry

The Horsewoman

Young Woman with Book

Carolus-Duran

Portrait of Stephane Mallarme

Portrait of Antonin Proust (Study)

Portrait of Faure as Hamlet

Before the Mirror

Nana

Portrait of Isabelle Lemonnier

The Blond with Bare Breasts

At the Café

Cafe-Concert

Corner in a Cafe-Concert

The Ham

Marguerite Gauthier-Lathuille

Two Women Drinking Bocks

The Plum Brandy

Eva Gonzales

Portrait of a Woman in a Black Fichu

Portrait of Lina Campineanu

The Rue Mosnier Decorated with Flags

Rue Mosnier Decorated with Flags, with a Man on Crutches

Rue Mosnier with Road Menders

The Tavern

Man in a Round Hat (Alphonse Maureau)

Woman at the Piano

Café-Concert Singer

Chez le Pere Lathuille

A Garden Urn

In the Conservatory

Isabelle Lemonier

Portrait of a Lady

Portrait of George Moore

Portrait of Mademoiselle Isabelle Lemonnier

Portrait of Emilie Ambre in Role of Carmen

Singer at a Café-Concert

Isabelle Lemonnier with a White Scarf
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The Port of Bordeaux

1871

Private collection

Oil on canvas
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The Port of Calais

1871

Private collection

Oil on canvas

[image: img290.jpg]


Portrait of Monsieur Tillet

1871

Private collection

Oil on canvas
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Tarring the Boat

1871

The Barnes Foundation

Oil on canvas
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Berthe Morisot with a Bouquet of Violets

1872

Musée d’Orsay

Oil on canvas
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Berthe Morisot with a Fan

1872

Musée d’Orsay

Oil on canvas
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Boy with a Pitcher

1872

Art Institute of Chicago

Oil on canvas
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The Brunette with Bare Breasts

1872

Private collection

Oil on canvas
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Bouquet of Violets

1872

Private collection

Oil on canvas
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Departure of the Folkestone Boat

1872

Philadelphia Museum of Art

Oil on canvas
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The Races in the Bois de Boulogne

1872

Private collection

Oil on canvas
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Veiled Young Woman

1872

Musée du Petit Palais - Geneva

Oil on canvas
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View in Holland

1872

Philadelphia Museum of Art

Oil on canvas
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Woman with Umbrella

1872

Private collection

Oil on canvas
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Beach Scene at Berck, Fishing Boats and Fishermen

1873

Grey Art Gallery and Study Center

Oil on canvas
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Boats Coming Ashore

1873

Private collection

Oil on canvas
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Cows at a Pasture

1873

Private collection

Oil on panel
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Fishing Boat on the Beach at Berck

1873

Wallraf-Richartz-Museum & Fondation Corboud

Oil on panel
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A Good Beer

1873

Philadelphia Museum of Art

Oil on canvas
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Low Tide at Berck

1873

Wadsworth Atheneum - Hartford, CT

Oil on canvas
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Masked Ball at the Opera

1873

National Gallery of Art, Washington

Oil on canvas
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On the Beach - Suzanne and Eugene Manet at Berck

1873

Musée d’Orsay

Oil on canvas
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Polichinelle

1873

Private collection

Oil on canvas
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The Railway

1873

National Gallery of Art, Washington

Oil on canvas
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Rising Tide

1873

Private collection

Oil on canvas
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The Swallows

1873

Sammlung E.G.Bührle

Oil on canvas
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Toilers of the Sea

1873

Museum of Fine Arts - Houston

Oil on canvas
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Croquet

1873

Städel Museum, Frankfurt am Main, Germany

Oil on canvas
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Marguerite de Conflans Wearing Hood

1873

Oil on canvas
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Young Woman with Disheveled Hair

1873

Private collection

Oil on canvas
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Argenteuil

1874

Musée des Beaux-Arts de Tournai

Oil on canvas

[image: img319.jpg]


Argenteuil, Boat

1874

Amgueddfa Cymru - Cardiff

Oil on canvas
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Barges

1874

Private collection

Watercolour
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Madame Manet on a Blue Sofa

1874

Musée d’Orsay, Paris, France 

Oil on canvas
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Berthe Morisot in Mourning

1874

Private collection

Oil on canvas
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Boating

1874

Metropolitan Museum of Art, New York

Oil on canvas

[image: img324.jpg]


Claude Monet Painting on His Boat-Studio in Argenteuil

1874

Neue Pinakothek - Bayerische Staatsgemäldesammlungen

Oil on canvas
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The Grand Canal, Venice

1874

Shelburne Museum, VT

Oil on canvas
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Lady with Fans, Portrait of Nina de Callais

1874

Musée d’Orsay

Oil on canvas
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Landscape with a Village Church

1874

Ashmolean Museum - University of Oxford

Oil on canvas
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La Parisienne: Study of Ellen Andree

1874

Nationalmuseum - Stockholm

Oil on canvas
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The Monet Family in the Garden

1874

Metropolitan Museum of Art, New York

Oil on canvas
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Portrait of Berthe Morisot with a Fan

1874

Palais des Beaux Arts de Lille

Oil on canvas
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The Seine at Argenteuil

1874

The Courtauld Gallery, London

Oil on canvas
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View in Venice: The Grand Canal

1874

Private collection

Oil on canvas
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At the Races

1875

Oil on canvas
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The Artist (Gilbert Marcellin Desboutin)

1875

Museu de Arte Moderna de São Paulo

Oil on canvas

[image: img335.jpg]


Bathers on Seine

1875

Oil on canvas
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Bob, Griffon Dog

1875

Private collection

Oil on canvas
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Tama the Japanese Dog

1875

National Gallery of Art, Washington

Oil on canvas
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The Laundry

1875

The Barnes Foundation, Merion, Pennsylvania, USA

Oil on canvas
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The Horsewoman

1875

Museu de Arte, Sao Paulo, Brazil 

Oil on canvas
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Young Woman with Book

1875

Private collection

Oil on canvas
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Carolus-Duran

1876

Barber Institute of Fine Arts (University of Birmingham)

Oil on canvas
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Portrait of Stephane Mallarme

1876

Musée d’Orsay

Oil on canvas
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Portrait of Antonin Proust (Study)

1877

Pushkin Museum of Fine Art, Moscow, Russia 

Oil on canvas
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Portrait of Faure as Hamlet

1877

Oil on canvas
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Before the Mirror

1877

Solomon R. Guggenheim Museum, New York

Oil on board

[image: img346.jpg]


Nana

1877

Hamburger Kunsthalle

Oil on canvas
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Portrait of Isabelle Lemonnier

1877

Philadelphia Museum of Art

Oil on canvas
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The Blond with Bare Breasts

1878

Musée d’Orsay

Oil on canvas
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At the Café

1878

Oil on canvas
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Cafe-Concert

1878

Walters Art Museum - Baltimore

Oil on canvas
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Corner in a Cafe-Concert

1878

National Gallery, London

Oil on canvas
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The Ham

1878

Burrell Collection - Glasgow

Oil on canvas
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Marguerite Gauthier-Lathuille

1878

Musée des Beaux-Arts de Lyon

Oil on canvas
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Two Women Drinking Bocks

1878

Burrell Collection, Glasgow

Oil on canvas
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The Plum Brandy

1878

National Gallery of Art, Washington

Oil on canvas
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Eva Gonzales

1878

Oil on canvas
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Portrait of a Woman in a Black Fichu

1878

Art Institute of Chicago

Oil on canvas
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Portrait of Lina Campineanu

1878

William Rockhill Nelson Gallery of Art, Kansas City 

Oil on canvas
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The Rue Mosnier Decorated with Flags

1878

J. Paul Getty Museum - Los Angeles

Oil on canvas

[image: img360.jpg]


Rue Mosnier Decorated with Flags, with a Man on Crutches

1878

J. Paul Getty Museum - Los Angeles

Oil on canvas
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Rue Mosnier with Road Menders

1878

Fitzwilliam Museum - University of Cambridge

Oil on canvas
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The Tavern

1878

The Pushkin State Museum of Fine Arts

Oil on canvas
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Man in a Round Hat (Alphonse Maureau)

1878

Art Institute of Chicago, Chicago, IL, USA 

Oil on canvas
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Woman at the Piano

1878

Private collection

Watercolour
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Café-Concert Singer

1879

Private collection

Oil on canvas

[image: img366.jpg]


Chez le Pere Lathuille

1879

Musée des Beaux-Arts de Tournai

Oil on canvas
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A Garden Urn

1879

Ashmolean Museum - University of Oxford

Oil on canvas
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In the Conservatory

1879

Alte Nationalgalerie - Staatliche Museen zu Berlin

Oil on canvas
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Isabelle Lemonier

1879

Private collection

Oil on canvas
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Portrait of a Lady

1879

Private collection

Oil on canvas
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Portrait of George Moore

1879

Private collection

Oil on canvas
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Portrait of Mademoiselle Isabelle Lemonnier

1879

Hermitage, St. Petersburg, Russia 

Oil on canvas
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Portrait of Emilie Ambre in Role of Carmen

1879

Philadelphia Museum of Art, Philadelphia, PA, USA 

Oil on canvas
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Singer at a Café-Concert

1879

Rouart collection, Paris, France

Oil on canvas
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Isabelle Lemonnier with a White Scarf

1879

Ny Carlsberg Glyptotek - Copenhagen

Oil on canvas
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Madame Manet in the Conservatory

1879

Nasjonalmuseet for Kunst, Arkitektur og Design

Oil on canvas
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Portrait of Monsieur Brun

1879

National Museum of Western Art - Tokyo

Oil on canvas
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Portrait of Monsieur Pagans

1879

Private collection

Painting
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Reading

1879

Art Institute of Chicago

Oil on canvas
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Self Portrait with Palette

1879

Private collection

Oil on canvas
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Self Portrait with Skull-Cap

1879

Bridgestone Museum of Art - Tokyo

Oil on canvas
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Toreador Greeting, Tambourine

1879

Private collection

Painting
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The Waitress

1879

Musée d’Orsay

Oil on canvas
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Woman in a Tub

1878

Musée d’Orsay, Paris, France 

Oil on canvas
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Woman Fastening Her Garter

1879

Ordrupgaard Collection - Copenhagen

Oil on canvas
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In the bar “Le Bouchon”

1879

Pushkin Museum of Fine Art, Moscow, Russia 

Oil on canvas
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Woman on a Bench

1879

POLA Museum of Art

Oil on canvas
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Young Woman among the Flowers

1879

Private collection

Oil on canvas
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Young Woman in a Round Hat

1879

Princeton University Art Museum

Oil on canvas
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1880’s
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Au Bal – Marguerite de Conflans en toilette de bal

1880

The Courtauld Gallery, London

Oil on canvas
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A Young Girl

1880

Hermitage, St. Petersburg, Russia 

Oil on canvas
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A Bunch of Asparagus

1880

Wallraf-Richartz-Museum & Fondation Corboud

Oil on canvas
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Asparagus

1878

Musée d’Orsay, Paris, France 

Oil on canvas
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Eglantines

1880

Private collection

Watercolour
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Isabelle Diving

1880

Musée d’Orsay

Watercolour
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Isabelle Lemonnier with Muff

1880

Dallas Museum of Art

Oil on canvas
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Madame Manet at Bellevue

1880

Metropolitan Museum of Art, New York

Oil on canvas
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Portrait of Irma Brunner

1880

Musée du Louvre, Paris, France 

Oil on canvas
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Mother in the Garden at Bellevue

1880

Private collection

Oil on canvas
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Lady in a Fur

1880

Österreichische Galerie Belvedere, Vienna, Austria 

Oil on canvas
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Still Life with flowers

1880

Private collection

Oil on canvas
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Interior of a Café

1880

Glasgow Museums and Art Galleries, Glasgow

Oil on canvas
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Portrait of Georges Clemenceau

1880

Musée d’Orsay

Oil on canvas
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Portrait of Clemenceau at the Tribune

1880

Kimbell Art Museum - Fort Worth

Oil on canvas
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Portrait of M. Antonin Proust

1880

Toledo Museum of Art (Ohio)

Oil on canvas
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The Promenade

1880

Fuji Art Museum

Oil on canvas
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Still Life with Brioche

1880

Private collection

Oil on canvas
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The Lemon

1880

Musée d’Orsay, Paris, France 

Oil on canvas
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The Suicide

1880

Bührle Foundation, Zürich, Switzerland 

Oil on canvas
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Walnut

1880

Private collection

Watercolour

[image: img412.jpg]


Young Woman by the Sea

1880

Private collection

Watercolour
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The Garden at Bellevue

1880

Private collection

Oil on canvas
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Young Woman Taking a Walk Holding an Open Umbrella

1880

Private collection

Oil on canvas
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Young Woman in the Bellevue Garden

1880

Private collection

Oil on canvas
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Autumn, Portait of Mery Laurent in a Brown Fur Cape

1881

Musée des Beaux-Arts de Nancy

Oil on canvas
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The Bench

1881

Private collection

Oil on canvas
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Portrait of composer Emmanual Chabrier

1881

Private collection

Oil on canvas
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Emmanuel Chabrier

1881

Harvard University Portrait Collection

Oil on canvas
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Portrait of Ernest Cabaner

1881

Musée d’Orsay, Paris, France 

Oil on canvas
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The Escape of Rochefort

1881

Musée d’Orsay

Oil on canvas

[image: img422.jpg]


The Escape of Rochefort - The Large Study

1881

Kunsthaus - Zurich

Oil on canvas
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Head of a Young Woman

1881

Musée des Beaux-Arts de Montréal
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Henry Bernstein as a Child

1881

Private collection

Oil on canvas
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The Milliner

1881

Legion of Honor (Fine Arts Museums of San Francisco)

Oil on canvas
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Jeanne Martin in Pink Dress

1881

Private collection

Oil on canvas
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Madame Jeanne Martin in a bonnet

1881

Private collection

Oil on canvas
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Portrait of Antonin Proust

1881

Musée Fabre

Oil on canvas
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Portrait of M. Henri Rochefort

1881

Hamburger Kunsthalle

Oil on canvas
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Portrait of M. Pertuiset, the Lion Hunter

1881

Museu de Arte Moderna de São Paulo

Oil on canvas
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Spring (Jeanne Demarsy)

1881

J. Paul Getty Museum - Los Angeles

Oil on canvas
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Study for the “Bar at the Folies-Bergère”

1881

Private collection

Oil on canvas
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Study for ‘A Bar at the Folies-Bergere’

1881

Stedelijk Museum Amsterdam

Oil on canvas
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A Bar at the Folies-Bergere

1882

The Courtauld Gallery, London

Oil on canvas
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A Basket of Pears

1882

Ashmolean Museum - University of Oxford

Oil on canvas
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Bouquet of Flowers

1882

Murauchi Art Museum - Tokyo

Oil on canvas
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Portrait of Madame Michel-Levy

1882

Private collection

Oil on canvas
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René Maizeroy

1881

Museum of Fine Arts, Boston, MA, USA 

Oil on canvas
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Flowers in a Crystal Vase

1882

Musée d’Orsay

Oil on canvas
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Lilac in a Glass

1882

Alte Nationalgalerie, Berlin, Germany 

Oil on canvas
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Flowers in a Crystal Vast

1882

National Gallery of Art, Washington

Oil on canvas
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Roses in a Champagne Glass

1882

Burrell collection, Glasgow, Scotland 

Oil on canvas
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Four Apples

1882

Private collection

Oil on canvas
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The Horsewoman

1882

Villa Flora - Winterthur

Oil on canvas
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The House at Rueil

1882

Alte Nationalgalerie - Staatliche Museen zu Berlin

Oil on canvas
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Méry Laurent in a Fur Hat

1882

Private collection

Oil on canvas
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Head of Jean-Baptiste Faure

1882

Private collection

Oil on canvas
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Young Woman in a Negligee

1882

Private collection

Oil on canvas
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Moss Roses in a Vase

1882

Sterling and Francine Clark Art Institute - Williamstown, MA

Oil on canvas
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A Path in the Garden at Rueil

1882

Musée des Beaux-Arts de Dijon

Oil on canvas
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The Painter of Animals

1882

Private collection

Oil on canvas
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Peaches

1882

Private collection

Oil on canvas
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Pinks and Clematis in a Crystal Vase

1882

Musée d’Orsay

Oil on canvas

[image: img454.jpg]


Rose and Tulip

1882

Private collection

Oil on canvas
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Young Woman in the Garden

1882

Private collection

Oil on canvas
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Roses in a Glass Vase

1883

Private collection

Oil on canvas
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Two Roses on a Tablecloth

1883

Museum of Modern Art - New York

Oil on canvas
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Lilac and Roses

1883

Private collection

Oil on canvas
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Woman with a Cat, Portrait of Madame Manet

1883

Tate Britain, London

Oil on canvas
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Undated Works
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Portrait of Berthe Morisot

No date

Private collection

Oil on canvas
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A Woman with Dogs

No date

Private collection

Oil on canvas
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Artist Atelier

No date

Private collection

Oil on canvas
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Portrait of Victorine Meurent

No date

Oil on canvas
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The Biographical Pieces
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From 1878 until his death, Manet lived in an apartment at 39 rue de St Pétersbourg, Paris, 8th arrondissement
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Portrait of Édouard Manet by Carolus-Duran, 1880


EDOUARD MANET: HIS WORK, HIS INFLUENCE by Camille Mauclair
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Chapter III of ‘The French Impressionists (1860-1900)’

As I have said, Edouard Manet has not been entirely the originator of the Impressionist technique. It is the work of Claude Monet which presents the most complete example of it, and which also came first as regards date. But it is very difficult to determine such cases of priority, and it is, after all, rather useless. A technique cannot be invented in a day. In this case it was the result of long investigations, in which Manet and Renoir participated, and it is necessary to unite under the collective name of Impressionists a group of men, tied by friendship, who made a simultaneous effort towards originality, all in about the same spirit, though frequently in very different ways. As in the case of the Pre-Raphaelites, it was first of all friendship, then unjust derision, which created the solidarity of the Impressionists. But the Pre-Raphaelites, in aiming at an idealistic and symbolic art, were better agreed upon the intellectual principles which permitted them at once to define a programme. The Impressionists who were only united by their temperaments, and had made it their first aim to break away from all school programmes, tried simply to do something new, with frankness and freedom.
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THE DEAD TOREADOR

Manet was, in their midst, the personality marked out at the same time by their admiration, and by the attacks of the critics for the post of standard-bearer. A little older than his friends, he had already, quite alone, raised heated discussions by the works in his first manner. He was considered an innovator, and it was by instinctive admiration that his first friends, Whistler, Legros, and Fantin-Latour, were gradually joined by Marcelin Desboutin, Degas, Renoir, Monet, Pissarro, Caillebotte, Berthe Morisot, the young painter Bazille, who met his premature death in 1870, and by the writers Gautier, Banville, Baudelaire (who was a passionate admirer of Manet’s); then later by Zola, the Goncourts, and Stéphane Mallarmé. This was the first nucleus of a public which was to increase year by year. Manet had the personal qualities of a chief; he was a man of spirit, an ardent worker, and an enthusiastic and generous character.

Manet commenced his first studies with Couture. After having travelled a good deal at sea to obey his parents, his vocation took hold of him irresistibly. About 1850 the young man entered the studio of the severe author of the Romains de la Décadence. His stay was short. He displeased the professor by his uncompromising energy. Couture said of him angrily: “He will become the Daumier of 1860.” It is known that Daumier, lithographer, and painter of genius, was held in meagre esteem by the academicians. Manet travelled in Germany after the coup d’etat, copied Rembrandt in Munich, then went to Italy, copied Tintoretto in Venice, and conceived there the idea of several religious pictures. Then he became enthusiastic about the Spaniards, especially Velasquez and Goya. The sincere expression of things seen took root from this moment as the principal rule of art in the brain of this young Frenchman who was loyal, ardent, and hostile to all subtleties. He painted some fine works, like the Buveur d’absinthe and the Vieux musicien. They show the influence of Courbet, but already the blacks and the greys have an original and superb quality; they announce a virtuoso of the first order.

It was in 1861 that Manet first sent to the Salon the portraits of his parents and the Guitarero, which was hailed by Gautier, and rewarded by the jury, though it roused surprise and irritation. But after that he was rejected, whether it was a question of the Fifre or of the Déjeuner sur l’herbe. This canvas, with an admirable feminine nude, created a scandal, because an undressed woman figured in it amidst clothed figures, a matter of frequent occurrence with the masters of the Renaissance. The landscape is not painted in the open air, but in the studio, and resembles a tapestry, but it shows already the most brilliant evidence of Manet’s talent in the study of the nude and the still-life of the foreground, which is the work of a powerful master. From the time of this canvas the artist’s personality appeared in all its maturity. He painted it before he was thirty, and it has the air of an old master’s work; it is based upon Hals and the Spaniards together.

The reputation of Manet became established after 1865. Furious critics were opposed by enthusiastic admirers. Baudelaire upheld Manet, as he had upheld Delacroix and Wagner, with his great clairvoyance, sympathetic to all real originality. The Olympia brought the discussion to a head. This courtesan lying in bed undressed, with a negress carrying a bouquet, and a black cat, made a tremendous stir. It is a powerful work of strong colour, broad design and intense sentiment, astounding in its parti-pris of reducing the values to the greatest simplicity. One can feel in it the artist’s preoccupation with rediscovering the rude frankness of Hals and Goya, and his aversion against the prettiness and false nobility of the school. This famous Olympia which occasioned so much fury, appears to us to-day as a transition work. It is neither a masterpiece, nor an emotional work, but a technical experiment, very significant for the epoch during which it appeared in French art, and this canvas, which is very inferior to Manet’s fine works, may well be considered as a date of evolution. He was doubtful about exhibiting it, but Baudelaire decided him and wrote to him on this occasion these typical remarks: “You complain about attacks? But are you the first to endure them? Have you more genius than Chateaubriand and Wagner? They were not killed by derision. And, in order not to make you too proud, I must tell you, that they are models each in his own way and in a very rich world, whilst you are only the first in the decrepitude of your art.”
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OLYMPIA

Thus it must be firmly established that from this moment Manet passed as an innovator, years before Impressionism existed or was even thought of. This is an important point: it will help to clear up the twofold origin of the movement which followed. To his realism, to his return to composition in the modern spirit, and to the simplifying of planes and values, Manet owed these attacks, though at that time his colour was still sombre and entirely influenced by Hals, Goya and Courbet. From that time the artist became a chief. As his friends used to meet him at an obscure Batignolles café, the café Guerbois (still existing), public derision baptized these meetings with the name of “L’Ecole des Batignolles.” Manet then exhibited the Angels at the Tomb of Christ, a souvenir of the Venetians; Lola de Valence, commented upon by Baudelaire in a quatrain which can be found in the Fleurs du Mal; the Episode d’un combat de taureaux (dissatisfied with this picture, he cut out the dead toreador in the foreground, and burnt the rest). The Acteur tragique (portrait of Rouvière in Hamlet) and the Jésus insulté followed, and then came the Gitanos, L’Enfant à l’Epée, and the portrait of Mme. Manet. This series of works is admirable. It is here where he reveals himself as a splendid colourist, whose design is as vigorous as the technique is masterly. In these works one does not think of looking for anything but the witchery of technical strength; and the abundant wealth of his temperament is simply dazzling. Manet reveals himself as the direct heir of the great Spaniards, more interesting, more spontaneous, and freer than Courbet. The Rouvière is as fine a symphony in grey and black as the noblest portraits by Bronzino, and there is probably no Goya more powerful than the Toréador tué. Manet’s altogether classic descent appears here undeniably. There is no question yet of Impressionism, and yet Monet and Renoir are already painting, Monet has exhibited at the Salon des Refusés, but criticism sees and attacks nobody but Manet. This great individuality who overwhelmed the Academy with its weak allegories, was the butt of great insults and the object of great admiration. Banished from the Salons, he collected fifty pictures in a room in the Avenue de l’Alma and invited the public thither. In 1868 appeared the portrait of Emile Zola, in 1860 the Déjeuner, works which are so powerful, that they enforced admiration in spite of all hostility. In the Salon of 1870 was shown the portrait of Eva Gonzalès, the charming pastellist and pupil of Manet, and the impressive Execution of Maximilian at Queretaro. Manet was at the apogee of his talent, when the Franco-German war broke out. At the age of thirty-eight he had put forth a considerable amount of work, tried himself in all styles, severed his individuality from the slavish admiration of the old masters, and attained his own mastery. And now he wanted to expand, and, in joining Monet, Renoir and Degas, interpret in his own way the Impressionist theory.
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THE WOMAN WITH THE PARROT

The Fight of the Kearsage and the Alabama, a magnificent sea-piece, bathed in sunlight, announced this transformation in his work, as did also a study, a Garden, painted, I believe, in 1870, but exhibited only after the crisis of the terrible year. At that time the Durand-Ruel Gallery bought a considerable series by the innovator, and was imitated by some select art-lovers. The Musique aux Tuileries and the Bal de l’Opéra had, some years before, pointed towards the evolution of this great artist in the direction of plein-air painting. The Bon Bock, in which the very soul of Hals is revived, and the grave Liseur, sold immediately at Vienne, were the two last pledges given by the artist to his old admirers; these two pictures had moreover a splendid success, and the Bon Bock, popularised by an engraving, was hailed by the very men who had most unjustly attacked the author of the portrait of Mme. Morisot, a French masterpiece. But already Manet was attracted irresistibly towards the study of light, and, faithful to his programme, he prepared to face once again outbursts of anger and further sarcasms; he was resolved once again to offer battle to the Salons. Followed by all the Impressionists he tried to make them understand the necessity of introducing the new ideas into this retrograde Milieu. But they would not. Having already received a rebuff by the attacks directed for some years against their works, they exhibited among themselves in some private galleries: they declined to force the gate of the Salons, and Manet remained alone. In 1875 he submitted, with his Argenteuil, the most perfect epitome of his atmospheric researches. The jury admitted it in spite of loud protests: they were afraid of Manet; they admired his power of transformation, and he revolted the prejudiced, attracting them at the same time by the charm of his force. But in 1876 the portrait of Desboutin and the Linge (an exquisite picture, — one of the best productions of open-air study) were rejected. Manet then recommenced the experience of 1867, and opened his studio to the public. A register at the door was soon covered with signatures protesting against the jury, as well as with hostile jokes, and even anonymous insults! In 1877 the defeated jury admitted the portrait of the famous singer Faure in the part of Hamlet, and rejected Nana, a picture which was found scandalising, but has charming freshness and an intensely modern character. In 1878, 1879 and 1880 they accepted la Serre, the surprising symphony in blue and white which shows Mr George Moore in boating costume, the portrait of Antonin Proust, and the scene at the Père Lathuile restaurant, in which Manet’s nervous and luminous realism has so curious a resemblance to the art of the Goncourts. In 1881 the portrait of Rochefort and that of the lion-killer, Pertuiset, procured the artist a medal at the Salon, and Antonin Proust, the friend of Manet’s childhood, who had become Minister of Fine Arts, honoured himself in decorating him with the legion of honour. In 1882 appeared a magnificent canvas, the Bar des Folies-Bergère, in which there is some sparkling still-life painting of most attractive beauty. It was accompanied by a lady’s portrait, Jeanne. But on April 30, 1883, Manet died, exhausted by his work and struggles, of locomotor ataxy, after having vainly undergone the amputation of a foot to avoid gangrene.
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THE BAR AT THE FOLIES-BERGÉRE

It will be seen that Manet fought through all his life: few artists’ lives have been nobler. His has been an example of untiring energy; he employed it as much in working, as in making a stand against prejudices. Rejected, accepted, rejected again, he delivered with enormous courage and faith his attack upon a jury which represented routine. As he fought in front of his easel, he still fought before the public, without ever relaxing, without changing, alone, apart even from those whom he loved, who had been shaped by his example. This great painter, one of those who did most honour to the French soul, had the genius to create by himself an Impressionism of his own which will always remain his own, after having given evidence of gifts of the first order in the tradition handed down by the masters of the real and the good. He cannot be confused either with Monet, or with Pissarro and Renoir. His comprehension of light is a special one, his technique is not in accordance with the system of colour-spots; it observes the theory of complementary colours and of the division of tones without departing from a grand style, from a classic stateliness, from a superb sureness. Manet has not been the inventor of Impressionism which co-existed with his work since 1865, but he has rendered it immense services, by taking upon himself all the outbursts of anger addressed to the innovators, by making a breach in public opinion, through which his friends have passed in behind him. Probably without him all these artists would have remained unknown, or at least without influence, because they all were bold characters in art, but timid or disdainful in life. Degas, Monet and Renoir were fine natures with a horror of polemics, who wished to hold aloof from the Salons, and were resigned from the outset to be misunderstood. They were, so to say, electrified by the magnificent example of Manet’s fighting spirit, and Manet was generous enough to take upon himself the reproaches levelled, not only against his work, but against theirs. His twenty years of open war, sustained with an abnegation worthy of all esteem, must be considered as one of the most significant phenomena of the history of the artists of all ages.

This work of Manet, so much discussed and produced under such tormenting conditions, owes its importance beyond all to its power and frankness. Ten years of developing the first manner, tragically limited by the war of 1870; thirteen years of developing the second evolution, parallel with the efforts of the Impressionists. The period from 1860 to 1870 is logically connected with Hals and Goya; from 1870 to 1883 the artist’s modernity is complicated by the study of light. His personality appears there even more original, but one may well give the palm to those works of Manet which are painted in his classic and low-toned manner. He had all the pictorial gifts which make the glory of the masters: full, true, broad composition, colouring of irresistible power, blacks and greys which cannot be found elsewhere since Velasquez and Goya, and a profound knowledge of values. He has tried his hand at everything: portraits, landscapes, seascapes, scenes of modern life, still-life and nudes have each in their turn served his ardent desire of creation. His was a much finer comprehension of contemporary life than seems to be admitted by Realism: one has only to compare him with Courbet, to see how far more nervous and intelligent he was, without loss to the qualities of truth and robustness. His pictures will always remain documents of the greatest importance on the society, the manners and customs of the second Empire. He did not possess the gift of psychology. His Christ aux Anges and Jésus insulté are obviously only pieces of painting without idealism. He was, like the great Dutch virtuosos, and like certain Italians, more eye than soul. Yet his Maximilian, the drawings to Poe’s Raven, and certain sketches show that he might have realised some curious, psychological works, had he not been so completely absorbed by the immediate reality and by the desire for beautiful paint. A beautiful painter — this is what he was before everything else, this is his fairest fame, and it is almost inconceivable that the juries of the Salons failed to understand him. They waxed indignant over his subjects which offer only a restricted interest, and they did not see the altogether classic quality of this technique without bitumen, without glazing, without tricks; of this vibrating colour; of this rich paint; of this passionate design so suitable for expressing movement and gestures true to life; of this simple composition where the whole picture is based upon two or three values with the straightforwardness one admires in Rubens, Jordaens and Hals.

Manet will occupy an important position in the French School. He is the most original painter of the second half of the nineteenth century, the one who has really created a great movement. His work, the fecundity of which is astonishing, is unequal. One has to remember that, besides the incessant strife which he kept up — a strife which would have killed many artists — he had to find strength for two grave crises in himself. He joined one movement, then freed himself of it, then invented another and recommenced to learn painting at a point where anybody else would have continued in his previous manner. “Each time I paint,” he said to Mallarmé, “I throw myself into the water to learn swimming.” It is not surprising that such a man should have been unequal, and that one can distinguish in his work between experiments, exaggerations due to research, and efforts made to reject the prejudices of which we feel the weight no longer. But it would be unjust to say that Manet has only had the merit of opening up new roads; that has been said to belittle him, after it had first been said that these roads led into absurdity. Works like the Toréador, Rouvière, Mme. Manet, the Déjeuner, the Musique aux Tuileries, the Bon Bock, Argenteuil, Le Linge, En Bateau and the Bar, will always remain admirable masterpieces which will do credit to French painting, of which the spontaneous, living, clear and bold art of Manet is a direct and very representative product.

There remains, then, a great personality who knew how to dominate the rather coarse conceptions of Realism, who influenced by his modernity all contemporary illustration, who re-established a sound and strong tradition in the face of the Academy, and who not only created a new transition, but marked his place on the new road which he had opened. To him Impressionism owes its existence; his tenacity enabled it to take root and to vanquish the opposition of the School; his work has enriched the world by some beautiful examples which demonstrate the union of the two principles of Realism and of that technical Impressionism which was to supply Manet, Renoir, Pissarro and Sisley with an object for their efforts. For the sum total of all that is evoked by his name, Edouard Manet certainly deserves the name of a man of genius — an incomplete genius, though, since the thought with him was not on the level of his technique, since he could never affect the emotions like a Leonardo or a Rembrandt, but genius all the same through the magnificent power of his gifts, the continuity of his style, and the importance of his part which infused blood into a school dying of the anaemia of conventional art. Whoever beholds a work of Manet’s, even without knowing the conditions of his life, will feel that there is something great, the lion’s claw which Delacroix had recognised as far back as 1861, and to which, it is said, even the great Ingres had paid homage on the jury which examined with disgust the Guitarero.

 

To-day Manet is considered almost as a classic glory; and the progress for which he had given the impulse, has been so rapid, that many are astonished that he should ever have been considered audacious. Sight is transformed, strife is extinguished, and a large, select public, familiar with Monet and Renoir, judge Manet almost as a long defunct initiator. One has to know his admirable life, one has to know well the incredible inertia of the Salons where he appeared, to give him his full due. And when, after the acceptance of Impressionism, the unavoidable reaction will take place, Manet’s qualities of solidity, truth and science will appear such, that he will survive many of those to whom he has opened the road and facilitated the success at the expense of his own. It will be seen that Degas and he have, more than the others, and with less apparent éclat, united the gifts which produce durable works in the midst of the fluctuations of fashion and the caprices of taste and views. Manet can, at the Louvre or any other gallery, hold his own in the most crushing surroundings, prove his personal qualities, and worthily represent a period which he loved.

An enormous amount has been written on him, from Zola’s bold and intelligent pamphlet in 1865, to the recent work by M. Théodore Duret. Few men have provoked more comments. In an admirable picture, Hommage à Manet, the delicate and perfect painter Fantin-Latour, a friend from the first hour, has grouped around the artist some of his admirers, Monet, Renoir, Duranty, Zola, Bazille, and Braquemond. The picture has to-day a place of honour at the Luxembourg, where Manet is insufficiently represented by Olympia, a study of a woman, and the Balcony. A collection is much to be desired of his lithographs, his etchings and his pastels, in which he has proved his diversified mastery, and also of his portraits of famous contemporaries, Zola, Rochefort, Desboutin, Proust, Mallarmé, Clemenceau, Guys, Faure, Baudelaire, Moore, and others, an admirable series by a visionary who possessed, in a period of unrest and artificiality, the quality of rude sincerity, and the love of truth of a Primitive.


ÉDOUARD MANET by Willard Huntington Wright
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Chapter III of ‘Modern Painting, Its Tendency and Meaning’

The purely pictorial has always been relished by the public. The patterns of the mosaicists and very early primitives, the figured stuffs of the East and South, the vases of China and Persia, the frescoes on the walls of Pompeii, the drawings and prints of old Japan — all are examples of utilitarian art during epochs when the public took delight in the contemplation of images. Even the delicate designs on Greek pottery, the rigid and ponderous arts of architectural Egypt and the drawings and adorned totem poles of the North American Indians are relics of times when the demand for art was created by the masses. For the most part all these early crafts were limited to simple designs, wholly obvious to the most rudimentary mind. The ancients were content with a representation of a natural object, the likeness of a familiar animal, the symmetry of an ornamental border, an effigy of a god in which their abstract conceptions were given concrete form. At that time the artist was only a craftsman — a man with a communistic mind, content to follow the people’s dictates and to reflect their taste. Art was then democratic, understood and admired by all. It did not raise its head about the mean level; it was abecedary, and consequently comprehensible.

When the Greek ideal of fluent movement took birth in art and became disseminated, drawing, painting and sculpture began to grow more rhythmic and individual. Slowly at first and then more and more swiftly, art became insulated. The popular joy in the native crafts, despite the impetus of centuries behind it, decreased steadily. The antagonism of the masses to the artist sprang up simultaneously with the disgust of the artist for the masses. It was the inevitable result of the artist’s mind developing beyond them. He could not understand why they were no longer in accord with him; and they, finding him in turn unfathomable, considered him either irrational or given over to fantastic buffoonery. So long had they been the dictator of his vision that his emancipation from their prescriptions left them astounded and angered at his audacity. The nobles then, feeling it incumbent upon them to defend this new luxury of art, stepped into the breach, and for a time the people blindly patterned their attitude on that of their superiors. Later came the disintegration of the nobility; its caste being lost, the people no more imitated it. From that time on, although there were a few connoisseurs, the large majority was hostile to the artist, and made it as difficult as possible for him to live. He was looked upon as a madman who threatened the entire social fabric. His isolation was severe and complete; and while many painters strove to effect a reinstatement in public favour, art for 300 years forced its way through a splendid evolution in the face of neglect, suspicion and ridicule.

For so many generations had the public looked upon art as the manifestation of a disordered and dangerous brain that they found it difficult to recognise a man in whose work was the very pictorial essence they had originally admired. This man was Édouard Manet. Instead of being welcomed for his reversion to decoration, strangely enough he was considered as dangerous as his contemporary heretics, Delacroix and Courbet. Courbet was at the zenith of his unpopularity when Manet terminated his apprenticeship under Couture. The young painter had had numerous clashes with his academic master, and the latter had prophesied for him a career as reprehensible as Daumier’s. Spurred on by such incompetent rebukes, Manet determined to launch himself single-handed into the vortex of the æsthetic struggle. This was in 1857. For two years thereafter he put in his time to good purpose. He travelled in Holland, Germany and Italy, and copied Rembrandt, Velazquez, Titian and Tintoretto. These youthful preferences give us the key to his later developments. In 1859 he painted his Le Buveur d’Absinthe, a canvas which showed all the ear-marks of the romantic studio, and which exemplified the propensities of the student for simplification. It was a superficial, if enthusiastic, piece of work, and the Salon of that year was fully justified in rejecting it. Two years later Manet had another opportunity to expose. In the meantime he had painted his La Nymphe Surprise which, though one of his best canvases, contained all the influence of a hurriedly digested Rembrandt and a Dutch Titian.

In 1861 these influences were still at work, but the Salon not only accepted his Le Guitarrero but, for some unaccountable reason, awarded it with an honourable mention. In this picture, Manet’s first Spanish adaptation, are also traces of other men. Goya and even Murillo are here — the greys of Velazquez and Courbet’s modern attitude toward realism. In this canvas one sees for the first time evidences of its creator’s technical dexterity, a characteristic which later he was to develop to so astonishing a degree. But this picture, while conspicuously able, is, like L’Enfant a l’Épée and also Les Parents de l’Artiste, the issue of immaturity. Such paintings are little more than the adroit studies of a highly talented pupil inspired by the one-figure arrangements of Velazquez, Mazo and Carreño. Where Manet improved on the average student was in his realistic methods. While he did not present the aspect of nature in full, after the manner of Daubigny and Troyon, he stated its generalisations by painting it as seen through half-closed eyes, its parts accentuated by the blending of details into clusters of light and shadow. This method of visualisation gives a more forceful impression as an image than can a mere accurate transcription. As slight an innovation as was this form of painting, it represented Manet’s one point of departure from tradition, although it was in truth but a modification of the traditional manner of copying nature. The public, however, saw in it something basically heretical, and derided it as a novelty. The habit of ridicule toward any deviation from artistic precedent had become thoroughly fixed, ever since Delacroix’s heterodoxy.

It was not until 1862 that Manet, as the independent and professional painter, was felt. Up to this time his talent and capabilities had outstripped his powers of ideation. But with the appearance of Lola de Valence the man’s solidarity was evident. This picture was exposed with thirteen other works at Martinet’s the year following. It was hung beside the accepted and familiar Fontaineleau painters, Corot, Rousseau and Diaz; and almost precipitated a riot because of its informalities. In these fourteen early Manets are discoverable the artist’s first tendencies towards simplification for other than academic reasons. Here the abbreviations and economies, unlike those in Le Buveur d’Absinthe, constitute a genuine inclination toward emphasising the spontaneity of vision. By presenting a picture, free from the stress of confusing items, the eye is not seduced into the by-ways of detail, but permitted to receive the image as an ensemble. This impulse toward simplification was prefigured in his Angelina now hanging in the Luxembourg Gallery. Here he modelled with broad, flat planes of sooty black and chalky white, between which there were no transitional tones. While in this Manet was imitating the externals of Daumier, he failed to approach that master’s form. Consequently he never achieved the plasticity of volume which Daumier, alone among the modern men, had possessed. However, despite Manet’s failure to attain pliability, these early paintings are, in every way, sincere efforts toward the creation of an individual style. It was only later, after his first intoxicating taste of notoriety, that the arriviste spirit took possession of him and led him to that questionable and unenviable terminus, popularity. One can imagine him, drunk with eulogy, reading some immodest declaration of Courbet’s in which was set forth that great man’s egoistic confidence, and saying to himself: “Tiens! Il faut que j’aille plus loin.”

The famous Salon des Refusés, called by some critics of the day the Salon des Réprouvés, gave Manet his chance to state in striking fashion his beliefs in relation to æsthetics. For whereas mere realism could no longer excite the animosity of the official Salon jury, as it had done twenty years before, immorality — or, as Manet chose to put it, franchise — could. Therefore Manet was barred from the company of the Barbizon school and the other favourites of the day. In the Salon des Refusés, which must be held to the credit of Napoleon III, those painters who had suffered at the hands of the academic judges were allowed a hearing. Whistler, Jongkind, Pissarro and Manet here made history. Manet sent Le Bain, which, through the insistence of the public, has come to be called Le Déjeuner sur l’Herbe. But despite the precedent of Giorgione’s Rural Concert (the Concert Champêtre in the Louvre), it was looked upon only as the latest manifestation of degeneracy in a man who gave every promise of becoming a moral pariah. The nude, contrasted as it was with attired figures, was too suggestive of sheer nakedness. Had the nude stood alone, as in Ingres’s La Source, or among other nudes, as in Ingres’s Le Bain Turc, the picture would have caused no comment. Its departures in method were not extravagant. The scene is laid out of doors, yet it bears all the evidences of the studio conception; and those lights and reflections which later were brought to such perfection in the pictures of the Impressionists and Renoir, are wholly absent. But in one corner is a beautifully painted still-life of fruits, a basket and woman’s attire, which alone should have made the picture acceptable. This branch of painting Manet was to develop to its highest textural possibilities.

From this time on Manet no longer used the conventional chiaroscuro of the academicians. Instead he let his lights sift and dispel themselves evenly over the whole of his groupings. This mode of procedure was undoubtedly an influence of the Barbizon painters who had done away with the brown sauce of the soi-disant classicists. In his rejection of details and his discovery of a means whereby effects could be obtained by broad planes, Manet was forced by necessity to take the step toward this simplification of light. Were colour to be used consistently in conjunction with his technique, it must be spread on in large flat surfaces. By diffusing his light the opportunity was made. He might have omitted the element of colour from his work and contented himself with black and white, as in the case of Courbet; but he was too sensitive to its possibilities. He had observed it in the Venetians and Franz Hals, as well as in nature; and in its breadth and brilliance he had recognised its utility in enhancing a picture’s decorative beauty. Even the colour of Velazquez was at times sumptuous. Manet, because his simplicity of manner permitted a liberal application of colour, was able to augment its ornamental power. It is true that today his large and irregular patches of tints appear grey, but, to his contemporaries, their very extension made them seem blatant and bold.

Courbet remained in great part the slave to the common vision of reality. In his efforts to attain results he sacrificed little. This, in itself, delimited his accomplishments. Nature to him appeared nearly perfect, and he painted with all the wonderment of a child opening its eyes on the world for the first time. On the other hand, Manet realised that nature’s forces become objective only through an intellectual process. This attitude marked a decided step in advance of Courbet. Manet painted single figures and simple images devoid of all anecdotal significance, out of his pure love of his medium and his sheer delight in tone and contour. In other words, he represented the modern spirit which repudiates objects conducive to reminiscence, and cares only for “qualities” in art. His intentions were those of Courbet pushed to greater freedom. Unlike his master he was a virtuoso of the brush. His very facility perhaps accounts for his satisfaction with flat decoration, for it concentrated his interest on the actual pâte and thereby precluded a deeper research into the psychology of æsthetic emotion. But in his insistence on the æsthetic rather than the illustrative side of painting he carried forward the ideals which were to epitomise modern methods.

In this lay the impetus he gave to painting. Even with Rubens the necessities of the day forced him, in his choice of themes, to adopt a circumscribed repertoire, the subjects of which he repeated constantly. In him we have mastery of composition with the substance as an after-thought. Delacroix conceived his canvases in the romantic mould, and adapted his compositions so as to bring out the salient characteristics of his chosen theme. This was illustration with the arrière pensée of organisation. Daumier struck the average between these two and conceived his subject in the form he was to use. Courbet minimised the importance of objects as such by raising them all to the same level of adaptability: but he invariably chose, as with an idée fixe, his subjects from the life about him. Manet cared nothing for any subject whether traditional or novel. That he generally chose modern themes was indicative of that new mental attitude which recognises the unimportance of subject-matter and urges the painter to abandon thematic research and utilise the things at hand. He made his art out of the materials nearest him, irrespective of their intrinsic topical value.

This was certainly an important step in the liberating of art from convention. It proclaimed the right of the artist to paint what he liked. Courbet would have painted goddesses if he had seen them. Manet would have painted them without having seen them, provided he had thought the result warranted the effort. Courbet, the father of naturalism, extended the scope of subject-matter, while Manet tore away the last tie which bound it to any tradition, whether Courbet’s or Titian’s. After him there was nothing new to paint. It is therefore small wonder that artists should now have become interested in the forces of nature rather than in nature’s mien. Manet, by his consummation of theme, foreshadowed the concern with abstractions which has now swept over the world of æsthetics. Zola, like him in other ways, never equalled him in this. L’Assommoir and Fécondité portrayed only the extremes of realism. Manet painted all things with equal pleasure. Here again is evident the continuation of that mental attitude which Courbet introduced into painting. The qualities in Manet which inclined toward abstraction have secured him the reputation for being a greater generaliser than Courbet whose brutal naturalism could not be dissociated in the public mind from concrete and strict materialism. For this contention there is substantiation of a superficial nature. But a mere tendency toward generalisation, with no other qualifications, does not indicate greatness. In fact, were this purely literal truth concerning Manet conclusive, it would tend to disqualify him in his claim to an importance greater than Courbet’s. Carrière is an example of a painter who is general and nothing more. Manet had other titles to consideration.

What Manet’s enduring contributions to painting were have never been surmised by the public. His recognition, coming as it did years after his most significant works had been accomplished and set aside, was due to a reversion of the public’s mind to its aboriginal admirations. Manet is popular today for the same reason that the lesser works of Hokusai and Hiroshige are popular, namely: they present an instantaneous image which is at once flat and motionless. As in the days of the mosaicists and early primitives, the appreciation of such works demands no intellectual operation. Their recognisable subjects only set in motion a simple process of memory. The Olympia, Manet’s most popular painting, illustrates the type of picture which appeals strongly to minds innocent of æsthetic depth. Its mere imagery is alluring. As pure decoration it ranks with Puvis de Chavannes. But in it are all the mistakes of the later Impressionists. Manet consciously attempted the limning of light, but brilliance alone resulted. He did not realise that, in order for one to be conscious of illumination, shadow is necessary. This latter element, with its complementary, produces in us the sensation of volume. True, there is in the Olympia violent contrast between the nude body, the bed and the flowers, on the one hand, and the background, the negress and the cat, on the other; but it is only the contrast of dissimilar atmospheres. The level appearance of the picture is not relieved.

The cardinal shortcoming in a painting of this kind is that it fails to create an impression of either the aspects or the forces of nature. Such pictures are only flat representations of nature’s minor characteristics. The most resilient imagination cannot endow them with form: the intelligence is balked at every essay to penetrate beyond their surface. In contemplating them one is irritated by the emptiness, or rather the solidity, of the néant which lies behind. Courbet called the Olympia “the queen of spades coming from her bath.” Titian, had he lived today, would have styled it a photograph. Goya (who is as much to blame for it as either Courbet or Titian) would have considered its shallowness an inexcusable vulgarity. In painting it undoubtedly Manet’s intention was to modernise Titian’s Venus Reclining now hanging in the Uffizi; just as later it was Gauguin’s intention, in his La Femme aux Mangos, to endow the Olympia with a South Sea Island setting. Such adaptations are indefensible provided they do not improve upon their originals. There is no improvement in Gauguin’s Venus; and Manet’s picture, while it advances on Titian in attitude, is a decided retrogression viewed from the standpoint of form.

In such pictures as the Olympia, Nana and La Jarretière we recognise Manet’s effort to obtain notoriety. He was not an aristocrat as was Courbet or Goya or Titian. It was not a need for freer expression that induced him to paint pictures which shocked by their unconventionality, but a desire to abasourdir les bourgeois. In choosing his subject-matter he always had a definite end in view in relation to the public; but his conceptions were spontaneous and were recorded without deliberation. He painted with but little thought as to his method. This fact is no doubt felt by the public and held in his favour by those who believe in the involuntary inspiration of the artist. But art cannot be judged by such childish criteria. Can one imagine Giotto, Michelangelo or, to come nearer our day, Cézanne painting without giving the closest and most self-conscious study to his procedure? Credence in the theopneusty of the painter, the poet and the musician, should have passed out with the advent of Delacroix; but the seeming mystery of art is so deeply rooted in public ignorance that many generations must pass before it can be eradicated.

The truth is that Manet himself had no precise idea of what he really wished to accomplish. Up to the last year of his life he groped tentatively toward a goal, the outlines of which were never quite distinct. We today, looking back upon his efforts, can judge his motivating influences with some degree of surety. In bringing about the paradox of staticising Courbet, Manet feminised him. He turned Courbet’s blacks and greys into pretty colours, and thereby turned his modelling into silhouette and flattened his volumes. Thus was Courbet not only made effeminate but popularised. Compare the superficially similar pictures, Le Hamac of Courbet and Manet’s Le Repos. In the former the movement in composition accords with the landscape and is carried out in the pose of the woman’s arms and in the disposition of the legs. The figure in the latter picture is little more than an ornament — a symmetrical articulation. Manet has here translated the rhythm of depth into linear balance. In this levelling process all those qualities which raise painting above simple mosaics are lost. A picture thus treated becomes a pattern, incapable of embodying any emotional significance. Manet’s paintings are remembered because they are so instantaneous a vision of their subjects. For this same reason Goya is remembered; but beneath the Spaniard’s broad oppositions of tone is a limpid depth in which the intelligence darts like a fish in an aquarium. In Manet the impassable barrier of externals shuts out that world which exists on the further side of a picture’s surface.

In Manet we have the summing up of the pictorial expression of all time. His love for decoration never left him long enough for him to experiment with the profounder phases of painting. In many of his canvases he was little more than an exalted poster-maker. His Rendez-vous de Chats was frankly a primitive arrangement of flat drawing, as flat as a print by Mitsuoki. Even details and texture were eliminated from it. It was a statement of his theories reduced to their bare elements. Yet, though exaggerated, the picture was representative of his aims. A pattern to him was form. Courbet’s ability to model an eye was the cause of Manet’s repudiating the painter of L’Enterrement à Ornans. The two men were antithetical; and in that antithesis we have Manet’s aspirations fully elucidated. Even later in life when he took the figure out of doors he was unable to shake off the influence of the silhouette. But the silhouette cannot exist en plain air. Light volatilises design. This knowledge accounts for Renoir’s early sunlight effects. Manet never advanced so far.

The limitations and achievements of Manet are summed up in his painting, Le Déjeuner sur l’Herbe. This picture is undoubtedly interesting in its black-and-white values and in its freedom from the conventions of traditional composition. At first view its theme may impress one as an attempt at piquancy, but on closer inspection the actual subject diminishes so much in importance that it might have been with equal effect a simple landscape or a still-life. There is no attempt at composition in the classic sense. Even surface rhythm is entirely missing: the tonal masses decidedly overweigh on the left. But the picture nevertheless embodies the distinguishing features of all Manet’s arrangements. It is built on the rigid pyramidal plan. From the lower left-hand corner a line, now light, now dark, reaches almost to the upper frame at a point directly above the smaller nude; and another line, which begins in the lower right-hand corner at the reclining man’s elbow, runs upward to his cap, and is then carried out in the shadow and light of the foliage so that it meets the line ascending from the other side. The base of these two converging lines is formed by another line which runs from the man’s elbow along his extended leg. This is the picture’s important triangle. But a secondary one is formed by a line which begins at the juncture of the tree and shadow in the lower right-hand corner, extends along the cane and the second man’s sleeve to his head, and then drops, by way of the large nude’s head and shoulder, to the basket of fruit at the bottom. This angularity of design is seen in the work of all primitive-minded peoples, and is notably conspicuous in the early Egyptians, the archaic Greeks and the Assyrians of the eighth century B.C. It is invariably the product of the static intelligence into which the comprehension of æsthetic movement has never entered. It is the result of a desire to plant objects solidly and immovably in the ground. Those artists who express themselves through it are men whose minds are incapable of grasping the rhythmic attributes of profound composition. Manet repeats this triangular design in the Olympia where the two adjoining pyramids of contour are so obvious that it is unnecessary to describe them. The figures in canvases such as La Chanteuse des Rues, La Femme au Perroquet, Eva Gonzalès and Émile Zola are constructed similarly; and in groups like En Bateau and Les Anges au Tombeau (the latter of which recalls, by its arrangement and lighting, the Thétis et Jupiter of Ingres) is expressed the mental immobility which characterised Conegliano, Rondinelli, Robusti and their seventeenth-century exemplars, de La Fosse, Le Moyne and Rigaud.

 

If, however, Manet failed in the larger tests, he excelled in his ability to beautify the surfaces of his models. His painting of texture is perhaps the most competent that has ever been achieved. In his flesh, fruits and stuffs, the sensation of hard, soft, rough or velvety exteriors reaches its highest degree of pictorial attainment. These many and varied textures are reunited in his Le Déjeuner — a canvas which must not be confused with Le Déjeuner sur l’Herbe. Here we have a plant, a vase, four different materials in the boy’s clothing, a straw hat, a brass jug with all its reflections, a table cloth, a wall, an old sword, glassware, fruit and liquid. It is an orgy of textures, and Manet must have gloried in it. One critic of the day wondered why oysters and a cut lemon lay on the breakfast table. But we wonder why a cat with fluffy fur is not there also. Castagnary suggested that Manet, feeling himself to be the master of still-life, brought every possible texture into a single canvas for purposes of contrast and because he delighted in the material quality of objects. But the reason goes deeper. Manet was a superlatively conscious technician, and that sacrée commodité de la brosse, so displeasing to Delacroix, was his greatest intoxication. Hals also was seduced by it. Later, when the new vision of light was communicated to Manet by the Impressionists, his obsession for the purely technical diminished in intensity. In that topical bid for popularity, the Combat du Kerseage et de l’Alabama, we detect his interest in a new economy of means which would facilitate his search for broader illumination. This method took a step forward in Le Port de Bordeaux, and later reached maturity in his canvases painted in 1882, of which Le Jardin de Bellevue is a good example. But despite his heroic efforts, these last pictures, painted a year before he died when paralysis had already claimed him and he was devoting his time almost entirely to still-life, were without fulgency, and never approached the richness of even so slight a colourist as Monet.

Repose is a word used overmuch by modern critics to designate the dominant quality of Manet’s painting. From an entirely pictorial point of view the word is applicable, but in the precise æsthetic sense it is a misnomer. The illusion of repose in Manet is accounted for by his even use of greys, as in Le Chemin de Fer, Le Port de Bordeaux, the Exécution de Maximilien and the Course de Taureaux. Even in Les Bulles de Savon, the Rendez-vous de Chats, Le Clair de Lune and Le Bar des Folies-Bergère — canvases in which is exhibited Manet’s greatest opposition of tones — the ensemble is expressive of monotony. Real repose, however, is something much more recondite than uniformity or tedium. It is created by a complete harmonious organisation, not by an avoidance of movement. Giotto’s Death of Saint Francis and El Greco’s Annunciation have a simultaneity of presentation as unique as in Manet; but, because their compositions are so rhythmically co-ordinated, they present an absolute finality of movement and thus engender an emotional as well as an ocular repose.

Manet’s actual innovations are small, smaller even than Courbet’s. However, many critics credit him with grotesque novelties. There are very few books dealing with modern painting which do not assert that he was the first to note that flesh in the light is dazzlingly bright and of a cream-and-rose colour. But in this particular there is no improvement in Manet on the pictures of Rubens. He may have unearthed this illustrative point; certain it is he did not originate it. Yet no matter how slight his departures, we enjoy his pictures for their inherent æsthetic qualities, and not for their approximation to nature. Manet made many mistakes, but this was natural when we remember that in the whirlpool of new ambitions one is prone to forget the lessons of the past. Only by profiting by them can one go on toward the ever advancing goal of achievement. We must not forget that this new spirit of endeavour is only an impulse towards something greater, a rebellion against arbitrarily imposed obstacles. If men like Manet lost track of the fundamentals of the great art which had preceded them, it was only that their vision was clouded by new experiments.

The actual achievements of Manet epitomise the secondary in art. His attempt to combine artistic worth with popularity restricted him. That he was misunderstood at first was his own fault in continually changing his style. But acceptance or rejection by popular opinion does not indicate the measure of a painter’s significance. And Manet is to be judged by his contributions to the new idea. His importance lay in that he took the second step of the three which were to exhaust the possibilities of realism. In art every genuine method is consummated before a new one can take its place. Michelangelo brought architecture to its highest point of development; Rubens, linear painting; the Impressionists, the study of light; Beethoven, the classic ideal in music; Swinburne, the rhymed lyric. In fact, only after the épuisement of a certain line of endeavour, is felt the necessity to seek for a new and more adequate means of expression. Manet helped bring to a close a certain phase of art, thus hastening the advent of other and greater men. His accomplishments now stand for all that is academic and student-like; and although his interest as an innovator passed out with the appearance of Pissarro and Monet, men go on imitating his externals and using his brushing. In the same sense that Velazquez is a great painter, so is Manet. His influence has served the purpose of helping turn aside the academicians from their emulation of Italian painting. III

ÉDOUARD MANET

The purely pictorial has always been relished by the public. The patterns of the mosaicists and very early primitives, the figured stuffs of the East and South, the vases of China and Persia, the frescoes on the walls of Pompeii, the drawings and prints of old Japan — all are examples of utilitarian art during epochs when the public took delight in the contemplation of images. Even the delicate designs on Greek pottery, the rigid and ponderous arts of architectural Egypt and the drawings and adorned totem poles of the North American Indians are relics of times when the demand for art was created by the masses. For the most part all these early crafts were limited to simple designs, wholly obvious to the most rudimentary mind. The ancients were content with a representation of a natural object, the likeness of a familiar animal, the symmetry of an ornamental border, an effigy of a god in which their abstract conceptions were given concrete form. At that time the artist was only a craftsman — a man with a communistic mind, content to follow the people’s dictates and to reflect their taste. Art was then democratic, understood and admired by all. It did not raise its head about the mean level; it was abecedary, and consequently comprehensible.

When the Greek ideal of fluent movement took birth in art and became disseminated, drawing, painting and sculpture began to grow more rhythmic and individual. Slowly at first and then more and more swiftly, art became insulated. The popular joy in the native crafts, despite the impetus of centuries behind it, decreased steadily. The antagonism of the masses to the artist sprang up simultaneously with the disgust of the artist for the masses. It was the inevitable result of the artist’s mind developing beyond them. He could not understand why they were no longer in accord with him; and they, finding him in turn unfathomable, considered him either irrational or given over to fantastic buffoonery. So long had they been the dictator of his vision that his emancipation from their prescriptions left them astounded and angered at his audacity. The nobles then, feeling it incumbent upon them to defend this new luxury of art, stepped into the breach, and for a time the people blindly patterned their attitude on that of their superiors. Later came the disintegration of the nobility; its caste being lost, the people no more imitated it. From that time on, although there were a few connoisseurs, the large majority was hostile to the artist, and made it as difficult as possible for him to live. He was looked upon as a madman who threatened the entire social fabric. His isolation was severe and complete; and while many painters strove to effect a reinstatement in public favour, art for 300 years forced its way through a splendid evolution in the face of neglect, suspicion and ridicule.

For so many generations had the public looked upon art as the manifestation of a disordered and dangerous brain that they found it difficult to recognise a man in whose work was the very pictorial essence they had originally admired. This man was Édouard Manet. Instead of being welcomed for his reversion to decoration, strangely enough he was considered as dangerous as his contemporary heretics, Delacroix and Courbet. Courbet was at the zenith of his unpopularity when Manet terminated his apprenticeship under Couture. The young painter had had numerous clashes with his academic master, and the latter had prophesied for him a career as reprehensible as Daumier’s. Spurred on by such incompetent rebukes, Manet determined to launch himself single-handed into the vortex of the æsthetic struggle. This was in 1857. For two years thereafter he put in his time to good purpose. He travelled in Holland, Germany and Italy, and copied Rembrandt, Velazquez, Titian and Tintoretto. These youthful preferences give us the key to his later developments. In 1859 he painted his Le Buveur d’Absinthe, a canvas which showed all the ear-marks of the romantic studio, and which exemplified the propensities of the student for simplification. It was a superficial, if enthusiastic, piece of work, and the Salon of that year was fully justified in rejecting it. Two years later Manet had another opportunity to expose. In the meantime he had painted his La Nymphe Surprise which, though one of his best canvases, contained all the influence of a hurriedly digested Rembrandt and a Dutch Titian.

In 1861 these influences were still at work, but the Salon not only accepted his Le Guitarrero but, for some unaccountable reason, awarded it with an honourable mention. In this picture, Manet’s first Spanish adaptation, are also traces of other men. Goya and even Murillo are here — the greys of Velazquez and Courbet’s modern attitude toward realism. In this canvas one sees for the first time evidences of its creator’s technical dexterity, a characteristic which later he was to develop to so astonishing a degree. But this picture, while conspicuously able, is, like L’Enfant a l’Épée and also Les Parents de l’Artiste, the issue of immaturity. Such paintings are little more than the adroit studies of a highly talented pupil inspired by the one-figure arrangements of Velazquez, Mazo and Carreño. Where Manet improved on the average student was in his realistic methods. While he did not present the aspect of nature in full, after the manner of Daubigny and Troyon, he stated its generalisations by painting it as seen through half-closed eyes, its parts accentuated by the blending of details into clusters of light and shadow. This method of visualisation gives a more forceful impression as an image than can a mere accurate transcription. As slight an innovation as was this form of painting, it represented Manet’s one point of departure from tradition, although it was in truth but a modification of the traditional manner of copying nature. The public, however, saw in it something basically heretical, and derided it as a novelty. The habit of ridicule toward any deviation from artistic precedent had become thoroughly fixed, ever since Delacroix’s heterodoxy.

It was not until 1862 that Manet, as the independent and professional painter, was felt. Up to this time his talent and capabilities had outstripped his powers of ideation. But with the appearance of Lola de Valence the man’s solidarity was evident. This picture was exposed with thirteen other works at Martinet’s the year following. It was hung beside the accepted and familiar Fontaineleau painters, Corot, Rousseau and Diaz; and almost precipitated a riot because of its informalities. In these fourteen early Manets are discoverable the artist’s first tendencies towards simplification for other than academic reasons. Here the abbreviations and economies, unlike those in Le Buveur d’Absinthe, constitute a genuine inclination toward emphasising the spontaneity of vision. By presenting a picture, free from the stress of confusing items, the eye is not seduced into the by-ways of detail, but permitted to receive the image as an ensemble. This impulse toward simplification was prefigured in his Angelina now hanging in the Luxembourg Gallery. Here he modelled with broad, flat planes of sooty black and chalky white, between which there were no transitional tones. While in this Manet was imitating the externals of Daumier, he failed to approach that master’s form. Consequently he never achieved the plasticity of volume which Daumier, alone among the modern men, had possessed. However, despite Manet’s failure to attain pliability, these early paintings are, in every way, sincere efforts toward the creation of an individual style. It was only later, after his first intoxicating taste of notoriety, that the arriviste spirit took possession of him and led him to that questionable and unenviable terminus, popularity. One can imagine him, drunk with eulogy, reading some immodest declaration of Courbet’s in which was set forth that great man’s egoistic confidence, and saying to himself: “Tiens! Il faut que j’aille plus loin.”

The famous Salon des Refusés, called by some critics of the day the Salon des Réprouvés, gave Manet his chance to state in striking fashion his beliefs in relation to æsthetics. For whereas mere realism could no longer excite the animosity of the official Salon jury, as it had done twenty years before, immorality — or, as Manet chose to put it, franchise — could. Therefore Manet was barred from the company of the Barbizon school and the other favourites of the day. In the Salon des Refusés, which must be held to the credit of Napoleon III, those painters who had suffered at the hands of the academic judges were allowed a hearing. Whistler, Jongkind, Pissarro and Manet here made history. Manet sent Le Bain, which, through the insistence of the public, has come to be called Le Déjeuner sur l’Herbe. But despite the precedent of Giorgione’s Rural Concert (the Concert Champêtre in the Louvre), it was looked upon only as the latest manifestation of degeneracy in a man who gave every promise of becoming a moral pariah. The nude, contrasted as it was with attired figures, was too suggestive of sheer nakedness. Had the nude stood alone, as in Ingres’s La Source, or among other nudes, as in Ingres’s Le Bain Turc, the picture would have caused no comment. Its departures in method were not extravagant. The scene is laid out of doors, yet it bears all the evidences of the studio conception; and those lights and reflections which later were brought to such perfection in the pictures of the Impressionists and Renoir, are wholly absent. But in one corner is a beautifully painted still-life of fruits, a basket and woman’s attire, which alone should have made the picture acceptable. This branch of painting Manet was to develop to its highest textural possibilities.

From this time on Manet no longer used the conventional chiaroscuro of the academicians. Instead he let his lights sift and dispel themselves evenly over the whole of his groupings. This mode of procedure was undoubtedly an influence of the Barbizon painters who had done away with the brown sauce of the soi-disant classicists. In his rejection of details and his discovery of a means whereby effects could be obtained by broad planes, Manet was forced by necessity to take the step toward this simplification of light. Were colour to be used consistently in conjunction with his technique, it must be spread on in large flat surfaces. By diffusing his light the opportunity was made. He might have omitted the element of colour from his work and contented himself with black and white, as in the case of Courbet; but he was too sensitive to its possibilities. He had observed it in the Venetians and Franz Hals, as well as in nature; and in its breadth and brilliance he had recognised its utility in enhancing a picture’s decorative beauty. Even the colour of Velazquez was at times sumptuous. Manet, because his simplicity of manner permitted a liberal application of colour, was able to augment its ornamental power. It is true that today his large and irregular patches of tints appear grey, but, to his contemporaries, their very extension made them seem blatant and bold.

Courbet remained in great part the slave to the common vision of reality. In his efforts to attain results he sacrificed little. This, in itself, delimited his accomplishments. Nature to him appeared nearly perfect, and he painted with all the wonderment of a child opening its eyes on the world for the first time. On the other hand, Manet realised that nature’s forces become objective only through an intellectual process. This attitude marked a decided step in advance of Courbet. Manet painted single figures and simple images devoid of all anecdotal significance, out of his pure love of his medium and his sheer delight in tone and contour. In other words, he represented the modern spirit which repudiates objects conducive to reminiscence, and cares only for “qualities” in art. His intentions were those of Courbet pushed to greater freedom. Unlike his master he was a virtuoso of the brush. His very facility perhaps accounts for his satisfaction with flat decoration, for it concentrated his interest on the actual pâte and thereby precluded a deeper research into the psychology of æsthetic emotion. But in his insistence on the æsthetic rather than the illustrative side of painting he carried forward the ideals which were to epitomise modern methods.

In this lay the impetus he gave to painting. Even with Rubens the necessities of the day forced him, in his choice of themes, to adopt a circumscribed repertoire, the subjects of which he repeated constantly. In him we have mastery of composition with the substance as an after-thought. Delacroix conceived his canvases in the romantic mould, and adapted his compositions so as to bring out the salient characteristics of his chosen theme. This was illustration with the arrière pensée of organisation. Daumier struck the average between these two and conceived his subject in the form he was to use. Courbet minimised the importance of objects as such by raising them all to the same level of adaptability: but he invariably chose, as with an idée fixe, his subjects from the life about him. Manet cared nothing for any subject whether traditional or novel. That he generally chose modern themes was indicative of that new mental attitude which recognises the unimportance of subject-matter and urges the painter to abandon thematic research and utilise the things at hand. He made his art out of the materials nearest him, irrespective of their intrinsic topical value.

This was certainly an important step in the liberating of art from convention. It proclaimed the right of the artist to paint what he liked. Courbet would have painted goddesses if he had seen them. Manet would have painted them without having seen them, provided he had thought the result warranted the effort. Courbet, the father of naturalism, extended the scope of subject-matter, while Manet tore away the last tie which bound it to any tradition, whether Courbet’s or Titian’s. After him there was nothing new to paint. It is therefore small wonder that artists should now have become interested in the forces of nature rather than in nature’s mien. Manet, by his consummation of theme, foreshadowed the concern with abstractions which has now swept over the world of æsthetics. Zola, like him in other ways, never equalled him in this. L’Assommoir and Fécondité portrayed only the extremes of realism. Manet painted all things with equal pleasure. Here again is evident the continuation of that mental attitude which Courbet introduced into painting. The qualities in Manet which inclined toward abstraction have secured him the reputation for being a greater generaliser than Courbet whose brutal naturalism could not be dissociated in the public mind from concrete and strict materialism. For this contention there is substantiation of a superficial nature. But a mere tendency toward generalisation, with no other qualifications, does not indicate greatness. In fact, were this purely literal truth concerning Manet conclusive, it would tend to disqualify him in his claim to an importance greater than Courbet’s. Carrière is an example of a painter who is general and nothing more. Manet had other titles to consideration.

What Manet’s enduring contributions to painting were have never been surmised by the public. His recognition, coming as it did years after his most significant works had been accomplished and set aside, was due to a reversion of the public’s mind to its aboriginal admirations. Manet is popular today for the same reason that the lesser works of Hokusai and Hiroshige are popular, namely: they present an instantaneous image which is at once flat and motionless. As in the days of the mosaicists and early primitives, the appreciation of such works demands no intellectual operation. Their recognisable subjects only set in motion a simple process of memory. The Olympia, Manet’s most popular painting, illustrates the type of picture which appeals strongly to minds innocent of æsthetic depth. Its mere imagery is alluring. As pure decoration it ranks with Puvis de Chavannes. But in it are all the mistakes of the later Impressionists. Manet consciously attempted the limning of light, but brilliance alone resulted. He did not realise that, in order for one to be conscious of illumination, shadow is necessary. This latter element, with its complementary, produces in us the sensation of volume. True, there is in the Olympia violent contrast between the nude body, the bed and the flowers, on the one hand, and the background, the negress and the cat, on the other; but it is only the contrast of dissimilar atmospheres. The level appearance of the picture is not relieved.

The cardinal shortcoming in a painting of this kind is that it fails to create an impression of either the aspects or the forces of nature. Such pictures are only flat representations of nature’s minor characteristics. The most resilient imagination cannot endow them with form: the intelligence is balked at every essay to penetrate beyond their surface. In contemplating them one is irritated by the emptiness, or rather the solidity, of the néant which lies behind. Courbet called the Olympia “the queen of spades coming from her bath.” Titian, had he lived today, would have styled it a photograph. Goya (who is as much to blame for it as either Courbet or Titian) would have considered its shallowness an inexcusable vulgarity. In painting it undoubtedly Manet’s intention was to modernise Titian’s Venus Reclining now hanging in the Uffizi; just as later it was Gauguin’s intention, in his La Femme aux Mangos, to endow the Olympia with a South Sea Island setting. Such adaptations are indefensible provided they do not improve upon their originals. There is no improvement in Gauguin’s Venus; and Manet’s picture, while it advances on Titian in attitude, is a decided retrogression viewed from the standpoint of form.

In such pictures as the Olympia, Nana and La Jarretière we recognise Manet’s effort to obtain notoriety. He was not an aristocrat as was Courbet or Goya or Titian. It was not a need for freer expression that induced him to paint pictures which shocked by their unconventionality, but a desire to abasourdir les bourgeois. In choosing his subject-matter he always had a definite end in view in relation to the public; but his conceptions were spontaneous and were recorded without deliberation. He painted with but little thought as to his method. This fact is no doubt felt by the public and held in his favour by those who believe in the involuntary inspiration of the artist. But art cannot be judged by such childish criteria. Can one imagine Giotto, Michelangelo or, to come nearer our day, Cézanne painting without giving the closest and most self-conscious study to his procedure? Credence in the theopneusty of the painter, the poet and the musician, should have passed out with the advent of Delacroix; but the seeming mystery of art is so deeply rooted in public ignorance that many generations must pass before it can be eradicated.

The truth is that Manet himself had no precise idea of what he really wished to accomplish. Up to the last year of his life he groped tentatively toward a goal, the outlines of which were never quite distinct. We today, looking back upon his efforts, can judge his motivating influences with some degree of surety. In bringing about the paradox of staticising Courbet, Manet feminised him. He turned Courbet’s blacks and greys into pretty colours, and thereby turned his modelling into silhouette and flattened his volumes. Thus was Courbet not only made effeminate but popularised. Compare the superficially similar pictures, Le Hamac of Courbet and Manet’s Le Repos. In the former the movement in composition accords with the landscape and is carried out in the pose of the woman’s arms and in the disposition of the legs. The figure in the latter picture is little more than an ornament — a symmetrical articulation. Manet has here translated the rhythm of depth into linear balance. In this levelling process all those qualities which raise painting above simple mosaics are lost. A picture thus treated becomes a pattern, incapable of embodying any emotional significance. Manet’s paintings are remembered because they are so instantaneous a vision of their subjects. For this same reason Goya is remembered; but beneath the Spaniard’s broad oppositions of tone is a limpid depth in which the intelligence darts like a fish in an aquarium. In Manet the impassable barrier of externals shuts out that world which exists on the further side of a picture’s surface.

In Manet we have the summing up of the pictorial expression of all time. His love for decoration never left him long enough for him to experiment with the profounder phases of painting. In many of his canvases he was little more than an exalted poster-maker. His Rendez-vous de Chats was frankly a primitive arrangement of flat drawing, as flat as a print by Mitsuoki. Even details and texture were eliminated from it. It was a statement of his theories reduced to their bare elements. Yet, though exaggerated, the picture was representative of his aims. A pattern to him was form. Courbet’s ability to model an eye was the cause of Manet’s repudiating the painter of L’Enterrement à Ornans. The two men were antithetical; and in that antithesis we have Manet’s aspirations fully elucidated. Even later in life when he took the figure out of doors he was unable to shake off the influence of the silhouette. But the silhouette cannot exist en plain air. Light volatilises design. This knowledge accounts for Renoir’s early sunlight effects. Manet never advanced so far.

The limitations and achievements of Manet are summed up in his painting, Le Déjeuner sur l’Herbe. This picture is undoubtedly interesting in its black-and-white values and in its freedom from the conventions of traditional composition. At first view its theme may impress one as an attempt at piquancy, but on closer inspection the actual subject diminishes so much in importance that it might have been with equal effect a simple landscape or a still-life. There is no attempt at composition in the classic sense. Even surface rhythm is entirely missing: the tonal masses decidedly overweigh on the left. But the picture nevertheless embodies the distinguishing features of all Manet’s arrangements. It is built on the rigid pyramidal plan. From the lower left-hand corner a line, now light, now dark, reaches almost to the upper frame at a point directly above the smaller nude; and another line, which begins in the lower right-hand corner at the reclining man’s elbow, runs upward to his cap, and is then carried out in the shadow and light of the foliage so that it meets the line ascending from the other side. The base of these two converging lines is formed by another line which runs from the man’s elbow along his extended leg. This is the picture’s important triangle. But a secondary one is formed by a line which begins at the juncture of the tree and shadow in the lower right-hand corner, extends along the cane and the second man’s sleeve to his head, and then drops, by way of the large nude’s head and shoulder, to the basket of fruit at the bottom. This angularity of design is seen in the work of all primitive-minded peoples, and is notably conspicuous in the early Egyptians, the archaic Greeks and the Assyrians of the eighth century B.C. It is invariably the product of the static intelligence into which the comprehension of æsthetic movement has never entered. It is the result of a desire to plant objects solidly and immovably in the ground. Those artists who express themselves through it are men whose minds are incapable of grasping the rhythmic attributes of profound composition. Manet repeats this triangular design in the Olympia where the two adjoining pyramids of contour are so obvious that it is unnecessary to describe them. The figures in canvases such as La Chanteuse des Rues, La Femme au Perroquet, Eva Gonzalès and Émile Zola are constructed similarly; and in groups like En Bateau and Les Anges au Tombeau (the latter of which recalls, by its arrangement and lighting, the Thétis et Jupiter of Ingres) is expressed the mental immobility which characterised Conegliano, Rondinelli, Robusti and their seventeenth-century exemplars, de La Fosse, Le Moyne and Rigaud.

 

If, however, Manet failed in the larger tests, he excelled in his ability to beautify the surfaces of his models. His painting of texture is perhaps the most competent that has ever been achieved. In his flesh, fruits and stuffs, the sensation of hard, soft, rough or velvety exteriors reaches its highest degree of pictorial attainment. These many and varied textures are reunited in his Le Déjeuner — a canvas which must not be confused with Le Déjeuner sur l’Herbe. Here we have a plant, a vase, four different materials in the boy’s clothing, a straw hat, a brass jug with all its reflections, a table cloth, a wall, an old sword, glassware, fruit and liquid. It is an orgy of textures, and Manet must have gloried in it. One critic of the day wondered why oysters and a cut lemon lay on the breakfast table. But we wonder why a cat with fluffy fur is not there also. Castagnary suggested that Manet, feeling himself to be the master of still-life, brought every possible texture into a single canvas for purposes of contrast and because he delighted in the material quality of objects. But the reason goes deeper. Manet was a superlatively conscious technician, and that sacrée commodité de la brosse, so displeasing to Delacroix, was his greatest intoxication. Hals also was seduced by it. Later, when the new vision of light was communicated to Manet by the Impressionists, his obsession for the purely technical diminished in intensity. In that topical bid for popularity, the Combat du Kerseage et de l’Alabama, we detect his interest in a new economy of means which would facilitate his search for broader illumination. This method took a step forward in Le Port de Bordeaux, and later reached maturity in his canvases painted in 1882, of which Le Jardin de Bellevue is a good example. But despite his heroic efforts, these last pictures, painted a year before he died when paralysis had already claimed him and he was devoting his time almost entirely to still-life, were without fulgency, and never approached the richness of even so slight a colourist as Monet.

Repose is a word used overmuch by modern critics to designate the dominant quality of Manet’s painting. From an entirely pictorial point of view the word is applicable, but in the precise æsthetic sense it is a misnomer. The illusion of repose in Manet is accounted for by his even use of greys, as in Le Chemin de Fer, Le Port de Bordeaux, the Exécution de Maximilien and the Course de Taureaux. Even in Les Bulles de Savon, the Rendez-vous de Chats, Le Clair de Lune and Le Bar des Folies-Bergère — canvases in which is exhibited Manet’s greatest opposition of tones — the ensemble is expressive of monotony. Real repose, however, is something much more recondite than uniformity or tedium. It is created by a complete harmonious organisation, not by an avoidance of movement. Giotto’s Death of Saint Francis and El Greco’s Annunciation have a simultaneity of presentation as unique as in Manet; but, because their compositions are so rhythmically co-ordinated, they present an absolute finality of movement and thus engender an emotional as well as an ocular repose.

Manet’s actual innovations are small, smaller even than Courbet’s. However, many critics credit him with grotesque novelties. There are very few books dealing with modern painting which do not assert that he was the first to note that flesh in the light is dazzlingly bright and of a cream-and-rose colour. But in this particular there is no improvement in Manet on the pictures of Rubens. He may have unearthed this illustrative point; certain it is he did not originate it. Yet no matter how slight his departures, we enjoy his pictures for their inherent æsthetic qualities, and not for their approximation to nature. Manet made many mistakes, but this was natural when we remember that in the whirlpool of new ambitions one is prone to forget the lessons of the past. Only by profiting by them can one go on toward the ever advancing goal of achievement. We must not forget that this new spirit of endeavour is only an impulse towards something greater, a rebellion against arbitrarily imposed obstacles. If men like Manet lost track of the fundamentals of the great art which had preceded them, it was only that their vision was clouded by new experiments.

The actual achievements of Manet epitomise the secondary in art. His attempt to combine artistic worth with popularity restricted him. That he was misunderstood at first was his own fault in continually changing his style. But acceptance or rejection by popular opinion does not indicate the measure of a painter’s significance. And Manet is to be judged by his contributions to the new idea. His importance lay in that he took the second step of the three which were to exhaust the possibilities of realism. In art every genuine method is consummated before a new one can take its place. Michelangelo brought architecture to its highest point of development; Rubens, linear painting; the Impressionists, the study of light; Beethoven, the classic ideal in music; Swinburne, the rhymed lyric. In fact, only after the épuisement of a certain line of endeavour, is felt the necessity to seek for a new and more adequate means of expression. Manet helped bring to a close a certain phase of art, thus hastening the advent of other and greater men. His accomplishments now stand for all that is academic and student-like; and although his interest as an innovator passed out with the appearance of Pissarro and Monet, men go on imitating his externals and using his brushing. In the same sense that Velazquez is a great painter, so is Manet. His influence has served the purpose of helping turn aside the academicians from their emulation of Italian painting.
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Passy Cemetery, Paris — Manet’s final resting place
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Manet’s grave
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