ORSAY
MUSEUM TOUR

Musée o Orsay

The Tour Begins

= Pick up a free map at the booth inside
the entrance and belly up o the stone
halustrady overlooking the main faor,
Trains used to run right under our
feet down the center of the gal-
lery. This former train station, the
Gare d'Orsay, barely escaped the
wrecking ball in the 1970s, when
the French realized it'd be a prom
place to house the enormous collec-
tions of 19th-century art scartered
throughout the city. The ground
floor (level 0] houses early-19th-
century art, mn'm[].' COnservitive art
of the Academy and Salon, plus Realism. On the top floor (not
visible from here) is the core of the collection—the Impressionist
rooms. It you're pressed for time, go directly there (look for *Es-




citlator Up to Tmpressionism” at the top of the *Orsay Muoseum—
Ground Floor” map).

We'll start with conservatives and eatly rebels on the ground
floor, then head upstairs o see how a few visionary young artists
bucked the system and revolutionized the are world, paving the way
for the 20¢h century. Clear as Seine water? Bien,

Femember thar the museum rotares is large collection often,
so find the latest arrangement on vour current Orsay map, and be
ready to go with the fow.
= Wall dewwn the stepa to the main foor, a pallery filled with statues.

CONSERVATIVE ART

Main Gallery Statues

Mo, this isn't ancient Greece, These statues are from the same era
s the Theory of Relatvity, Ie's the conservative art of the French
schools, and it was very popular throughout the 19th century. [t
was well liked for its beauty and refined emotion. The balanced
poses, pertbcr Anatemy, sweet taces, curving lines, and gleaming
white stone—all of this s very appealing. (I'll bad-mouth it later,
but for now appreciate the exquisite craftsmanship of this “perfect”
iLrt.)

= Take your fivst vight inte the small Rowm 3, marked Ingres, Delacroix,
Chassériau. Loed for @ nude woman with a pitcher of water,

Ingres, The Source (La Source), 1856

Let’s start where the Louvre left off Jesn-Auvguste-Dominique
Ingres (ang-pruh), who helped cap the Lowvee collection, champi-
oned o Neoclussical style. The Soaree is virtually
a Greck statue on canvas. Like Penos de Mida,
'she’s a balance of opposite motions—her hips
tilt one way, her breasts the other; one arm goes
up, the other down; the water falling from the
pitcher matches the fluid curve of her body.
Her skin is porcelain-smooth, painted with
seamless brushstrokes,

Ingres worked on this painting over the
course of 35 years and considered it his "image
of perfection.” Famous in its day, The Soore
influenced many artists whose classical statues
and paintings are in this museam.

In the Orsay’s first few rooms, you're sur-
rounded by visions of icealized heauty—nuce
women in languid poses, Greek mythologi-
cal figures, and anatomically perfect starues,
This was the art adored by French academics and the middle-class
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{haurgeois) public. The 19th-century art world was dominated by
two conservative institutions: the Academy {the state-funded art
school) and the Salon, where works were exhibited to the buying
public. The art they produced was technically perfect, refined, up-
litting, and heroic. Some might even say...boring,

* Continue to Room 3 to find a pastel blue-green painting of w fwesning
Fesus,



Cabanel, The Birth of Venus
(La Naissance de Vénus), 1863
This painting and others nearby were popular items at the art mar-
ker called the Salon. The public loved Alexandre Cabanel’s Feeus,
Emperor Napoleon 1T purchased it

Cabanel lays Ingres’ The Source on her back. This poddess is a
perfect fantasy, an orgasm of beaury. The Love Goddess streeches
back seductively, recently birthed
from the ephemeral foam of
the waves. This s art of 1 pre-
Frendian socicty, when sex was
dirty and mysterious and had to
be cxalted into a more pure and
divine form, The sex drive was
channeled into an acute sense
of beauty. French folk would
literally swoon in ecstasy before
these works of art. Like it? Go ahead, swoon. 1t fieels good, enjoy
it. (If you feel guilty, get over it) Now, take 2 mental cold shower,
and get ready for a Realist's view,
= Crosr the main gallery of statucs, backirack toward the entranece, and
entter Raom 4 (divectly across from Tagres), marked Daumier,

REALISM, EARLY REBELS, AND

THE BELLE EPOQUE

Daumier, Celebrities of the Happy Medium

(Cédlébrités du Juste Milfeu), 1832-1835

This is a liberal’s look at the stuffy bourgeois establishment that
controlled the Academy and the Salon. In these 36 bustlets, Hon-
oré Daumier, trained as a pelitical cartoonist, exaggerates each
subject’s most distinct characteristic to capture with vicious preci-
sion the pomposity and self-righteousness of these self-appointed
arbiters of taste (most were members of the French parliament),
Daumier gave insulting nicknames for the person being carica-
tured, like “gross, fat, and satisfied” or Monsieur "Platchead.” Give
a few nicknames yourself. Can you find Reagan, Clinton, Kerry,
Sarkozy, Al Sharpton, Gingrich, Trump, and Paul Ryan with side-
burns? How about Margaret Thatcher_or is thar a dude?

These people hated the art you're about to see. Their prudish
faces tightened as their fantasy world was shattered by the Realists.
« Nearby, find Millet's Gleaners. (Reminder: Paintings often move
argund, s you may need o nie your Oriay map .rri-ﬁ.'a:.l' .i‘&ﬁ‘fliﬁ: wwarks,)

Millet, The Gleaners (Les Glaneuses), 1867
Jean-Frangois Millet (mee-yay) shows us three gleaners, the poor
women who pick up the meager leftovers after a field has al-



ready been harvested for the
wealthy, Millet grew up on a
humble ferm, He didn't actend
the Academy and despised the
uppity Paris art scene: Instead
of idealized gods, goddesses,
nymphs, and winged babics,
he painted simple rural scencs,
He was strongly affecred by
the socialist revolution of 1848, with its affirmation of the working
class, Here he captures the innate dignity of these stocky, toned
women who bend their backs quietly in a large field for their small
reward,

This is “Realism” in two senses. It's painted “realistically,”
not prettified. And it's the “real” world—not the fanmasy world of
Greek myth, but the harsh life of the working poor,
= Fora Realists take on the traditional Verus, find Manets Olympia
in Roam 14, (Note thar Olympia is affen wpatairs to bick off the Tmgreei-
dlanists section. Any guavd can el vou where it ds—just show the phose. )

Manet, Olympia, 1863

“This brunette is thoroughly ugly. Her face is stupid, her skin ca-
daverous. All this clash of colors is stupefying” So wrote a critic
when  Edouvard Manet's node
hung in the Salon. 'The public
hated it, artacking Manet (man-
ay) in print and literally artack-
ing the canvas.

Compare this uncompro-
mising nude with Cabanel’s ide-
alized, pastel, Vaseline-on-the- ' 5
lens beauty in The Birth of Penws, Cabanel's depiction was basically
soft-core pornography, the kind you see today selling lingerie and |
perfume.

Manet's nude doesn't f_,lms over anything. The pose is classic,
used by Titian, Goya, and countless others. But the traditional pose
is challenged by the model’ 5 jarring frankness. The sharp outlines
and harsh, contrasting colors are new and shocking, The woman is
Manet's favorite model, a sometime painter and free spivic who also
appears in his Défesner (described later). Her hand is a clamp, and
her stare is shockingly defiant, with not a hint of the seductive, hey-
sailor look of most nudes, This prostitute, ignoring the fowers sent
by her last customer, looks out as if to say, “Next” Maner replaced
soft-core porn with hard-core ar,

s Adade youraay fo !.{lcﬁ:r fg._jl’.'f corier :_;ll,f")’rflz.lm" 0, to a roem deminated z!l_p
Btagre dlavk canvases, including..,
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Courbet, The Painter’s Studfo (L'Atelier du Peintre), 1855
The Salon of 1855 rejected this dark-colored, sprawling, monu-
mental painting that perplexed casual viewers, (It may be under-
gning restoration in situ when
you visit.) In an age when “Re-
alist painter” was equated with
“bomb-throwing  Socialist,” it
took eourage to buck the sys-
tem. Dismissed by the so-called
experts, Gustave Courbet (co-
or-bay) held his own onc-man
exhibit. He built a shed in the
middle of Paris, defiantly hung
his art out, and hasically mooned the shocked public.

Courbet’s painting takes us backstage, showing us the grit-
ty reality behind the ereation of pretty pictures. We sec Courbet
himself in his studio, working diligently on a Realistic landscape,
oblivious to the confusion around him. Milling around are ordi-
nary citizens, not Greek heroes. The woman who looks on is not
nude Venus but a naked artist’s model, And the lictle boy with an
adoring ook on his face? Perhaps it's Courbet’s inner child, admir-
ing the artist who sticks to his guns, whether it's popular or not.

« At the far end of the gallery, you'll walk en a glass floor ever a model
of Paris,

Opéra Exhibit

Expand to 100 times your size and hover over this seale-model sec-
tion of the city, In the center sits the 19th-century Opéra Garnier,
with its green-domed roof.

Nearby, you'll also see a cross-section model of the Opéra.
You'd enter from the right end, buy your ticket in the foyer, then
move iato the entrance hall with
its grand staircase, where you
could see and be scen by font
Paris. At curtain time, you'd
find your seat in the red-and-
gold auditorium, topped by a
glorious painted ceiling. Notice
that the stage, with elaborate
riggrings to raise and lower scen-
ery, is as big as the seating area,
Mearby are models of set designs
from some famous productions.
These days, Parisians enjoy their Verdi and Gounod at the modern
opera house at Place de la Bastille.

The Opéra Garnier—opened in 1875—was the symbol of the




belle époque, or “beautiful age.” Paris was a global center of pros-
perity, new technology, opera, baller, painting, and jole de vivre.
But behind Paris” gilded and gas-lit exterior, 2 counterculture sim-
mered. Revolutionaries battled to allow labor unions and give ev-
eryvone the right to vote. Realist painters captured scenes of a grit-
tier Paris, and Impressionists chafed against middle-class tastes,
rejecting the careers mapped out for them to follow their artistic
dreams.

= Far a raste of Pavisian life during this Golden Age, find the Thulouse-
Lautree paintings wear the Opdra Exhibit in Room 100 They righily
belong with the Past-Tmpressionist works on feved 2, but sivee you're al-
readly bere, enfoy these paintings fncarnating the artists love of nightlife
and showw busfress...

Henri de Toulouse-Lautrec {(1864-1901)

Henri de Toulouse-Lautree was the black sheep of a noble fam-
ilv. Ar age 14 he ]11‘nl¢3: baoth legs, which left him with a normal-
size torso hut dwarf-size limbs, Shunned by his family, a freak
to socicty, he felt more at home in the underworld of other out-
casts—prostitutes, drunks, thieves, dancers, and actors. He settled
in Montmartre, where he painted the life he lived, sketching the
lowlife in the bars, cafés, dance halls, and brothels he frequented.
He drank absinthe and hung out with Yan Gogh, He carried a
hollow cane filled with booze. When the Moulin Rouge nightelub
opencd, Henri was hired to do its posters, (See his poster of the
singer Aristide Bruant on page 383.) Every night, the artist put on
his bowler hat and visited the Moulin Rouge wm draw the crowds,
the can-can dancers, and the backstage action, Toulouse-Lautree
died at age 36 of syphilis and alcoholism. g

Toulouse-Lautrec’s painting style captures Realist scenes !
with strong, curvaceous outlines, He worked swmes
quickly, creating sketches in paint that serve
as snapshots of a golden era.

In _fane dvril Dancing | Jaywe dvril Dan-
sant, 1891), he depicts the slim, graceful, el-
eant, and melancholy dancer, who stood out
above the rabble, Her legs keep dancing while
her mind is far away. Toulouse-Lautree, the
“artistocrat,” might have identified with her
noble face—sad and weary of the nightlife,
but immersed in it
« Next up—ithe Orsay’s Tnpresdonist colfeciion.
Consider reading abead on Impreciionism while
yai're stifl on the pround flagn ar the Tupression-
isi voomts can be very crotwded. Then take the esealator up to the fop ffoor.
Pase to take in a commeanding view of the Oroay, pass throuph the hook-




wtore, g:"::uff af the backoard clock, and
exter the fml,nr.'.r.l:iﬁufr! rOGHIE.

The Tmpressionist colicetion s
seaftered randemdy through Koo 29-
6. You'll see Monet banging next ta
Rengin, Manet sprinkled amony Pis-
sarre, and a fea Deyas bere and a few
Depas there. Shadsws dance and the
displays mingle, Where they're hung
is a for fike theiv brusbwerk,. defiphe-
Sully stappy. I veu den't see a deserited
Jpainting, fusé meve o

IMPRESSIONISM

Light! Color! Vibrations! You don't hang an Tmpressionist can-
vas—you tether it. Impressionism features bright coloes, easygoing
open-air scenes, spontaneity, broad brushstrokes, and the play of
light.

The lmpressionists made their canvases shimmer by using a
simple but revolutionary technigue, Let's say you mix red, yellow,
and green together—you'll get brown, right? But Impressionists
didn't bother to mix them, They'd slap a thick brushstroke of yel-
[ down, then a stroke of green next to it, then red next to that,
Up close, all you see are the three messy strokes, but as you back
up.. il Brown! The colors blend in the eye, at a distance, But
while your eye is saying "bland old brown,” your subconscious is
shouting, “Red! Yellow! Green! Yes!”

There are no lines in nature, yet someonc in the classical tra-
dition {Ingres, for example) would draw an outline of his subject,
then fill it in with color. Instead the Impressionists built o figure
with dabs of paint...a snowman of color.

Although this top Aoor displays the Impressionists, you'll
find 2 wide variety of styles. What united these artists was their
commitment to everyday subjects (cafiés, street scenes, landseapes,
workers), their disdain for the uptight Salon, their love of color, and
a sense of artistic rebellion. These painters had a love-hate relation-
ship with the “Impressionist” label. Later in their careers, they all
went their own ways and developed their own individual styles,

The Impressionists all seemed to know cach other, You miay
sce a group portrait by Henri Fantin-Latour depicting the circle
of Parisian artists and intellectuals, Manet first met Degas while
copying the same painting at the Louvee, Monet and Renoir set
up their canvases in the country and painted side by side. Renoir
painted with Cézanne and employed the mother of Urrillo as a
madel. Toulouse-Lautree lived two blocks from Van Gogh. Van
Gaogh painted in Avles with Gauguin Gan episode that ended disas-
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bringing and some formal art | t I l -
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ESCALATOR
been a successful painter, but e =
instead he surrounded himself
with a group of young artists experimenting with new techniques,
[is reputation and strong personality made him their master, but
he also learned equally from them.

Manet's thumbnail bio is typical of almost all the Tmpres-
sionists: Thu}' 1'Ejr.'1‘.tf.-d a “normal” career (lawyer, banker, grocer)
to become artists, got classical art training, exhibited in the Salon,
became fascinated by Realist subjeets, but grew tived of the Salon's
dogmatism, They joined the Impressionist exhibition of 1874, ex-
perimented with bright colors and open-air scenes, and moved on
to forge their unigue styles in later years.

Manet's starting point was Realism. Rather than painting
Madonnas, Greek gudﬁ, and academic warhorses, he hunH out in

cLack,
cranked out pretty nudes and g FEDM T J




Painting “in the Open Air”

The camera threatened to make artists obsolete, Now a ma-
chine could capture a batter likeness faster than vou could say
"Etch-a-Shatch.”

But true art is more than just painting reality. It gives us
reality from the artist’s point of view, with the artist’s perscnal
impressions of the scene. Imprassions are often fleeting, so
working guickly is essential.

The Imprassicnist painters rejected camera-like detail for
a quick style more suited to capturing the passing moment.
Fealing stifled by the rigid rules and stuffy atmosphere of
the Academy, the Impressionists took as their motto, “Out of
the studio, into the open air” They grabbed their berets and
scarves and went on excursions to the country, where they set
up their easels (and newly invented tubes of premixed paint)
on riverbanks and hillsides, or they sketched In calés and
dance halls. Gods, goddesses, nymphs, and fantasy scenes
were out; common pecple and rural landscapes were in.

The quick style-and everyday subjects were ridiculed and
called childish by the "experts.” Rejected by the Salen, the Im-
pressionists staged their own exhibition in 1874, They brashly
took their name from an insult thrown at them by a critic who
laughed at cne of Monet's "imprassions” of a2 sunrise. During
the next decade, they exhibited their own work independent-
|y, The public, opposed at first, was slowly won over by the
simplicity, the color, and the vibrancy of Imprassionist arl.

caféés, sketchbook in hand, capturing the bustle of modern Paris,
His painting style was a bit messy with its use of rough brush-
strokes—a technique that drew the attention of budding painters
like Monet and Renoir. Manet was never a full-on Tmpressionist,
He tried but disliked open-air painting, preferring to shetch on
the spot, then do his serious painting in the studic. And his colors
remained dark, with plenty of brown and figures outlined in black.
But when Manet's paintings were criticized by the art establish-
ment, the Impressionists rallied to his defense, and Manet became
the best-known champion of the new movement,

Manet's Luncheon on the
Grass (Le Défeuner sur 'Herbe,
1863} shocked Paris. The smid
citizens [ooked at this and won-
dered: What are these scantily
clad women doing with these
men? Or rather, what will they
be doing after the last baguette
is eaten? It isn't the nudity, but
the presence of the men in ordi-




mitry clothes that suddenly makes the nudes look naked, The public
judged the painting on moral rather than artistic terms, Here, too,
the pose is classical (as seen in works by Titian), bur it's presenteqd
ag though it were happening in a Parisian park in 1863,

You can see that a new revelutionary movement was starting
to bud—Impressionism. Notice the background: the messy brush-
work of trees and leaves, the play of light on the pond, and the
light that filters through the trees onto the woman whe stoops in
the haze. Also note the strong contrast of colors (white skin, black
clothes, grecn grass),

Let the Impressionist revolution begin!

Edgar Degas (1834-1917)

Degas (day-gah) was a rich kid from a family of bankers, and he
got the best classical-style art training. Adoring Ingres’ pure lines
and cool colors, Degas painted in the Academic style, His work was
exhibited in the Salon, he gained success and a good reputition,
and then.. he met the Impressionists,

Dregas blends classical lines and Realist subjects with Tmpres-
sionist color, spontaneity, and everyday scenes from urban Paris,
He loved the unposed “snapshot” effect, catching his models off
guard, Dance students, women at work, and café scenes are ap-
proached from odd angles that aren’t always ideal but make the
scencs seem more real. He gives us the backstage view of life.

Degas participared in the Impressionist exhibitions, but he
disdained open-air painting, preferring to perfect his meticulous
paintings in the studio. He painted few Impressionist landscapes,
tocusing instead on people. And he created his figures not as a mo-
saic of colorful brushstrokes, but with a classic technique—outline
filled in with color. His influence en Toulouse-Lavtree is clear.

Degas loved dance and the
theater. The play of stage lights
off his dancers, especially the
hilos of ballet skirts, is made-
to order for an Impressionist, A
dance rehearsal let Degas cap-
ture a behind-the-scenes look
at bored, tired, restless dancers
(The Dance Class, La Classe e
Dhanse, ¢. 1873-1875). Besides his oil paintings of dancers, you may
also see his small statues of them—he first modeled the figures in
wax, then cast them in bronze.

Degas hung out with low-life Imipressionists, discussing art,
love, and life in the cheap cafés and bars in Montmartre, In the
painting fu a Café (Dans un Café, 1875-1876), a weary lady of the
evening meets morning with a last, lonely, nail-in-the-coffin drink




1 the glaring light of a four-in-the-morning
afé. 'The pale green drink at the center of the
omposition is the toxic substance absinthe,
vhich fueled many artists and burned out
nany more.

Scattered afl araund you are works by e Tspres-
ionist masters af dheir pm.ﬁ. Monet and Renoir,
(os've foaking at the guintessernce of Dpressioriism.
The toa were good friends, often working side by
ide, and their canvases sometines g side by ride
't thess rooms.

Claude Monet (1840-1926)
Vionet {mo-nay) is the father of Impressionism. He fully explored
e possibilities of open-air painting and tried to faithfully repro-
fuce nature’s colors with bright blobs of paint, Throughout his long
-areer, more than any of his colleagues, Monet stuck to the Impres-
sonist credo of creating objective studies in color and light.

In the 1860s, Monet (along with Renoir) began painting land-
scapes in the open air. Although Monet did the occasional urban
scene, he was most at home in the countryside, painting farms,
rivers, trees, and passing clouds. He studied optics and pigments
to know just the right colors he needed to reproduce the shim-
mering quality of reflected Tight. The key was to work quickly—at
that “golden hour” (to use a modern photographer’s term), when
the light was just right. Then he'd create a Aeeting “impression”
of the scene. In fact, that was the title of onc of Monet's canvases
{now hanging in the Marmottan Museum); it gave the movement
its name,

Monet is known for his series of paintings on the same sub-
ject. For example, you may see several canvases of the cathedral
in Rouen. In 1893, Monect TR TIRmRr S
went to Rouen, rented a e P
room across from the ca-
thedral, set up his easel...
and waited. He wanted to
catch “a series of differing
impressions” of the cathe-
dral facade at various times
of day and year. He often
had several canvases going
at once. Lo all, he did 30
painrings of the cathedral,
and each is unique. The time-lapse series shows the sun passing
slowly across the sky, creating different-colored Tight and shadows.

AR



The labels next to the art deseribe the conditions: in gray weather,
in the morning, morning sun, full sunlight, and so on,

As Meonet zeroed in on the play of colors and light, the physi-
cal subject—the cathedral—dissolved. It’s only a rack upon which
to hang the light and color. Later artists would boldly throw away
the rack, leaving purely abstract modern art in its place.

One of Monet's favorite places to paint was the garden he
landscaped at his home in Giverny, west of Paris (and worth a visit,
provided you like Monet more than ;
vou hate erowds—see the Giverny
and Auvers-sur-Olise chnprcr}. The
Japanese bridge and the warer lilies
floating in the pond were his two
favorite subjects. As Moner aged
and his cyesight friled, he made
higger canvases of smaller subjects.
The final water lilies are monu-
mental smudges of thick paint sur-
rounded by paint-splotched clouds that are reflected on the surface
of the pond.

Monet’s most famous water lilies are in full bloom at the Or-
angeric Museum, across the river in the Tuileries Garden ([ see
the Orangerie Museum Tour chapter). You can see more Monet at
the Marmottan Museum ([0 see the Marmottan Museum Tour
chapter). ,

Pierre-Auguste Renaoir (1841-1919)

Renoir {ren-wah) started out as a painter of landscapes, along with
Manet, but later veered from the Impressionist’s philosophy and
painted images that were unabashedly “precty.” He populated his
canvases with rosy-cheeked, middle-class girls performing happy
domestic activities, rendered in a warm, inviting style. As Renoir
himself said, “There are enough ugly things in life.,”

He did portraits of his friends {such as Monet) and his own
kids, including his son Jean (who grew up to make the landmark
film Grand Iusion). But his specialty was always women and girls,
emphasizing their wiarm femininity,

Renoirs lighthearted work uses light colors—no brown or
black. The paint is thin and translucent, and the outlines are soft,
so the figures blend seamlessly with the background. He seems to
be searching for an ideal, the sort of pure beauty we saw in paint-
ings on the ground foor.

In his last years (when he was confined to a wheelchair with
arthritis), Renoir turned to full-figured nudes—like those painted
by Olid Masters such as Rubens or Boucher. He introduced maore
and more red tones, as il trying for even greater warmth.




Renoir's best-known work is Danece
at the Maulin de la Gaftette | Bal du Mon-
fin de fa Galerte, 1876} On Sunday af
ternoons, working-class folk  would
dress up and head for the fields oo
Butte Montmartre (near Sacré-Coar
basilica) to dance, drink, and eat lictle
cripes (galertes) till dark. Renoir liked
to go there to paint the common Parisians living and loving in the
afternoon sun. The sunlight filtering through the trees creates o
kaleidascope of colors, like the 19th-century equivalent of a mirror
ball throwing darts of light anto the dancers.

He captured the dappled lightwith quick blobs of yellow stain-
ing the ground, the men's jackets, and the sun-dappled striw hat
(right of center). Smell the powder on the ladies” faces. The painting
glows with bright colors. Even the shadows on the ground, which
should be gray or black, are colosed @ warm blue. Like s photogra-
pher who uses a slow shutter speed to show mation, Renoir paints
a waltzing blur.

Camille Pissarro, Alfred Sisley, and Others

The Orsay features some of the *lesser” pioncers of the lmpression-
ist style. Browse around and discover your own favorites. Pissarro
is one of mine. His grainy landscapes are more subtle and subdued
than those of the Aashy Monet and Renoir—but, as someone said,
“He did for the earth what Monet did for the water.”

Paul Cézanne (1839-1906)

Paul Cézanne (say-zahn) brought Impressionism into the 20th
century. After the color of Monet and the warmth of Renoir, Cé-
zanne’s rather impersonal canvases can
be difficult to appreciate. Bowls of fruit,
landscapes, and a few portraits were Cé-
zanne’s passion (sec The Card Players, Les
Joweurs de Cartes, 1890-1895). Becausc
of his style (not the content), he is often
called the first modern painter.

Céwanne was virtually unknown and
unappreciated in his lifetime. He worked
alone, lived alone, and died alone, ignored by all bue a few revolu-
tionary young artists who understood his genius.

Unlike the Impressionists, who painted what they saw, Cé-
zanne reworked reality. He simplified it into basic geometric
forms—circular apples, rectangular boulders, cone-shaped trees,
triangular groups of people. He might depict a scene from mul-
tiple angles—showing a tabletop from above but the bowl of fruit
resting on it from the side, He laid paint with heavy brushstrokes,




blending the background and foreground to obliterate traditional
3-D depth. He worked slowly, methodically, stroke by stroke—a
single canvas could tuke months.

Where the lmpressionists built a figure out of 1 mosaic of indi-
vidual brushstrokes, Cézanne used blocks of pain: to ereate a more
solid, geometrical shape. These chunks are like little "cubes.” It's no
coincidence that his experiments in reducing forms to their geo-
metric basics inspired the...Cubists,
= Break time. Continue to the fazzy cafe, which serves small-plate fave
with raveir faire, In good weather, venture sut on the teyrace for fresh air
and great views. Browse the top fleor’s ather exhibits (including interest-
inp temparary enes), and then move an,

You'll find the Post-Impressianisis dewwnstairs. T get there from the
café, find the dewn escalators (acrass the long ball from the up excealitors)
and descend do devel 2. Go along the vight side of the open-aiv mezzi-
nine, where you'll find the entrance to Reoms 71-72, candaining werks
by Vam Gogh and Gaugnin mixed fogether.

POST-IMPRESSIONISM

Post-Impressionism—the  style that employs  Impressionism’s
bright colors while branching out in new directions—is scattered
all around the museum. We got a taste of the style with Paul Cé-
zanne, and it continues here on level 2 with..,

Vincent van Gogh (1853-1880)

Impressionists have been accused of being “light ~weights. The cal-
orful style lends itself to bright country scenes, gardens, sunlight on
the water, and happy crowds of simple people. It ook a remarkable
genius to add profound emotion to the Tmpressionist style.

Like Michelangelo, Beethoven, and a select handful of others,
Vincent van Gogh (pronounced “van-go,” or van-HOCK by the
Dhutch and the snooty) put so much of himself i his work that art
and life became one. In the Orsay's collection of paintings, you'll
see both Van Gogh's painting seyle and his life unfold.

Vincent was the son of & Dureh minister. He roo felt a reli-
gious calling, and he spread the gospel among the poorest of the
poor—peasants and miners in overcast Holland and Belgium. He
painted these hardworking, dignified folks in a crude, dark style
reflecting the oppressiveness of their lives..and his own loneliness
as he roamed northern Europe in search of a calling.

Encouraged by his art-dealer brother, Van Gogh moved to
Paris, and wedife! The eolor! He met Monet, drank with Gauguin
and Toulouse-Lautree, and soaked up the Impressionist style. (For
example, see how he might build 4 bristling brown beard using
thick strokes of red, yellow, and green side by side.)

At fiest, he painted like the others, but soon he developed his
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own style. By using thick, switling brushstrokes, he infused life
into even inanimate objects. Van Gogh's brushstrokes curve and

thrash like a garden hose pumped with wine.

The social life of Piris became
too much for the solitary Van Gogh,
and he moved o the south of France,
At fiest, in the plow of the bright
spring sunshine, he had a 'I.'rl_‘I“Il.'ll.i of
incredible creativity and happiness,
He was overwhelmed by the brighe
colors, landseape vistas, and com-
mon people. It was an Impression-

ist's dream (sce Midday, La Méridienne, 1889-90).
But being alone in a strange country began to wear on him,
An ugly man, he found it hard to get a date. A painting of his



rented bedroom in Arles shows o cramped, bare-bones place (Fan
Gogh's Room at Arles, La Chambre de Van Gogh i Arles, 1889). He
invited his friend Gauguin to join him, but after twe months to-

g pether arguing passionately about are,
nerves got row, YVan Gogh threatened
Gauguin with a razor, which drove his
{riend back w Puris. In crazed despair,
Van Gogh cut off a piece of his own ear,

The people of Arles realized they
had a madman on their hends and con-
vinced Vincent to seck help at a men-

' tal hospital, ‘The paintings he finished
in the pd..xoc of the hospital are more meditative—there are fewer
bright landscapes and more closed-in scenes with deeper, almost
surreal colors.

Van Gogh, the preacher's son, saw painting s a calling, and
he approached it with a spiritual intensity. In his st days, he wa-
vered berween hdppiness and madness. -
He despaired of ever being sane enough
to continue painting,

His final self-portrait shows a man
engulfed in a confused background of
brushstrokes that swirl and rave {Seff-
Portrait, Pertrait de DArtfe, 1889, But
in the midst of this rippling sea of mys<
tery floats a still, detached island of a
face. Perhaps his troubled eyes know that
in only a few menths, he'll take a pistol
and put a bullet through his chest.
= Al in Roonis 71-72, look for..

Paul Gauguin (1848-1203)

Gauguin {go-gan) got the travel bug early in childhood and grew
up winting 1o be a sailor. Instead, he became 2 stockbroker. In his
spare time, he painted, and he was introduced to the Impressionist
circle. He learnced their bright clashing colors but diverged from
their path about the time Van Gogh waved & knife in his face. Ar
the age of 35, he got fed up with it all, quit his job, abandoned his
wite {her stern portrait bust may be nearby) and family, and took
refuge in his art.,

Gauguin traveled to the South Seas in search of the exotic,
finally sertling on Tahiti, There he found his Garden of Eden. He
simplified his life into a routine of eating, ElEEpmg, and painting,
He simplified his paintings still more, to flat images with heavy
black outlines filled with bright, pure colors. The background and




foreground colors are equally bright, producing a fla, srained-
glass-like surface.

. Gauguin also carved statuertes in the style of Polynesian
pagan idols. His fascination with indigenous peoples and Primi-
tive art had a great influence on later generations. Matisse and the
Fauves {or “Wild Beasts™ loved Gauguin's bright, clashing colors.
Picasso used his tribal-mask faces for his groundbreaking early
Cubist works.

Gauguin’s best-known works capture an idyllic Tahitian land-

scape peopled by exotic women engaged in simple tasks and making
music (Aremrea, 1892). The native girls ;
lounge placidly in unselfconscinus in-
nocence (so different from Cabanel’s
seductive, melodramatic Fenu), The
style is intentionally “primitive,” col-
lapsing the three-dimensional land-
seape into a two-dimensional pattern
of bright colors. Gauguin intended
that this simple style carry a deep un-
dercurrent of symbolic meaning, He wanted to communicate to his
“civilized” colleagues back home that he'd found the paradise he'd
always cnvisioned.
« The open-air mezzanine of level 2 is lined with statues. Strall the
mezzanine around the near end (mear Raom 72), enjoying the work of
Radin, Claudel, and their contemporaries. I you don't see the particular
statuer I descrite, you may see others by these artists,

FRENCH SCULPTURE

Auguste Rodin (1840-1917)

Born of working-class roots and largely self-taught, Rodin (ro-dan)
combined classical solidity with Impressionist surfaces to become
the greatest sculptor since Michelangelo. He labored in ohscurity
for decades, making knickknacks and doorknobs for a construction
company. By age 40, he started to gain recognition. He became ro-
mantically involved with a student, Camille Claudel, who became
his model and muse.

Rodin's subject was always the human body, showing it in un-
usual poses that express inner emotion. The surface is alive, rip-
pling with frosting-like gouges.

The style comes from Rodin's work process. Rodin paid mod-
els to run, squat, leap, and spin around his studio however they
wanted, When he saw an interesting pose, he'd yell, “Freeze!” (or
“statue maker”) and get out his sketchpad. Rodin worked quickly,
using his powerful thumbs to make a small statue in clay, which he
would then reproduce as a life-size clay statue that in turn was used
as a mold for casting a plaster or bronze copy. Authorized copies of



Rodin's work are now included in muscums
all over the world.

Rodin’s Se. Jobn the Baptist Preach-
ing (bronze, 1881) caprures the mystical
visionary who was the precurser to Christ,
the man who would announce the coming
of the Messiah. Rodin's inspiration came in
the form of a shagey peasant—looking for
work a5 a model—whose bearing caughr the
artist's eve. Coarse and hairy, with both feet
planted frmly, if oddly, on the ground, this
sculpture’s rough, “unfinished” look reflects
light in the same way the rough Impression-
ist hrushwork does—making the statue come
alive, never quite at rest in the viewer's eve,

« Just bedind St. John, you'ff find...

Camille Claudel (1864-1943)

Camille Clandel was Rodin’s student and mistress, In Maturity
(LiAe Muz, 1899-1903}—a small bronze statue gmup of three fig-
ures—Claudel may have e

portrayed  their  doomed
love affuir. A young pgiel
desperately  reaches  ow
to an older man, who i3
led away reluctantly by an
older woman. The center
of the composition s the
empty space left when
their hands separate, In
real life, Rodin refused 1o
lesve his wife, and Claude] ended up in an insane asylum.

= Continue along the mezzanine to the far end, wobere you "l find another
well-dnown work by Rodin, This tall whive wall of statwes is known ar

The Gates of Hell,

Rodin, The Gates of Hell (La Porte de I‘Enfér), 1880-1917
Rodin worked for decades on this ceremonial “door” depicting the
lost souls of Dante's hell. It contains some of his greatest hits—
small statues that he liter executed in fall size, Find The Thimber
squatting above the doorway, contemplating Man's fate, The Thiné-
er was meant to be Dante surveying the chareters of Hell, But
Rodin so identificd with this pensive figure that he chose it 1o stand
atop his own grave. This Thinker is only two feet high, but it was
the model for the full-size work that has become one of the most
Fimos statues in the world {you can see a full-size Thinder in the
Rodin Museum garden),




The doors’ 186 figures eventually inspired kirger versions of
T Kirr, the Three Shades, and more, (For more on The Gates of Hell
nd Rodin, @ sec the Rodin Museum Tour)

From this perch in the Orsay, look down to the main Hoor at
11 the classical statues between you and the big clock, and realize
wow far we've come—not in years, but in stylistic changes. Many of
he statues below—beautiful, smooth, balanced, and idealized—
vere ereated at the same time as Rodin's powerful, haunting works,
tndin’s sculptures caprure the groundbreaking spirit of much of
he art in the Orsay Museum. With a stable base of 19th-century
tone, he launched artinta the 20th century.
You've seen the essential Ovsay and are permitted to cut out. Bus there's
wn “other” Oraay § think you'l{ find entertaining.

THE "OTHER” ORSAY

The beaury of the Orsay is that it combines all the art from 1848
0 1914, both modern and classical, in one building. The classical
irt, so popular in its day, was maligned and largely forgotten in the
ater 20th century. It's time for a reassessment, Is it as gaudy and
rawd-awful as we've been led to believe? From our 21st-century
serspective, let's take a look at the opulent fin de siécle French high
society and its luxurious art.

« From the far end of level 2's open-air mezzanine (near Rodin’s Gates
of Hell), find the entry for Rooms 61-66. Browse shrough several gal-
leries of curvaceous furniture.

Art Nouveau

The Industrial Age brought factories, row houses, machines, train
stations, geometrical precision—and ugliness. At the turn of the
20th century, some artists reacted against the  mw

unrclieved geometry of harsh, pragmatic, iron-
and-steel Fiffel Tower art with 2 “new art™—
Art Nouveau. (Hmim. 1 think T had a driver's ed
teacher by that name.)

Stand amid a reconstructed wood-paneled
dining room (Room 66) designed by Adesxan-
dre Charpenticr {Boiserie de fa Salle & Manger),
With its carved vines, lealy garlands, and eree-
branch arches, it's one of the finest examples of
Art Nouveaw.

Like nature, which also abhors a seraight
line, Art Nouveau artists used the curves of
flowers and vines as their pattern. They were convineed that "prac-
tical” didn't have to mean “ugly.” They turned everyday houschaold
objécts into art. Another well-known example of Art Nouveau is
the sinvous wrought-ironwork of some of Paris’ ecarly Mérro en-




trances—which were commissioned by banker Adrien Bénard, the
sme man who ordered this dining room for his home,
* Heturn ta the open-air mezzanine and turn right. Enter Room 59,

Art Worth a Second Look

We've seen some great art. Now ler's see some not-so-great art—at
least, that's what medern critics tell us. This is realistic art with a
subconscious kick. Henri Martin's Serenify (Sérénité, 1899) is an
idyll in the woods. Three nymphs with harps walt off to the right,
These people are stoned on something. Jean Delville's The Schoo!
of Plate (I Ecole de Platon, 1898) could be subtitled *The Athens
YMCA” A Chrise-like Plato surrounded by adoring, hall-naked
nubile youths gives new meaning to the term “platonic relation-

ship.” Will the pendulum shift so that one day art like The School of

Plase becomes the new, radical avant-garde style?
« Cloptinee dovwn the mezzanine until you reach Boome 55,

Art Not Worth a Second Look

A director of the Orsay once said, "Certainly, we have bad paint-
ings. But we hive only the greatest bad paintings.” And here they
are. Fernand Cormon's Cain (1880} depicts the world's frst mur-
derer, whose murder weapon is still in his belt as he's exiled with
his family, Archaeologists had recently discovered a Neanderthal
skull, so the artist makes Cain's family part of a prehistoric hunter-
gatherer tribe. In Edouard Detaille’s The Dream {l.e Réve, 18B8),
soldiers lie still, asleep without beds, while visions of Gatling guns
dance in their heads. Léon Lhermitte, often called “the grandson
of Courbet and Millet,” depicts peasants getting their wages in his
Paying the Harvesters (La Paye des Moissonneurs, 18821, The sub-

title of the work could be, “[s this all there is o life?” [Or,r “The :

Paycheck... After Deductions.”)

= Climd a o steps atid continue alony the rrezzanine. Near the escala-
tors, turn vipht and find the palatial Room 51, awith mivvers and chan-
defiers, marked Salle des Fétes (Grand Ballroom).

The Grand Ballroom (Salle des Fétes)

This room was part of the hotel that once adjoined the Orsay train
station. One of France’s
poshest nightspots, it was
buile in 1900, abandoned
after 1939, condemned,
and then restored to the
elegance you see today.
You can easily imagine
gowned  debutantes  and
white-gloved dandics
wiatltzing the night away w




the music of a chamber archestra, Take in the interior decoration:
raspberry marble-ripple ice-cream columns, pastel ceiling paint-
ing, gold work, mirrors, and leafy garlands of chandeliers, People it
with the glitteran of Paris circa 1910,

ls this stutl beautiful or merely gaudy? Divine or decadent?
Whatever you decide, it was all part of the marvelous world of the
Orsay’s century of art,
* A gosd place to ponder it all it Le Revtanrant, located near the escala-
tors ant fevel 2. 165 pricey, but there's an affordable caffee-and-tea happy
hour. After all this ave, you dererve it Or, for a gosd, fresh-air museum
antidate, stroll the pedestrian-ondy riveriide promenade (Les Berges du
Seinel, which starts belowe the Orsay and runs west fo near the Kiffel
Tower, There you can eufoy an fmpressionist Parisian scene come fo fife,



