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The Tour Begins

MOMET'S WATER LILIES ']
» Maner's Water Liltes float serenely in two pond-sbaped rogms, straight 1
abead past the ticket takers. Examine thent up elose to see Monet’s tech-
nigite; stand back to take in the whele picture,

Salle |

Like Beethoven going deaf, o nearly blind Claude Moner (1840-
1926) wrote his final symphonies on o monumental scale. Even
as he strugeled with
cataracts, he planned
a series of huge six-
foot-tall  canvases of
water lilies to hang in
special rooms at the
Orangerie,

These eight mam-
moth, curved panels
immerse you in Mon-
et'’s garden. We're looking at the pond in his garden at Giverny—
dotted with water lilies, surrounded by foliage, and dappled by the
reflections of the sky, clouds, and rrees on the surface, The water lilies




(nympéhéas in French) range from plain green lily pads to Aowers of
red, white, yellow, lavender, and various combos.

"The effect is intentionally disorienting; the different canvases
feature different parts of the pond from different angles, ar dif-
ferent times of day, with no obvious chronological order, Monet
mingles the pond's many elements and lets us sort it our,

* Start with the long wall an your right fas yoir enger) aud work ronn-
ferclockuvise.

It’s Morning on the pond at Giverny, The blue pond is the cen-
rer of the composition, framed by the green, tuliage-covered banks
at either end. Lilies Aoac in the foreground, and the pond stretches
into the distance.

The sheer scale of the Orangerie project was daunting for an
artist in his twilight years. This vast painting is made from four
separate canvases stitched
logether and spans 6 feer
o inches hy 35 feet. Al-
rogether, Moner painted
1,950 square feet of canvas
ter complete the Waser Lii-
fes series. Working ar his
home in Giverny, Monicr
built a special studio with
skylights and wheeled ea-
sels to accommodate the canvases.

The panel at the far end, called Green Reflections, looks deep
into the dark water. Green willow branches are reflected on the
water in a vertical pattern; lily pads stretch horizontally.

Along the other long wall (Clonds), green lilies foar among
lavender clouds refected in Blue warer. Staring into Monet's pond,
we sce the intermingling of the four elassical elements—earth (fo-
liage}, air (the sky), fire (sunlight}, and warer—the primordial soup

The true subject of these works is the play of reflected light
off the surface of the pond, Monet would work on several can-
vises at onee, cach dedicared to a different time of day. He'd move
with the sun from one canvas to the next. Pan slowly around this
hall. Watch the pond turn from predawn darkness (far end) to clear
morning light (Morsing) 1o lavender lute afternoon (Clonds) to glo-
rious sunset—in the west, where the sun actually does set.

In Sunset (near end), the surface of the pond is stained a bright
vellow. Ger close and see how Monet worked. Starting from the
gray of the blank canvas (lower right), he'd lay down big, thick
brushstrokes of o single color, weaving them in a (mostly) hori-
#ontal and vertical pattern o create a dense mesh of foliage. Over
this, he'd add more color for the dramatic highlights, until (in the




center of the yellow) he pot a dense
paste of piled-up paint. Up close, its o
miess—but bacl up, and the colors begin
to resolve into o luminous scene, There
are no clearly identifiable objects in this
cunvas—no lilics, no rrees, no clouds,
no actual sun—just pure reflected color.
» Cantinue inte Salfe I, starting with the
lang wwall an Jaur Tl it ared working cown-
terclockuise.

Salle 1l

In this reom, Monet frames the pond with pillar-like tree trunks
and overhanging folinge. The compositions are a bit more sym-
ST T ISR LA T T T metrical and  the color
i) : AR _ schemes more  muted,
with blue and lavender
and green-hrown. Monet's
paintings almost  always
deal with the foundation
of life and unspoiled na-
ture, This room begs you
to stroll its banks, slowly
ambling with the artist in

a complete loop—perhaps

Bk

while listening to Debussy,

In Willews on a Clear Marning (on the long wall to the right),
we seem to be standing on the bank of the pond, looking out
through overhanging trees at the water. The swirling branches and
horizontal ripples on the pond suggest a gentle breeze.

The Tiwa Willowws (far end) frame a wide expanse of water dot-
ted with lilies and the reflection of gray-pink elouds.

Stand close in front of Merning Willews (Jong left wall). No-
tice how a “brown” tree is a tangled Impressionist beard of purple,

| green, blue, and red. Each leaf is a long brushstroke, each lily pad

! a dozen smudges,

. At the near end, Reflections af Trees is a dark mess of blue-pur-

* ple paint brightened only by the lone rose lilies in the center, Each
lily is made of many Impnssmmst brushstrokes—each brushstroke
is itself a mix of red, white, and pink paints. Put a mental frame
around a single lily, and it looks like an abstract canvas, Monet
demonstraces both his mastery of color and his ability to render it
with paint, applied generously and defily. He wanted the vibrant
colors to keep Aring your synapses.

With this last canvas, durkness descends on the pond. The



room’s large, moondy canvases, painted by an 80-year-old man in
the rwilight of his life, invite meditation.

For 12 vears (1914-1926), Monet worked on these paintings
obsessively. A successtul eye operation in 1923 gave him new en-
ergy. Monet completed all the planned canvases, but he didn't live
to see them installed here, In 1927, the year after his death, these
rooms were completed and the canvases put in plice. Some call
this the first "art installation™—art displayed in a space specially
designed for it in erder to enhance the viewer's expericnce.

Monet's final work was more “modern” than Impressionist.
Each canvas is fully saturated with color, the distant objects as
bright as the close ones. Monet's mosaic of brushstrokes forms a
colorful design that's beautiful cven if you just look “at" the canvas,
like wallpaper. He wanted his paintings to be realistic and three-
dimensional, but with a pleasant, two-dimensional pattern, As
the subjects become fuzeier, the colors and patterns predominate.
Monet builds a bridge between Impressionism and modern, ab-
SOract art.

To see more of Monet’s work, visit the Marmottan Museum
(0 see the Marmottan Museum Tour chapter), and to experience
the place that inspired these water lilies, take a day trip to Giverny
(see page 610).
= Descend the stairs to the fower foar. At the bottom of the stairs is a room
that replicater the turi-gf-the-last-century apartment of art cofllecior
Paul Guillaume, This is a good place to read the ddebar abaue him and
prepare to tour the.,

WALTER-GUILLAUME COLLECTION ;
These  paintings—Impressionist, Fauvist, and Cubist—were
amassed by the art dealer Paul Guillaume and inherited by his
wife, Domenica Guillaume Walter, (You might see portraits of
them as you enter their collection.) This power couple’s collection
is # snapshot of what was hot in the world of art, cirea 1920, The
once-revolutionary Impressionists had become completely old-
school, though their paintings—now classics—commanded a for-
tune. The bohemian Fauvists and Cubists, who invented modern
art atop Butte Montmartre (e, 1900-1915), had suddenly become
the darlings of the art world. But they refused to be categorized,
and their work in the 1920s branched out in dozens of new direc-
tions. Browse the rooms and watch the various “isms” unfold.

* Noww, fet's tour their collection of paintings. Though the displays change
aften, you'll generally find these artists featured. Start with the long
haltway featuring several Renoir canvases,
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Plerre-Auguste Renoir (1841-19719)
Renoir loved to paint & Emmes—women and pirs—nuade and
innocent, taking a bath or practicing the piano, all with rosy-red
cheeks and a relaxed grace. We ger a feel
for the happy family life of middle-class
Parisians (inchuding Renoir's own fam-
ily) during the belle époque—the beauti-
ful age of the late 19th century. Renoir's
warm, sunny colors (mostly red) are Tm-
pressionist, but he adds a classical touch
with his clearer lines and, in the later
nudes, the voluptuousness of classical
statues and paintings. He seems to enjoy
capturing the bourgeoisie, soft and el-
egant, enjoving their leisure pursuits.

Paul Cézanne (1839-1306)
These small canvases of simple subjects pushed modern artists m
reinvent the rules of painting,

The fruit of Cézanne's still lifes has an underlying grometry
“built” from patches of color. In the shapes of nature, Cézanne
saw  spheres,  cylinders,
and cones, Ile was fond
of saying, "First vou must
learn to paint these simple
shapes. Then you will be
able o do whatever you
want,”

There's no traditional
shading to create the illu-
sion of three dimensions,
but this fruic bulges out




like a cameo from the canvas, The fruit is clearly at eye level, yet
it's also clearly placed on a table seen from above. Cézanne broke
the rules, showing multiple perspectives at once. Picasso was fasci-
nated with Cézanne’s strange new world—which seems to give us |
u peek into the secret lives of fruits. :
In his landscapes, Cézanne the Impressionist creates “brown”
rocks out of red, orange, and purple, and “green” trees out of green,
lime, 'and purple. Cézanne the proto-Cubist builds the rocks and
trees with Blocks of thick brushstrokes,
* Turn the corner into a roam featuring Picasso and Matisse—the 2086
CHtETY'S #100 great marters, thefr work displaved side by side,

Pablo Picasso (1881-1873)

Picasso is o shopping mall of 20th-cen-
tury artistic styles, In this room alone,
he passes through his various periods:
Blue {sad and tragic), Rose (red-toned
nudes with timeless, masklike faces),
Cubist {flat planes of interwoven per-
spectives), and Classical (massive, sculp-
turitl nudes—warm blow-up dolls with
substance), 11 all roads lead to Paris, all
art stvles Aowed through Picasso,

Henri Matisse (1869-1954)

Afrer World War I, Matisse moved
to the south of France. He aban-
doned his Rerce Fauvist style and
painted languid women in angular rooms with arabesque wall-
paper. These paler tones evoke
the sunny luxury of the Riv-
iera. Traditional perspective
is thrown out the occasional
hotel window as the women
and furnishings in the “fore-
ground” blend with the wall-
paper “hackground " to become
part of the decor.

« The sexd avtists may be featured
i different arder, bt i this
stmatl muesernn, they're ol bavd to
Jind.




Marie Laurencin (1BB3-1956)
s the gidlfriend of the post and art eritic Guillaume Apollinaire,
- Laurencin was right at the
heart of the Montmartre
circle when modern art
was born. Her work—feca-
turing women and cud-
dly animals intertwined
in pink, blue, and pray
tones—spreads  a pastel
sheen over this tumulou-

s time,

André Derain (1880-1954)
Along with his friend Matisse, Derain helped invent Fauvism.

Then, in Montmartre, along
with his friend Picusso, he
helped forge Cubism. In the
19205, this former wild beast
{funwe) tamed his colors, He
and Picasso rode the rising
wave of Classicism that sur-
faced after the chaos of the
wir years. With sharp oue
lines and studied realism,
Derain's seill  lifes portray
nudes, harlequins, portraits,
and landscapes—all in odd,
angular poses,

Amedeo Modigliani (1884-1920)

Ln his short, poverty-stricken, drug-addled life, Modigliani pro-
duced timeless-looking portraits of modern people. Born in Italy,
Madigliani moved to Paris, where he hung around the fringes of
the avant-garde crowd in the Montmartre. He gained a reputation
for his alcoholic excesses and outrageous behavior.

Turning his back on the prevailing Fauvist/Cubist ambience
of the times, Modigliani developed « unigue style, influenced by
primitive tribal masks. His canvases feature stylized heads, almond
eyes, long necks, and puckered mouths, Nowve Pifosa (1915) porteiys
Paul Guillaume as a cool dandy, suavely cradling a cigarette. Modi:
gliani died young, just as his work was gaining recognition.



Henri Rousseau (1844-1910)

Roussean, a simple povernment warker, never rraveled ourside
France. But in his artwork he created an cxotic, dreamlike, com-
pletely  unique  world.
Here, a Parisian wedding
is sct amid tropical trees.
Figures are placed in a
3-13 world, bur the lines
of perspective recede so
steeply into the distance
that everyone is in danger
of sliding down the can-
vas, Without any [eet, the
subjects seem barely teth-
ered to the earth. The way Rousseau put familiar images in bizarre
settings influenced the Surrealists. Enjoy France's biggest collec-
tion of Rousseaus.

Maurice Utrillo (1B83-1955)

The hard-drinking, streetwise,
bohemian artist is known for
his postcard views of Mone
martre—whitewashed buildings
under perennially cloudy skies.
For more on Utrillo, sce page
385,

Chaim Soutine (1893-1943) y |
When his friend Modigliani died {and "\"ludjglmnl s widow com-
mitted suicide), Soutine went into a tailspin of depression that drove
him to paine. The sulbjects
are ordinary=—landscapes,
portraits, and a fine selec-
tion of your lavorite cuts
of meat—hut the sryle is
deformed and Expréssion-
istic. It shows a warped
world in a funhouse mir-
ror, smeared onto  the
canvas with thick, lurid
colors, The never-cheerful
Soutine was known to destroy work that did not satislfy him. Stand
and ponder why these made the cut.

Dl T say that the Orangerie's cotlection was as beautiful as an
Impressionist painting? Well, Soutine’s misery is so complete, it's.
almost a thing of beauty,




