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REGATTA AT ARGENTEUIL. 1874; 127 X 18”, Private Collection, Paris

Like a child, I paint bejore nature wath an artless soul and
the instinets of myv fingerlips
PIERRE-AUGUSTE RENOIR

I such words were to be spoken m the middle of the 2oth century they would sound.
relation to the the aims of our artists, objective or abstract. immodest, mcredibly arrogant. for
the words «an artless soul and the anstinets of the fingertips « describe i simple terms the
highest 1deals of the painting of todav. deals. morcover. which are seldom attained.  Renorr,
however did attain them  And vet these words were not the outcome of an artist’s pride,
but of a great and gentle modesty. a humbleness before the creation and it creatures, and before
art  These words do not mmply <1 have achieved, » but © 1 was allowed to achicve oo Renorr
was, after all not an antellectual artist who strove to vitalize his work by means of retlected
naivité, but a man who presented the world atresh consonant with himsclf, his soul. and his
ability.  One hesitates to apply the word - gemus - to lnm. because this word does not neces-



sarilv 1imply the fecundity and simplicity which was Renoir's and which made his pictures resem-
ble happy natural phenomena. There is no doubt, however, that he was a genius if one takes
genius to comprise the powers of a pure and vital soul, and an inexhaustible creative urge.

Renoir said of himself once, half regretfully and half proudly: « I am like a small cork which
has fallen into the water and is being carried away by the current. 1 surrender myself uncon-
ditionally to painting ». His genius consisted in the inexhaustibility of his visions which gently,
but irresistibly, demanded expression. Al the rest was craftsmanship: sterling craftsmanship
and iron assiduity, for Renoir began as a craftsman, as a porcelain painter, and took the path
of diligence to great art and fulhlment.

It 15 high time for the word colour to be mentioned, for to speak of Renoir is to speak
of colour. It 1s true, of course, that all the Impressionists worshipped colour and light. In
Renoir's pictures, however, they develop into ecstatic feasts, the light takes on material qualities,
1t foams and sparkles m his pictures, and sometimes illuminates the colours like precious stones.
If one of his works were taken into a gallerv of pictures by the official masters of the Ecole
des Beaux-Arts of the 1gth century, all the rest would dissolve into a dirty blackish brown,
compared with Renoir’s briliant colours.  Even the pictures by moderate revolutionaires, like
those of Corot, with their silvery twihight, or of Daubigny, with their delicate, lustrous colours,
fade into darkness before an early Renoir like Lise in the Folkwang Museum in Essen. And
this despite the fact that m this picture he still has both feet planted firmly on the ground
of tradition, and that colour was only to reach its full maturity in his later pictures, in which
1t seents to have become luminescent.  There are no longer reflections of sunlight, which, in the
early garden pictures, for example, were applied with thick strokes of the brush; now the paint
has thinned, and the canvas appears to be transilluminated from behind.  This paradise of
colour, which surpasses all Impressionist theories, 1s Renoir's great gift to the world.

The lives of the IFrench Impressionists, Renoir's older and younger contemporaries, lend
themselves all too easily to romantic biography. Names like Manet, Pissarro, Monet, and Sisley
conjure up the Paris of artists and literati described by Murger in his famous Vie de Bohéme,
the Panis of small cafés and bars, of countless art dealers and boaoksellers, the Paris of attic
studios surrounded by a forest of black chimneyv-pots with their creaking cowls. All the misery
and ecstasy, all the poverty and glory of the artist’'s life was realized in the lives of that gener-
ation of painters. They sounded all the material and intellectual heights and depths, and took
possession of the world with tremendous vitality; their world was the present. In a passionate
reaction against the now impotent historicity of 1gth century art the Impressionists took a
decisive step towards the problems of the day. Historical themes and historical costumes disap-
peared from their pictures, and the obligatory pilgrimages of artists to the home of antique art
were a thing of the past.

The watchword was contemporaneousness ftre de son temps in the true sense of the
word. The only things worthy of representation in painting are those things that happen, and
are seen, today. That is the spirit of Impressionism.  This assertion allowed of variation: one
group Boudin, Pissarro, Sisley concerned themselves with landscape as being absolutely
unhistorical and always modern; others, like Degas, studied the physiognomy and gestures of
the people of their time and tried to create valid symbols for them, Manet invented a new
stvle, flat, unceremonious, loud, which consciously contrasted with the dignified representation
of important events in the pamting of the past. Modernness was the passion, contemporanéité
was the rational ground for existence. One lived in Paris without being domiciled there, was
sacial without social ambitions, enjoyed the moment today, without granting it a sentimental
thought tomorrow.  Only a few could resist the attraction of this way of life: Cézanne, for
example, whose modest income enabled him to lead an outwardly calm bourgeois existence. Re-
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noir, however, who had decided to take up
painting in Paris at the age of twenty-one
although he was without any real means, would
have been just the type for the Bohemian life
of Paris if his character and ongin had not
endowed him with powers to protect him from
unconditional fanatical concentration on the
present. In order to understand those powers,
it 1s necessary to go back to his earliest yvouth,
even to his birth.

It is very tempting to place significance
on the fact that it happened to be the town
of Limoges where Pierre-Auguste Renoir was
born on February 25, 1841: the town where,
towards the end of the 15th eentury. art
enamel was first produced and handed down
from father to son in several artists’ families
till the end of the 17th century. 1t really
seems as 1f the spint of one of the great Limoges
enamel pamters had instilled into the child his
love of bright, shining colours, his delicate taste,
and his feeling for craftsmanship. But it was
not only a case of the mfluence of the genius
loci, for Renoir gamed a thorough knowledge
in the use of colours, and above all a love of
good and lasting craftsmanship in five years
of work in a Paris workshop for porcelain
painting. The boy had to start work at the age of ten, as his father, a small tailor from
Limoges, had moved with his family to Paris in the vain hope of finding a better hving
there. Pierre-Auguste had to help to support the family, and the beginning in the por-
celain workshop was very promising. The work soon gave him a light touch and a sure eve
for the selection and combination of colours. Soon he had progressed from decorative to figur-
ative work, and his repertoire ran from floral patterns to the portrait of Marie Antoinette,
for which he was paid forty centimes apiece. The colours with which he mainly worked were
those of the rococo period: delicate pinks, brilliant blues, and chrome vellow, on the gleaming
white kaolin background. This trio of colours occurs again and again in his later pictures,
where they are supplemented by many shades of green, violet, and a brilliant, fatty black.
Those five years were happy ones for him, but came to an end through the invention of a
system of printing on porcelain, which ousted the handworker in favour of a mechanical process.
Renoir joined the workshop of a fan painter; here he painted scenes of gallantry after Boucher,
Watteau, and lLancret. Later he painted curtains and decorations for mobile mission altars.
The young journeyman was soon superior to his fellow-workers and the master, and was called
a « baby Rubens » because of the astonishing bravura with which he handled colour.

His later development into a great artist, however, was decisively influenced by his early
range of motifs as well as by his foundation of craftsmanship. Rococo pastoral scenes like
« Embarkation to Cythera» by Watteau were always in demand, and Renoir had to provide
them. So he spent his little free time in the Louvre where he diligently studied the composition
of the French painters of the 18th century, their colours and their virtuoso brush technique.

Young Girl with Rose, 1886
Pastel. Collection of Durand-Ruel, Paris
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He fell m love with the spirit of that period. and its elegance and lightness inspired his brush.
It permeates his later works, despite the manifold influences of Courbet, Delacroix, and Ingres,
like a tender melody, only occasionally obscured by the noises of the present.

Although his work for the mussions promised to be very successful financially, and would
have gnaranteed him a modest career as an arts and crafts worker, he gave notice to his em-
plover  He had saved enough money to be able to visit pamnting and drawing courses at the
Ecole des Beaux-Arts. At the same time he joined the Glevre Studio.  Like most of the teachers
who had their own schools, Glevre's connection with the Ecole, the stronghold of the austere
academic art, was very vague, and he was known among students of paimnting for his generosity
and lis artistic tolerance.  Himsell only a mediocre historical painter, his greatest importance
lies n the tact that he taught the voung generation the fundamental technical craftsmanship
of pamtmg without forcing their talent to conform to the Procrustes bed of traditional style.
Renoir and s thirty or forty fellow students drew dihgently from the nude at Gleyre's, one
week the model was male, the next female, twice a week Gleyre went to the studio and cor-
rected the perspective, the anatomy, the plastic eftect of the body, and the colour. 1t was
on such an occasion, when he was standing, no doubt a little nonplussed, in front of one of
Renoir's daringly coloured pictures, that he disapprovingly asked if the pupil was painting for
enjoviient  When  Renoir imnocently answered i the athrmative, - «if | didn't enjoy 1t |
shouldn't do 1+ Glevre was no httle astonished, because nobody had ever yet painted there
for tun. However boisterous and Bohemian the activities may have been in all the painting
classes of the Ecole while the teacher's back was turned, painting was a deadly serious thing
tor the voung artists  They saw their careers in their vanous stages stretching out quite clear:
cut m tront of them, the annual exams, competition for the Prix de Rowme, the scholarships,
the acceptance of thewr pictures for the annual Autumn Exhibitions, and finally the commission-
mg ot works by the state. In the distance beckoned the honour of being made a Chevalier de la
Lécion d Honnewr and a member of the Academv. But Renoir painted because he enjoved 1t

I'here was also one other student who was a source of considerable ditheulty for Glevre.
ft was Monet, who, i Le Havre, where he had spent his vouth, had alreadyv «arrived » as a
cancaturnist Glevre disapproved of lns pictures, too, because the young man reproduced the
models with merciless accuracy just as they were with too large feet, with a short, thick-set
bodyv, or with a thick skull.  Glevre criticized him and instructed him to reproduce the model
m - an adeahized  form accordhng to the then valid classical canons of beauty. 1 in Renoir's
daring use ot colour the dangerous influence of Delacroix was suspected, the Delacroix, who
was already porsoning the voungest students and alienating them from the principle that the line
was the only valid mediom of artistic expression, in Monet the academicians saw the realism
of Courbet. who mst have appeared to them to be no less corrupting.  The corrections made
by these teachers of the Lcole were like somebody hastily papering over the cracks in the wall
of a house i the hope of thus saving the whole structure fromr ruin while decay was already
taking 1ts wresistible course - the toundations

[here were - fact signs of crisis i the Ecole des Beaux-Arts and the whole of its official
art, evervbody felt it supporters and enemies.  Renoir and Monet quickly became known amony
the Glevee students as revolutionaries, although thev, unlike the others, sat quietly and dili-
gently belund their easels  at that time 1t was considered much more reprehensible to apply
4 certamn burnig red to the canvas than, for example, to throw drpping pamnt brushes at the
model when the teacher was absent.

The begmning of the erisis m academie pamnting. glaringhv obvious by the time Renoir,
Monet  Bazille and Sislev were attending the Glevre studio and the I<cole. can be traced back
to the vear 18550 when a comprehensive international art exinbition, in wiieh the French section
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POrRTRAIT OF GEORGES RIVIERE 1877
15” X 12", Private Collection, Paris

PorTrAIT OF Coco About 1903
16” X 13", Collection of L.D. Gaboriaud, Paris 13
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Lapy wrrn VEIL 1880 24”7 X 20”7, Louvre, Paris




PorTRAIT OF THERESE BERARD, 1879 227 X 197

Private Collection. New York (formerly Collection of Mrs. Thurneyssen, Paris)
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Young Girl. Albertina, Vienna

took up most space, was assembled in Pans for the great World's Fair. At that time one pawmnter
alreadv dared to rebel against the artistic dictatorship of the almighty director of the Académie
des Beaux-Arts, Count Nieuwekerke, and he opened an exhibition of his rejected pictures near
the exhibition building: it was Courbet. His Purillon du Réalisme was the openming shot i the
battle. Delacroix was driven into the opposition’s camp at the same time, for, although a large
number of his pictures were exhibited. the majority of the medals and prizes went to Ingres and
his supporters. Thus the artists were split into two camps, which fought one another with
brush and pen, i the press and n public meetings, with intngues and physical force. The
battle cries were « Hurrah for classical ideahism,» « Hurrah for realism .. « Hurrah for hne, Hurrah
for colour. » Ingres, the members of the Académie and the teachers of the Ecole on the one
side, Delacroix, Courbet, and the painters of the Barbizon school on the other.  An unequal
battle, if one considers the outward positions of power. Behind Ingres stood the Académie des
Beaux-Arts, as one of the depurtments of the lustitut de I'rance: the patron, but also the
absolute ruler of the arts and sciences.  The influence of the Academic extended to the Ecole des
Beaux-Arts whose teachers were elected by it in addition, the juries in charge of admission of
works to the exhibitions and the distributions of prizes were under its authority.  Finally the
Académie had the decisive word concerning purchases by museums and the official commissioning
of artists.  As the public accepted the judgment of the institution without reservation an artist out-
lawed by the Académie was as good as non-existent: he had no chance of even exhibiting Ins works.

<] THE Swine 1876; 43” X 33”, Louvre, Paris 17



Renoir and his friends at Gleyre’s took no
part in these battles or in the preparations for
the Autumn Exhibition in 1862. They them-
selves could not yet think of submitting anything
for the exhibition, but they watched the hectic
activity of their older colleagues: press opinion
was bought, individual members of the jury were
waited on, the hanging committee was bribed
so that the pictures which were finally accepted
were also advantageously placed. The business
of art devoured everyone’s energy, and social
reputation was more important than artistic
quality. A further symptom of the decrepitude
of the official art institutions was the sudden
influx of students to the studio of the heretic
Courbet, in which models were painted realisti-
cally. The academic training bored the art
students, and so they sought for new stimuli.
On the other hand the jury applied even stricter
standards for the current exhibition than before
— after they had first protected themselves
against blunders by abandoning the system of
anonymous entry. It could no longer happen
that anonymous works by the most important
members of the Académie were rejected. That
was the situation before the Autumn Exhibition
of 1863, which was the immediate cause of the
outbreak of the battle. This time Renoir had also submitted a picture, a female nude reclining
on a divan, with a dwarf next to her playing a guitar — an absolutely academic motif, painted,
as far as one can judge from contemporary reports, in dark academic colours.

When it became known that the jury had this time rejected more than four thousand
works, there was a revolt of the painters who had had their works rejected; many of them
had been represented in previous exhibitions. Among them were Jongkind and Manet, who,
with his Spanish Guitarist had already enjoyed great success. Renoir’s picture was of course
also rejected.

The general indignation came to the ears of Emperor Napoleon 111, and since, for reasons
of prestige, he could no longer cancel the decision of the official jury, he gave the sensational
order for the establishment of the Salon des Refusés, which gave every artist the chance of
exhibiting or withdrawing his rejected works. Many wisely withdrew so as to avoid the jury’s
anger on later occasions. The avant-garde, including Whistler, Fantin-Latour, Pissarro, and
Cézanne, exhibited, of course. Perhaps the artists had hoped that the public would declare
for them, and that the jury would have to be dismissed. In that, however, they had deceived
themselves, for the masses demanded their heroic scenes and their genre pictures, meticulously
painted, and their still lifes with naturalistic apples to make their mouths water, and noble
nude studies of similar effect. [For example, a leg in the foreground would have to be executed
down to the smallest detail, contours were not allowed to swim, and objects in the background
had to appear darker. The public made fun of the Salon des Refusés, while the press split
into two camps. Zola discovered an intellectual affinity in this opposition, this revolutionary

Edmond Renow at Menton, 1883
Ink and Crayon. Collection of P. Rosenberg
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spirit and he greeted  the extubioon and ats
artists with enthusiasm many ot them  were,
after all. Ins friends  The entic and  writer
Zachanie Astruc took a sumifar atutude.  The
official art critics. on the other hund, spewed
hatred and wronv Tt s true that the public
was amused by the battles. but at least its
attention was drawn to the abuses in the art
world; the Académie finally found atself forced
basically to reorgamise itself.  But 1t was too
late, the students changed to other schools,
and above all the Louvre was filled with copyists :
who believed that thev could learn more from
the old masters than from the traditional school,
Gleyre's studio was also deserted. and closed
in 1804 Thus the friends Renoir, Monet, Bazille,
and Sislev were thrown onto their own resources.

Now Monet. who was older and more
experienced than the others, became the driving
force.  He had once before painted on the French
Atlantic coast near Le Havre with Boudin and
Jongkind. After the Glevre studio shut down 1
he set up his casel once more in the open air, o \
He took his friends with him, and pamnted 1n ‘A
the TFontainebleau Woods near Chaillv.  The
mdustrious Renoir, who was always so ready to

Couple on a Slope, 1883. Pencil

learn. by no means approved of the turn things
had taken because he had enjoyved studving at Glevre's; he could not know that a meeting of
decisive importance for him would take place in the Fontamebleau Woods.  Diaz, who belonged
to the group of painters who had settled in nearby Barbizon and changed fromn historical scenes
to landscapes. watched Renoir at work and criticized his frequent use of dark colours.  He
instructed Renoir 1 the constant and exact observation of nature and opened lus eves to the
endless variety of nuances and shades of colour which could be found. for example. on the ground
im a wood.  This meeting spelled Renoir's liberation from those dark tones which gave the
works of all the academic painters of that period the appearance of old, smoke-darkened antiques.
Nevertheless Renoir’s generation’s most important discoveries lav not so much i the realm
of colour as in that of content.  In this field Courbet was stll the ideal.  Renoir emulated him,
and painted works even in his later vears that recall the brutal realism of that artist, and as
long as he took over Courbet's subjects he used Courhet’s dark tones.  Another ideal was the
notorious Manct, who had dared, in his picture Le Déjeuner sur 'herbe. taking up an idea
one of Giorgione's pictures, to show a nude woman next to two men in modern, fashhonable
clothes.  \What was permutted for an Itahan at the turn of the 15th century was considered
mndecent in Manet.  So Renoir also painted a realistic picture in which he depicted s friends
in the Cabaret de la Mére Anthony, smoking and chatting, with the pretty and reputedly wanton
host’s daughter clearing the table, and, between senibblings on a wall i the background a char
coal caricature of Murger. This harmless genre piece, already painted. by the way, with an
enchanting softness and with a strong plastic quality, was nevertheless far removed from Manet's
vigorous and audacious actuality.  On another occasion Renaoir tried to emulate Courbet's techni-
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Pencil Study for the Portrait of Julie Manet, 1887; Private Collection, Paris

que, o that he apphed his paint with a spatula instead of with a brush. The surface of a
woodland scene near Fontainebleau with his friend lecoeur thus took on a coarse structure, as
thongh thick o1l paint had been apphied to rough masonry This technique, however, was not
consistent  with his artistic ideals, which were already calling for a more delicate and subtle
use of colonr  But he continned to expeniment  although every now and again, since he found
it dithcult to burn bis boats so uncompronnsingly as Monet did for example, he would produce
A picture completelv academic m o content and form No donbt Renoir kept one eve on the
IExhibition. and his pretures an the academie manner may have been pamted with a view to
securmg  an acceptance or the Mutumn Extubition. 1t as a fact that his Esmeralda, painted
m the acadenne stvle  depreting the beauttful gipsy woman of Victor Hugo's Notre Dame de
Paris dancmg o the Place de Gréve, was accepted m 1863 But this snccess did not give
him undiluted pleasure. 1t mav even have seemed to him somewhat dishonest. for although he
had not became o tanatical follower of plemn-airism — pamting m the open air n natural light

the dark  academic <auce  had been distasteful to lnm ever since his meeting with Diaz. There-



fore he destroved the picture soon afterwards In 1865 however two pictures. which  remen
bermg Diaz's advice he had pamted directly from nature  were accepted

His period of expenmentation lasted untl the outhicak of war i 1870 But thar penod
produced two famous works which were mimportant to Ins artistic development  One ol them
1s the Lise with the DParasol (1867). Here, for the st time  he caines his wdea ol cotoured
shadows to 1ts logical conclusion  The delicate. blossom-white diess of the gl s paanted with
mhanite love, weightless, 1t scems not to have been applicd with the brush but to have heen
breathed on to the canvas  Blue and wviolet shadows play on it and on the white har ther
are reflections from  the green fohage.  Renoir’s brush techmque me the tradition of the old
masters. the colours are carefnllv and smoothly apphed  so that there are no mdividual brush
strokes to he seen.

Onlv  two vears later. however. i the pcture La Grenowlliére. Renowr numaged to free
himself completely of the past also m the technical sense  the picture shows o few boats on the
water. a colourful gathering on o small 1sland, and a wooded bank 1 the background 1o give
the spectator an mmpression of the reflections dancing on the wavelets, reflections whuch Liere
have formed a bizarre unage of the people and things on the bank. and there have heen dispersed
bv a breath of wind into small patches of dark and hght, Renoir uses clearly defined brush
strokes. I one placed anv value on dating a phenomenon of pammting technique i this
case the brush stroke charactenstic of hnpressiomsm one could doat here, for i tlas picture
of Renoir's, and m that of s friend
Monet, who pamnted the samie subject
at the same time, appear for the
first time small patches of colour. : i
which, at a certain distance, give the k
spectator the complex impression of
a blne-green pattern of wavelets.

Such  discoveries were alwiys
sensational for the voung painters,
who passed pmintings around among
themselves. and vigorously discussed
quality and techmque.  Before the
Iranco-German War, which interrup-
ted work and social hie for a time,
the meeting place was either near
Paris on the Grenowthere (e frog
pond ») in Pere [Fournaises’s restau-
rant 1n Bougival, which had become
Monet's and Renoir’s haunt, or in
Paris itself in the Quartier Batig-
nolles  Here the Café Guerboms was
the Impressiomists meeting place.
Apart from Renoir, Monet, Sisley,
and  Bazille, Manet also occasion-
ally put in an appearance ;. although
he did not Like to «fraternizer with
the Bohemans because he  had
hopes  of one day  bemg  recog-
nized by the Académie, he never- Woman with Child




theless felt verv much at home 1n that circle of kindred spints.  Pissarro and Cézanne, and the
caustic, mtellectual Degas also belonged to the circle.  Renoir himself felt completely at home
among this group of friends.  He laughed at the jokes though he was often bored by the heated
arguments, for nothing was more foreign to him than theoretical discussions on art. He believed
in experiment, not theorv.  Any kind of fanatical devotion to a particular idea, style, or techni-
que. was also foreign to his nature.  Even though he was dubbed a revolutionary at the Ecole,
he was an « unwilling » revolutionary; he certainly did not want to arouse the world, or bring
new  truths to light he quite simply wanted to give pleasure with his pictures. The épater
l¢ bourgeors was not 1 tune with his optimistic, philanthropic being. A feeling for the relation-
ship between artist and public had remained more vital in him than in any other Impressionist,
indeed. perhaps he was the only one in whom it survived at all. That was someting he had
learned in his vouth when he had had to work to order as a craftsman in direct contact with
the customer: the term ['art pour l'art has no place in craftsmanship, and as Renoir painted
his pictures with the same jov of creation as he had decorated his porcelain, fans, and curtains,
art tor art’'s sake had no place in his painting either. IFor Renoir, then, it was not a question
of conscience whether one should make compromises or not in order to get a picture into an
exhibition; for him it was at most a question of whether or not he was gradually becoming
bored by the academic style.

That Renoir could not join s friends in their modern outlook which demanded the glori-
fication of the moment i1s now understandable. Life and art were for Renoir one and the same
thing, nourished from the same source, and if one can compare the other artists to candles
which quickly burn out, then one can compare Renoir to a plant which slowly but surely deve-
lops, alwavs turning its blossoms towards the sun throughout the long summer, bears rich fruit,
and withers.

The circle of pamnters in the Café Guerbois, which had been scattered by the war, met
again after the end of the Commune of 1871 and threw themselves into their work with enthu-
siasm, unperturbed by the sometimes desperate situation. Renoir had spent the war months
comparatively quictly as a Curassier in a regiment in Marseille. The portraits of his captain,
Darras, and his wife are from this period. They are brilliantly painted, but thewv lack the
atmosphere which one can feel, for example, in the earlier portrait of Sisley. It is true that
the contours are still harder there than in the Darras portraits, the colours harder and dryer.
But that cannot disguise the fact that the spirit of Sisley fills the picture from frame to frame
in an indefinable fashion; the background is alive, and there 1s not merely a model in the clothes,
but a personality. Captain Darras was painted by Renoir to commission as a show piece with
the whole of his technical ability.  There was, however, no inner relationship with this man and
his world, and so he could not incorporate it in his picture.

Monet, who had fled to England during the war, now took over the leadership of the group
agam, which, to begin with, was more of an artistic unity than an organized one. In 1872 he
had rented a house in Argenteuil near Paris on the banks of the Seine in order to be able to
live with his beloved motifs water, sailing and rowing boats, woods and meadows. Renoir
often visited him there at work. They sat next to one another with their easels, and together
discovered wavs of translating what they saw into light and colour. Gradually the figures and
things in Renoir's works lost their clumsiness, and the heavy, carthy quality of some of his
figures, taken over from Courbet and still traceable i s Bather of 1870, began to disappear.
Renoir now freed himself from Courbet’s mfluence, and turned to Delacroix as his ideal, but
his dependence on his new hero 1s different, more subtle. Renoir has become surer, his colours
arc taking on a new independence, making it inevitable that he should turn to Delacroix. It is
true that, but for the existence of a few pictures with oriental motfs, which. both in form and
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Claude Renoir, 1904; Lithograph

content. were conscioasly pamnted after Delacroix’s works, 1t wonld be a difhcult task to prove
this influence simply on the strength of the landscapes and portraits.  One would search vainly
for Delacroix’s wild, glowing colours in, for example, The Loge of 1874. Perhaps one could here
point out the darkly glowing background, the combination of violet. gold. and black m the
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Wonan witH Parasor 1877
187 X 23”. Museum of Fine Arts. Boston(Collection of J. T. Spaulding)
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WomMaN AT THE Piano 1875

37/ X 297

, Art Institute, Chicago
Coll. of Mr. and Mrs. Martin A. Ryerson)



PORTRAIT OF JEANNE SaMARY (Half-Length) 1877; 227 X 18", Museum of Occidental Art, Moscow




GonpoLA ON THE CanaL Granpe, VENICE 1881
217 % 26", Collection of Werner H. Kramarsky, New York




St. Mark's SQuarg, VENICE 1881
25" % 317, Institute of Arts, Minneapolis, U.S.A. (formerly Pinakothek, Munich)
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Portrarr oF Coourt 1875; 18”7 < 147, Collection of O. Reinhart, Winterthur, Switzerland




PORTRAIT OF MLLE SAMARY 1877; 327 % 26”, Comédie Francaise, Paris




Tur Boating Parry 1881; 517 % 68”, Phillips Memorial Gallery, Washington, D. C.
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foreground, and compare them to Delacrowx’s onental splendour of colour, and perhaps one could
find something of Delacroix’s interiors in the picture Woman at the Piano.  The red patches
on the sailing boats in the Regatta at Argentewdl could also have been taken from the palette
of the older master.  Here a piece of velvet and some gilded mouldings. there a ghttering candle-
holder on the piano, a coloured carpet, i another preture a few especially darmg touches ot
colour where the influence of the painter of Femmes d'.llger 1s evident; the essence of what
Renoir found in Delacroix, however, is so thoroughly assimilated that his hero 1s hardly more
than a catalyst which has quickened up the process of development: the awakening of colour
to a life of its own, to vibration. This process of development also brings with it a loosemng
up of contours. In accordance with the theory of marginal radiation, which was later to hecome
part of the hmpressionist colour theory, the contour is abandoned.  The physical phenomenon,
that two adjacent colours cannot be sharply distinguished from one another by the human cye
because their radiation overlaps where they meet to form complementary colours, thus making
the margins become undefined, is emphasized in the work of art. A comparnison of Portrait of
Sislev with the tater The Loge clearly shows the developmemt.  The brilliant white of the necker-
chief in the portrait is sharply separated from the dark jacket and the somewhat hghter waist-
coat.  Where are such contours on the couple mn The Loge? The white shirt-front of the man,
and his black evening dress, form a zone of transition which veils the margins of the two colour
arcas, and on the dress of the voung woman black and white flicker, disperse. and merge into
one another.  Nevertheless they never mix to form a grev, because the brush always places small
patches next to one another, without having previouslv mixed them on the palette; that is left
to the eve of the spectator.

What Renoir had for the first tnne done instinctivelv in the picture painted by the Gre-
nouilliére with coarse brush strokes now becomes a principle of composition.  He logically reduces
the brush strokes to a round comma shape, so that the flickering and wvibration now cover the
whole picture. This techmque, which Monet used for many vears, and Pissarro continued to use
even right up to his last pictures, was finally perfected by Signac with the help of mathematical
calculation, for Renoir it was only a stage of development.  He always had command of many
possible wavs of representing colour and light, and used the particular technique that suited his
artistic intention of the moment; thus he was continuallv finding new wavs of representing the
world in the medium of colour.  With a daring which recalls the late Monet he unfolds over
the Seine m the Argenteul picture an atmospheric colour display begimmning on the left with
pinkish gold tones, in which here and there, and more often towards the middle, a blue appears.

a dramatic battle between dav and twilight takes place above the boats, whose sails — n
colours ranging from harsh white to blue join . And the whole is intensificd by the reflec-

tion in the water. Durmg the same  period, however, Renoir painted other pictures with a
pastel-like smoothness which recalls his training as a craftsman. A dehicate glaze lies on the
face of the woman in the Loge. The fleeting pink of the cheeks changes in soft transitional
tones to the vory glow of nose and forehead, with the sharply defined mouth below,  Only the
eves are given soft contours, which lend the gaze a certain dewy quahty. A simnlar mixture
of techniques can be found wm Les Grands Boulevards.  Here, however, there are no meticulously
painted details; evervthing vibrates and flickers in that mild hght of Pars so fascimating to
painters.  The moistness of the air lends the colours a special intensity, never makimg them
harsh and loud, however, for the softly blue skv mutes them to a mat glow. This blue sky
is painted very thickly in Renoir’s picture compared to the green of the trees.  Les Grands
Boulevards! that 1s a landscape after Renoir’s own heart.  An exciting feast for the intelect
and the senses. A moist breath of air drifts across from the Seme, and mixes with the dust
of the streets and the scent and tobacco smoke of the parading ladies and gentlemen.  Here






and there the sound of a laugh, a child’s voice, rises above the surging crowds, against the
background sound of horses’ hooves and elegant carriages.

The decade between the end of the war in 1871 and the vear 1882, when the Impressionists
exhibited for the last time as a group in the Exposition des Indépendants, was for Renoir a
time of development from careful groping to an obvious ne plus ultra of volatilization of form
and activation of colour via increasing control of the means of expression, and even their occa-
sional routine application. During this decade Renoir and his friends lived in close intellectual and
social community with a group of revolutionary artists whose central figure was Manet. Manet,
thcugh by no means an Impressiomst of the first water, dominated by his personality. His
sparkling charm, the brilliance of his argumentation, combined with a somewhat dandyish snob-
bishness, which he consciously cultivated to maintain the distance between himself and his infe-
riors, predestined him to be the leader, or, to put it more accurately, spokesman of the group.
Manet had given up his haunt, The Café Bade, before the war, and now frequented the Café
Guerbois, which still exists today in the Avenue de Chchy as Brasserie Muller. In the evening
discussions — and what else could the painters do after dusk except meet for discussion, since
in the age of petroleum lamps it was not possible to work after nightfall - - in these discussions
the themes were plein-airism, the adimission to exhibitions, the importance or lack of importance
of the old masters for contemporary art, cultural politics, the great importance of Delacroix,
and the debatable position of Courbet. One can imagine the fervour of these discussions, in
which men of such different temperament and intellect took part. There were Manct and Degas,
the one witty, the other eaustic. Pissarro, a radical sociahst and convinced atheist with the
courage of his principles, but nevertheless of great kindness and alwavs readv to help others. A
rare guest was Cézanne; noncommittal, taciturn, he expressed his opinions with vehemence and
could not bear to be contradicted. Apart from the painters Braquemond, Fantin-Latour, Guil-
lemet, Constantin Guys, Monet, and Sisley, the writers Duranty, Zola, and Duret, and the photog-
rapher Nadar were frequendy present; it was in Nadar's studio on the Boulevard des Capucines
where the first memorable Impressionist exhibition took place in 1874.

There many descriptions of the people and happenings of this decisive decade were pro-
vided by the authors of contemporary letters and documents.  There are also interesting descnip-
tions of Renoir who, when he did not happen to be visiting his friend Monet in Argentewl, or
his parents in Louveciennes, or, towards the end of the seventies his friend and patron Bérard
on his estate in Normandy, was a frequent guest at the Café Guerbois.  Like many of s fricnds
he had never had the opportunmity for an education such as Manet or Degas had had, and it
was therefore difficult for him to join in the discussion with water-tight arguments; apart from
that it was difhcult for him, a thoroughly untheoretical person, to sece why, for example, Zola
was so annoved by the nvmphs in Corot's woodland pictures, and wanted to see peasant women
in ther place. It was sufficient for him if they were well painted.  Renoir, shm, mobile, and
modest, was, despite his poverty, of an irresistible gaiety.  He was unashamed of his Parisian
dialect, and was prepared to laugh at any joke, even if it was not as intellectual as those of
Degas.  For him life was full of joy and beauty, and he was daily enchanted with it. He
could not understand why one should worry oneself with serious theoretical discussions about
the past, present, or future. This optimism of his was severely tested again and again. He
had to fight against the indifference or disregard of the public, the brusque refusal from the
official institutions, and an often bitter poverty. But he was not alone in this battle; however
much his comrades may have differed in their ideas, they were united in their determination to
open up new paths for painting whatever the opposition. Out of this desire was born the idea
of arranging, at their own expense, an exhibition which should include for the first time works
by artists whg were pursuing new artistic aims. Thus, on April 15" 1874, an exhibition of
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pictures by Cézanne, Renoir, Degas, Guillaumin, Monet, Berthe Morisot, Pissarro, and Sisley,
was opened in Nadar’s, the photographer’s studio. Among other works, Renoir exhibited, his
«Box» and «Dances» It was an ironic touch of fate that this very exhibition should have
given a name to the whole movement. Monet exhibited a picture which he had painted in
Le Havre, called Impression, Soleil levant. — The critic Louis Leroy picked out the first word
for the title of his article in Charivari, Exposition des Impressionistes, and thus the group was named.
The venture turned out to be a scandal as well as a commercial failure. Renoir came in for
less calumny than the others owing to his « tamer » pictures. The rage of the public was vented
mainly on Ce’ez;mme and Monet. Phrases like « ludicrous collection of absurdities », and « painters
who have declared war on beauty » were used in the criticisms, and the story went round that
the Impressionists painted by filling a pistol with paint and then shooting blindly at the canvas.
There is a touch of tragi-comedy about the fact that hardly a hundred years later, a certain
section of the public, though surrounding itself with reproductions of Impressionist works, and
smiling disdainfully at the ignorance of the public of that time, uses similar foolish comparisons
about its own contemporary painting.

Discouraged for further communal undertakings by the failure of both this exhibition and
the auction in the Hotel Drouot in the following year, Renoir tried hard to secure more portrait
commis.sio;]s. The stubborn idealism of a Monet or Cézanne were foreign to him, He was
prepared to Cnmhromise, and paint the kind of works that his clients wanted. A story Ambroise
Vollard had from Renoir illustrates this point: « And the trouble 1 had to get the money, when-
ever | did by chance get a paid commission! I can remember the time, for example, when I
painted a portrait of a bootmaker’s wife, for a pair of boots. Every time 1 thought I had
finished and began to think hopéfully of my boots, an aunt, or daughter, or even a house-maid,
would come in: 'Don’t you think that my niece, my mother, the Mistress, has a much shorter
nose than that?’ 1 wanted my boots, and gave the shoemaker’'s wife a nose like Madame de
Pompadour’s. »

During the vears 1874-75 Renoir was given strong moral and financial support by the art
dealer Durand-Ruel, who, with courage and a sure instinct, gambled on the Impressionists by
buying their pictures for a long period without at first being able to sell any at all, by Caille-
botte, a well-to-do private person and ship’s engineer, who painted for pleasure and bought
pictures — mainly those «unsaleable » pictures of his friends, and by Choquet, a civil servant
who spent his not very large income on works by Cézanne and Renoir. In 1876 this circle
of patrons and friends was joined by Charpentier, the publisher of the journal « La Vie Mo-
derne », and later by the industrialist Paul Bérard. Among other things, Renoir received from
all of them, countless portrait commissions which saved him from the extremes of poverty. Many
of the portraits from this period are still painted with great caution, one can sense the trouble
that the painter took to achieve physical resemblance. Despite this, the portraits of young
Riviere, an avant-garde writer, and Choquet, the white-haired art-lover and collector, are extrem-
elv hvely,  Intelligence, sparkling esprit, and nervous sensibility play about the mouth and
eyes of Choquet; his hand is touching his chin, but only, it seems, for a moment, then it will
break into restless movement agam.  The muted colours, blue-white and greenish tones domi-
natmg. give the picture a certain solemnity: but above all one senses a fascinating discrepancy
between this man with his eloquent eyes and the impersonal, conventional background. The
brush technique in the « Portrait of Riviére », carried out in restless small commas and strokes,
is much hvelier.  The mteillectual courage, recklessness, and excitability of the voung writer are
reflected in every form and every colour.  Conventional taste also plavs a part here in the way
the head 1s turned nto profile position, wlich, in a certain sense, reduces the physiognomy to
a symbol, and in the green background. Agam the personality of the sitter seems to rebel
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Tue WasneErwoMEN 1912; 207 % 36”

Collection of Mr. and Mrs. Georges Friedland, Merion, Pennsylvania, U.S.A.
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A TeErRrACE IN CAGNES 1905
The Ishibashi Collection, Tokyo

Churcnu AT CaGNEs 1905

< 16" % 13", Collection of Durand-Ruel, Paris
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Daxce 1IN THE Town
1883; 71" X 36”
Collection of Durand-Ruel
Paris




DANCE AT BoOucGIivaL
1883; 717 X 36”
Museum of Fine Arts
Boston
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against the severity of the form. Such a refined form of painting, with its most subtle spiritual
values as can be found in these two pictures, particularly in that of Choquet, can, however,
no longer be described. The 18th century, with its unique art of portraiture, manifested bril-
liantly in the miniatures alone, is behind this picture. There have been, perhaps, more powerful
portraits, those of Dierer, El Greco, Rembrandt, and Goya, for example, where the person
represented casts a spell over the spectator, crushes him with the strength of his personality,
overwhelms or fascinates. But there can scarcely be another portrait painted with so little
pretentiousness as that of Choquet, whose goodness, intelligenee, and urbanity touch us afresh
every time we look at it.

Jeanne Samary, too, a young, very beautiful Pansian actress, who was a frequent visitor
to Renoir’s roomy studio in the rue St. Georges, sat for two pictures, a full-length and a half-
length portrait. Now the final step to a thorough-going lmpressionist technique is taken in the
portrait, as it has already been taken in landscape. The unmixed colours are applied thiekly,
blue and green in small strokes and points, irregularly placed on the décolleté dress; a couple
of dabs of colour represent the stones in the gold bracelet. 1In the upper half of the picture
the colours seem to be moving, the red of the background creates the impression of a boiling
liquid, on the right darker scraps are drawn into the vortex. This movement has also taken
possession of the coppery gold hair. Individual strands flicker outwards from the centre like
the protruberances of a fiery star, surrounding the face with an aura. Towards the middle the
forms and colours consolidate, the red of the mouth and the blue of the eyes are like a crys-
tallization of the turmoil of colours surrounding them. The colour strueture also calls for musical
comparisons. One is reminded of theme and varnations, of Wagner's Leitmotive. Indeed, such
comparisons have a certain validity, for Renoir was deeply interested in musie. Charles Gounod,
Renoir’'s music teacher, was the first to awaken the boy’s interest, and this interest was kept
alive in later life by his friendship with the musician Chabrier, and with Faure, the baritone
of the Paris Opera, and finally by his enthusiasm for Wagner’'s music, which was acclaimed
by the Impressionists mainly for the way it broke with traditional forms.

Here, too, as in the Choquet portrait, the personality 1s given a fagade in keeping
with eonventionalism; the pose and the full-face position with its uninhibited, coquettish gaze,
attributes of the actress, and a certain importunity of the ecolours, belong to the theatrical
world.

In these works Renoir takes his first steps in the dangerous career of the tashionable por-
traitist. The commissions secured for him by his patrons and friends poured in. Renoir was
en vogue. The publisher Charpentier, who commissioned portraits of his wife and children from
Renoir, introduced him, who had so far but rarely ventured into socially higher cirecles than
that of the small circle of his painter friends, to the world of the intellectuals in Paris. Zola,
Edmond de Goncourt, FFlaubert, Daudet, Maupassant, and Turgenjev were regular guests in
Madame Charpentier’s salon. It was inevitable that the sensitive painter should now also capture
this mondaine world in his pictures. A typical example of this is the family portrait Mme.
Charpentier and Her Children. The effect, with the formal pose of the woman and the two small
girls in the luxurious salon, is very eonventional and mondaine. The wonderful sheen of the
silky materials, and the charming faces of the children, however, give the picture the same artistie
quality as distinguishes the portrait of Samary, and which always lends his pictures a quality
of timelessness. The only really Impressionist feature of this family portrait is the still life in
the background: the table set with flowers, fruit, and glasses in front of the red wallpaper and
the colourful curtain; only here was Renoir's artistic temperament given full rein, and, just
as if he was once more invoking Delacroix, he sueceeded in combining splendour with sparkling
colour, as a contrast to the smooth beauty of the painted materials in the foreground.
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Washerwoman and Studies for a Portrait, 1890-95
Red Chalk. Collection of P. Rosenberg
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As he expected, this family portrait and
the portrait of Samary ensured his acceptance
into the Salon of 1879, if perhaps more by
reason of the famous subjects than of the artistic
qualities. But still, he did receive 1,000 francs
for the family portrait — a princely sum, if one
considers the fact that many painters 1 those
davs had to be content if they could get a
hundred francs for a picture.

Ever since the first Impressionist Exhibition
in Boulevard des Capucines and the unsuccessful
Vente Drouot, the Impressionists had had to
fight hard against the indifference of the public
and violent attacks in the press in order to
maintain not only their artistic, but also their
material existence. It was a battle of life and
death in the truest sense of the word. Sisley
died in utter poverty and despair, and Monet
attempted to commit suicide. In their extreme
distress the painters 1ormed into a close com- |
munity. They helped one another selflessly by
introducing one another to art dealers and
collectors. In 1873 Renoir was introduced by his
friends to Durand-Ruel, who immediately bought Ambroise Vollard, 1904; Lithograph
a few of his pictures, and through Degas he
met Duret, one of the few art critics who had already unconditionally declared for the Impress-
ionists. In Argenteuill Monet had made friends with Caillebotte, the owner of the neighbouring
estate, and immediately introduced Renoir to him. Soon Caillebotte included Renoir in his
friendship, and bought his pictures also. Renoir, for his part, had hardly been given a com-
mission by Choquet, when he took him to Pére Tanguv’'s paint shop, to show him Cézanne’s
pictures. Cézanne then took Choquet to Monet’s studio. It is known that even Manet hung
his friends’ pictures in his own studio when he was expecting a visit by a well-to-do collector.
On the other hand there were bitter fights within the group concerning who should be invited
to take part in the Impressionist Exhibition and who should not. In 1877, for the third Exhi-
bition of the group, all the lmpressionists were represented together for the last time: Cézanne,
Renoir, Degas, Monet, Morisot, Pissarro, Sisley; but from then on the group gradually disin-
tegrated. Renoir began to be given recognition by the Salon, and after 1877 only took part
once more in the Impressionist Exhibitions: in 1882. But by that time he no longer really
belonged; he had given up plein-airism, and his journey to Italy in the previous year had pre-
pared the way for a new phase in his work.

The five yvears before that, however, had brought forth the first great harvest. Some readers
have perhaps followed with a certain impatience Renoir’s cautious approach to the Impressionist
technique in the beginning. Already his Lise raised hopes that the liberation of colour was
imminent, and these hopes were fulfilled in a few pictures, among them the Regatta at Argenteuil;
at the same time, however, his development appeared to be retarded in the series of impressive
portraits, which to a certain extent represented his «official » production. 1t was only after
the year 1876 that all the works which we count among the masterpieces of Impressionism were
produced: The Swing (1876), Le Moulin de la Galette (1877), The First Evening Out (circa 1875),
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The Boating Party (1881). 1t 1s posstble
to select a whole series of masterpieces
from Renoir's works without including
a landscape something that would
be impossible with any of the other
Impressionists; for Renoir's optical sus-
ceptibility is directly dependent on people,
or, more precisely, on women and girls, and
the feminine element becomes stronger
and stronger in his later works.  The
two friends on the bench in the Moulin de
la Gallette are not only the formal,
but also the spiritual centre of the picture
And if one glances from there towards
the dancing couples, one’s eves come to
rest on the voung girl in the teft fore-
ground, gracefullv leaning against her
partner. Bright langhter seems to mix
with the sound of music drifting across
the scene, and the warm sunlight, casting
bright patches on the gav companv,
lends radiance to the Sunday dresses of
the women, their hair, and their faces.
The people created by Renoir are always
filled with a warm joyv of being: this
emotion forms a part of the tense expect-
ancy of the voung girl in the picture
T'he First Evening Out, and of the plavful
flirtatiousness of the companyv of rowers

The létes Champétres of the 1&th
centurv, with their dances, swings, and
picnics are recreated here in a ditferent
guse:; less refined, more bourgeois, more
robust, but full of urgency, and, through
the feasts of colour heightened to feasts
of life.

Cancelled Feasts was what Meer-
Graefe called Renoir's phase of develop-
ment  between 1851 and the turn of
the century, a very apt term which
justly characterizes what was happening
in Renoir’s painting at that time. His
contemporaries also had the same feeling
about it, thev were disappointed that the
splendid series of sensual and colourful
Impressionistic feasts, from Lise, La Mou-
lin de la Galette, Jeanne Samarv, to The
Boating Party had come to an end.

Girl with Basket

V1
i






257

SLEEPING BAIGNEUSE 1897; 327 °
Collection of O. Reinhart, Winterthur, Switzerland



Bartrine Wonien 1916; 157 % 19”, National Museum, Stockholm




BAIGNEUSE ON A Rock 1892; 327 % 25”, Collection of Durand-Ruel, Paris
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MEDITERRANEAN Frurrs, 1881; 20”7 X 26”
Art Institute, Chicago (Collection of Mr. and Mrs. Martin A. Rycrson)
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Wonian Tyine HEer Snoes, about 1918
207 % 227, Courtauld Institute of Art, London
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The Hat Trimmed with Flowers, 1897

65



Ingres became his new ideal. It was just as
if, after a ballet, the warm, colourful lights of
the performance were suddenly replaced by the
cold lights of the auditorium, and the spectators
did not hesitate to show their disappomntment.
The circle of Renoir enthusiasts was horrified,
his rich patrons turned away from him, and by the
Impressionists, for whom Ingres was on the same
level as Antichrist, he was treated as a deserter.

In the Portrait of Thérése Bérard, painted
in 1879, one can already sense a cooling-off
despite all the magic of the delicate glaze on the
face and clothes, a cooling-ott, however, which
increases the psyvchological depth of the por-
trait, and which, as one may well predicate
on the grounds of several other group portraits
of the Bérard family, is even completely consist-
ent with the spirit and character of the sitter.
Here we are again reminded of a painting on
enamel.  Delicate transitional tones link the softly
luminous areas, and the compact silhounette in

front of a neutral background classifies the work

as a conventional portrait. The Lady with Veil, Rhone and Saone
: g ,

too, differs, as fur as colour 1\ (~on(~c‘rm>d, from Red Chalk, 1910 Collection of Durand-Ruel, Paris
the works of previous vears.  The delicate pastel

shades hardly recall the past at all, and the

plane composition of the picture, the conspicuous emptiness of the night half, point rather to
Japanese influences, which indeed was rife evervwhere after the World Exhibition in Paris in
1867, with its Oriental pavillions. Bracquemond, Whistler, and Degas collected Japanese art
and Oriental bijoux and many of their works show Eastern influences, and Toulouse-Lautrec’s
posters of the nineties are unthinkable without Utemaro and Hokusai.  Renoir himself did not
like the subtle colour harmonies of the Japanese woodcuts, but that does not exclude the pos-
sibility that in his new uncertainty he borrowed his pastel shades from the Japanese. 1t would
be quite wrong to fix the date of the beginning of the crisis as early as this. If we had not
the visual evidence of his pictures of the following 20 years, we should probably have no misgiv-
ings, but the break did not come, in fact, before 1883, and was then much more radical. What,
however, is evident from the pictures of the vears 187g and 1880, is a basic change in Renoir's
relationship to lmpressionisin,

This change came after a journey to Italy, during which he visited Venice, Rome, Naples,
and Florence.  Although, while in Venice, he had absorbed and utilized the magic of Southern
colour, the colourfulness of that city on the lagoon and its irridescent atmosphere, during his
stays in Rome, Naples, and Florenee he only visited the muscums, enthused about Raphael,
and discovered the Pompeian frescoes for himself.  In his pictures from Venice, Gondola on the
Canale Grande and St. Mark’s Square, he once more pulled out all the stops: the surface shim-
mers with glorious colour, the brush seems to have been riotously flurried across the canvas, to
transform the town into a fantastic mirage. That was the last feast, exuberant, intoxicated,
and alreadv somewhat unreal. We no longer participate with all our senses as we did in The
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Boating Party, where our eyes could pleasurably flirt with each patch of colour. Here coloured
veils have interposed. The curtain is about to fall.

From Venice Renoir went on to Rome and studied Raphael’s frescoes; their beauty made
a deep impression on him. The old conflict of line versus colour, which Renoir, working with
his friends, had decided in favour of colour ten years before, began in him anew, and he pre-
pared himself to take on the heritage of Ingres, the great French master of the line: the heritage
which, with the Impressionists, he had up to now denied. Now he was able to draw upon
earlier experiences, his meeting, for example, with one of Ingres’ pictures, the portrait of a
woman which hung in the Louvre next to the « Jewish Wedding » by Delacroix, which he was
copying. Even at that time he sensed the clarity of the composition and the beauty of the line.
Ingres remained his secret, nnavowed love, until it finally became apparent under the influence
of the Raphael frescoes. The question of why this change took place calls for an answer. The
artist gave an answer to this question to Vollard, who recorded it in his biography of Renoir,
as follows: « I had followed Impressionism to the utmost limits, and was forced to come to the
conclusions that I could neither paint nor draw. [ had reached a dead-end ». Perhaps this
is the first place in Renoir's development where the word « genius » may be applied without
reservation. Remembering the late works of Pissarro and Monet in which the «limits of Im-
pressionism » are sometimes painfully obvious, one is deeply impressed by the power of a genius
which was able to guide the artist through difficult years of struggle and search, to new pas-
tures. Here, too, there are crescendoes and climaxes, but there is always a slow but steady
overall growth.

Thus there 1s no real break to be seen even after the ltalian journey. With the impression
of Raphael’s work fresh on his mind he painted while he was still in I[taly a Blonde Bather
whose gleaming, voluptuous body has the summarily painted sea as background. Here he naively
combines Ingres and Raphael and creates a being in whom the joie de vivre of the south is
coupled with the coolness of the north. But that is presumably the only nude that he painted
on the journey. Having returned to the South of France, he spent February 1882 recuperating
from the violence of the Italian light, in L'Estaque, where he met Cézanne, and a few landscapes
were produced in the mild climate of the Cote d’Azur. L’Estaque, in the Boston Museum, is
an example. Here Renoir draws upon his experiences of the seventies: blue-violet shadows on
the ground in the wood, bright touches of sun in the green-blue grass. Cézanne appears to have
had no influence on Renoir’s landscape painting at that time. There is none of the tectonic
severity, none of the articnlation in small rectangular patches of colour, already used by Cézanne
at that time in the composition of his pictures. A charming coastal landscape, perhaps a little
overcolourful on the whole, spreads itself out behind the framework of trees and branches in
the foreground: effective Mediterranean magic. One would be much more justified in discovering
(Cézanne's sponsorship in the still-life with the Mediterranean Fruits (1881). This picture is not
a piece of colourful, atmospheric gossamer, but a well-composed collection of 24 different fruits,
clearly distinguished from one another by their drawing and colour. And the colour already
has something of the dryness of Cézanne's pictures, and appears to have been applied with
rough brush-strokes. The picture is dated 1881, however, that is, earlier than the meeting. But
this question 1s, after all, unimportant, compared with the fact that here the form is consoli-
dating and the colours are being used again more objectively, and this-might just as well have
been bronght about by the impressions gathered in the museums in Italy as by the influence
of a contemporary’s painting.

Renoir brought another very important asset back with him from [Italy: enthusiasm for
fresco. How weary he must have been of lmpressionism, that his eyes were capable of being
opened to the beauty of Raphael’s frescoes and the grandness of his composition. The first
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results of his experiences in Rome were a few
pictures in large format from the year 1883, in
which he takes up again the beloved Impres-
sionist motif of dancing in the open air, but now
completely brought into line with his new con-
ception. Dance at Bougival: here we again have
the coffee-garden under shady trees, as in Moulin
de la Galette, the young snub-nosed thing at
the table, chatting with the cavaliers from The
Boating Party. 1n front of the lightly painted
background, however, is the statuesque figure
of Suzanne Valadon, a very popular model of
that day, pupil of Degas and later independ-
ent painter, and mother of Utrillo; next to her, 4 ¥
her dancing partner, for whom Edmond, Renoir’s '
brother, was the model. This work already
incorporates some mural elements.  The back-
ground, despite all the Impressionist speckledness,
1s so muted in colour that the dancing couple,
painted in large areas and with strong contours,
takes on great prominence. The aim at a deco-
rative effect, with the pyramidal structure rising
from the great width below up to the dancer’s
yvellow hat, should, however, not be mistaken.
The gir], Clinging to her r()ugh partner in the Coco Pdﬁlll)lg. Red Chalk; about 1906
waltz, is one of the most delightful of Renoir’s

creations, and one feels that the painter not only found it easy, but positively enjoved painting
her in such a large format. In a single stream of movement the lines sweep up from the swing-
ing skirt to the red scarf which in turn leads to the chin, from where the movement opens
into the roundness of the face. The man is much stiffer and clumsier; the contours are unwieldy,
and the dark blue of the jacket and trousers is dead and dry. It is significant that these first
symptoms of crisis in Renoir’s painting should appear in the male figure, but not vet in the
female, whose grace and charm still so fascinated the painter that he was once again uble to
overcome all his artistic scruples and uncertainty. And if there was anything that was also
later constantly to save Renoir from the crisis, 1t was the natural magical quality that he could
sense in women and children.

With Dance in the Town, although it was painted in the same vear, we have already reached
the dry period. The luminous quality has gone from the colours, the volatile, coloured veils
of his earlier pictures seem to have been driven off by a gust of cold air, and the forms are
sharply distinguished from one another as in the rarefied air of high mountains. The colours
are almost academically smooth, although there is a charming duet for blue and green.  Mural
ideas have a stronger effect in this picture, and the economical colouring of the large arcas 1s
again influenced by Japanese coloured woodcuts. This Eastern art, however, did not have a
lasting influence on Renoir; he only made use of it while he was in search of new creative
principles. His hero remained Ingres, whose influence, as The Umbrellas, painted in about 1883,
shows, had awakened Renoir’s interest in the formal qualities of things, and their plastic repre-
sentation in a three-dimensional setting. The comical shape of the umbrellas, with the formal
discord provided by the bent ribs and rounded surfaces on the one hand, and the pointedness
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Pencil Study for the Picture on Page 73. Rudolf Martin Collection, Calgary, Alberta, Canada

and sharp ridges of the edges on the other hand, proved such an attraction for Renoir that he
based the composition of the picture on it.  The spectator’s gaze is directed into the background,
and upwards through a lane of swaving domes, 1t then follows the upright figures downwards,
only to rise again.  Renoir successfully attempted to transfer the centre of gravity into the upper
quarter, and thus, as it were, to « hang » the picture from that point: a reversal of the normal
principle of composition, which places the basis of the picture in the lower half. Tt is still a
completely moot point whether Renoir arrived at this unusual solution by experimenting with
such abstract principles of composition. or whether the idea was simply suggested to him by
the particular shape of the umbrellas. In the following vear, however, he began work on a
picture whose complicated composition is the result of countless sketches, both of details and of
the composition as a whole: The Bathers (Grandes Baigneuses), Tyson collection - the artistic
and stylistic climax of the dry period. The picture has an ahmost programmatic character.
The Impressionist technique, which is still nsed for the two children in the right foreground in
the picture Umbrellas, plays nothing more than a very minor role in the landscape in the back-
ground of Girls Bathing in the collection of Caroll S. Tyson. The wonderful harmony of move-
ment of the four figures, however, is reminiscent of Classicist reliefs, and the many intersections
of the legs of the two sitting girls are so balanced that they give the impression of belonging
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GABRIELLE AND THE RENOIR CHILDREN, 1892-94
22" % 31", Collection of Bernheim Jeune, Paris
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GABRIELLE ADORNING HERSELE 19105 32147 % 2534 Private Collection, Geneva
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Jean Renorr, SEwinG. About 1900 227 X 18”7
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rather to a choreographic study than to a gay bathing party. With a wonderful open gesture
one of the girls draws space into the picture, and at the same time focuses the group into the
foreground. The very natural pose of the girl standing up to her waist in the water, lifting
up her hair with both hands, allows the picture to fade out towards the background on a weaker
accent. The. plastic shaping of the bodies, never stiff, never sculptural, is achieved by the
mother-of-pearl lustre given to the skin, which, even in the shadowed parts and in the creases,
never shows a trace of grey, preserving even there a delicate, lively luminescence. The picture may
betray the fact that Renoir took great pains over it, that the composition, and both the appli-

cation and combination of colours were the result of much-experiment — but it is nevertheless
completely free of tedium and pedantry. This work, on which Renoir presumably spent three
vears, was the fulfilment of the promise inherent in Dance in the Town — the consolidation of

form and line into a monumental gesture.

in his choice of theme, and even in some of the details of posture, Renoir was inspired
by a lead relief by Girardon in the Gardens of Versailles, a fact to which Meler-Graefe drew
attention; this point is actually of less importance for the understanding of this picture, than
for the whole of Renoir’s development. The mere realization that Renoir discovered lngres’
art while still emulating his antipode Delacroix, reduces the chasm between the Impressionist
and dry periods; still more does the fact that in turning to an earlier, antiquating ideal he once
again found contact with his past impressionist period, during which, after all, he had frequently
taken the compositions of the great masters as his inspiration. Ilorisoone (Renoir, Paris 1938)
devotes a whole chapter to Renoir’s relationship to tradition, pointing to, among other things,
the relationship of some of his pictures with pictures by Rubens, Titian, and Vermeer, and of
course to Watteau's Embarkation to Cythera and Boucher's Diana in the Bath, which Renoir had
admired even as a boy. This positive attitude towards tradition is completely consistent with
his remark, recorded by Vollard: « I was only myself when 1 could study in museums» Even
if it should not be taken literally, it is nevertheless no less than a reverent recognition of the
artistry of the Old Masters, who, unaffected by short-lived modern styles, always remained a
timeless and valuable example for him. This recognition also includes, in Renoir’s case, the
painting technique, which had once been thrown overboard in the general abandonment of tra-
dition by the lmpressionists. Because of his training, and experience in porcelain painting,
Renoir, in contrast to his friends, felt that he owed something to traditional craftsmanship;
for him, the durability of the canvas, its expert priming, the neat application of paint, and
careful experimenting to discover the percentage of oil most suitable for a paint, were an essen-
tial part of the quality of a picture. Albert André (Renoir, Paris 1919) collected remarks of
Renoir’s concerning his art, and they show that he was an artist who thought very conscientiously
about problems of craftsmanship. One of these remarks was: « [ prefer a kind of painting which
is fat and oily, and as smooth as possible. That is why I love oils so much. In order to
achieve the results I have always desired, 1 have tried every kind of technique... T have tried
painting with dots, in order to obtain better transition from one tone to the other; but this
technique results in a rough surface, and 1 don’t like that very much...» When a picture «is
painted with this pointillist technique, I am always tempted to strike my matches on it. Apart
from that, dust settles in the interstices and changes the tone values. A picture should be
able to survive all varnishes, all dirt, and all the maltreatment which time and restorers can
bring ».

This attitude of Renoir's towards the work of art — so foreign to the Impressionists —
is also based on his study of Cennini's Tract on Painting, which he came across in 1883, and
which he studjed particularly with regard to the technique of fresco painting and the old paint
recipes. This purely theoretical knowledge was aptly supplemented by his studies in Italy,



where he studied the technique of the frescoes
of the 15th century. Renoir ncw approaches
his work very earefully, he paints out, scrapes
the paint off, and begins again; he frequently
makes new sketches and traces them on to the
eanvas. He never thought mueh of the Impres-
stonist eonvietion that the genuine work of art
could only eome into being by a lightming-hke
reproduetion of the first impression.  But now
he becomes over-careful and even uneertain, so
that it is actually only at this time, that is
after the painting of the Bathing Girls 1 1886,
that one ean really speak of a crisis.  The
transition from the domination of eolour to the
domination of the line had taken place pain-
lessly: and without hiatus, whereas he found the
return to colour in the late eighties and the nine-
ties hard. Often he lacked the eourage to put
a single dab of colour on the eanvas, and even

felt 1t neeessarv to go to the neighbouring studio
of a fashionable painter fer advice.  One is shoek-
ed by the shrill, poster-like red and green of
La Cotffure of 1888. Parts of the canvas might
almost have been painted by a house-painter,

Woman at Her Toilet, 1916, Red Chalk

and the delicate pink of the seated girl's dress, a pink, delightful nuances of which so often
appear i his later works, where it adorns voluptuous female bodies, here has an unpleasant
obtrusiveness.  Despite all the transformation of form and ecolour, however, the female body
retains its natural grace even here. The somewhat coquettish turn of the head whieh does not
try to evade the earefully working hands, but nevertheless wants to be seen at its advantage
— en face — was caught by the eve of a painter who could not be distracted from nature
however engaged he was by problems of form and theory of art. Nevertheless there are pie-
tures which lack even these qualities, and in which the uneertainty is as shockingly obvious as
it is in the family portrait of 1896 (Merion, U.S.A) with the painter's wife, his two sons Jean
and Pierre, the nanny, Gabrietle, and a girl from the neighbourhood. The colours are dull,
the forms are doughy rather than soft. Sometimes it seems as it the eontours cannot contain
the heavy masses of colour, which spread and become bloated. The figures stand stiflv and
clumsily next to one another, and the composition lacks all spontancity. For the first time the
people in Renoir’s pictures are posing; even if they had done so in previous vears he had alwavs
been able to give them a natural composure and charm in the work of art: This creative power
seems to have failed him in some of the works he painted before the turn of the centurv. It
would be unfair to the artist to conceal these undeniable temporary lapses. To do that would
be to belittle the severity of the battle which he had to fight, and detract from the greatness
of his vietory over the erisis. Now and then there are happy moments when a work like Baig-
neuse on a Rock of 18g2 was produeed. The skin may no longer have the delicate freshness
of the early Impressionist nudes, nor the enamel-like glaze of the eighties, but light plavs a
ereative part in the shaping of the body, it has penetrated it and illuminates the breast and
arms from within, giving it the appearance of Parian marble under a Greek sky. The won-



Dancing Girl with Tambourine
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derful, artlessly coquettish gesture of the left hand, too, makes np for much that s unnatural
and artificial in these years, and shows that feminine beauty can still make the painter forget
all his scruples and open the way to naively great creations.

One of these great creations was a meadow landscape with two young girls in the fore-
ground, painted between 18go and 18g4.  With this picture Renoir had already taken a decisive
step away from his linear style, had opened form to colour again, and had apparently returned
to Impressionism; but only apparently, for the invaluable gains of the past vears were by no
means relinquished. The approximately 15 years older picture Woman with Puarasol in Boston,
from Renoir’s Impressionist period, with a similar motif, makes an enlightening comparison.  1n
a comparison of this kind we are not interested in differences in quality, but in the fact that
light and colour have a different meaning in each picture. In the earlier work the light comes
from an outside source, the sun, and despite all the freedom that Renoir allows himself in the
use of broad brush strokes, the illuminated and shadowed parts are quite distinct from one
another, — the large splashes of sun in the grass, and the play of light and shadow on the
woman's dress. Strong contrasts are achieved by the use of tones ranging from white to a dark,
almost black, green; and vet, how much poorer in light is this picture than the landscape with
the two girls: here it 1s unnecessary for an outside source of light to illuminate the scenery
and bring the colours to life, for even the darkest green in the trees and the reddish brown
of the hair is still as bright as if the pamt were luminescent. Renoir also no longer needs the
light-dark effects for the composition of a picture. On the basis of his experience during the
Ingres period he gives the picture a simple and firm structure: the upright trunks of the sitting
girls and the groups of trees on both sides are rhythmically balanced against one another. The
prominent figure in the foreground, which takes up a great deal of space, balances the cluster
of trees on the right, whereas the half-hidden bright figure of the girl in profile formally corres-
ponds to the delicate tree on the left of the picture. There is none of the fortuitousness, the
brusque overlappings, the excerptive quality of the Impressionists; but none of the smoothness
and austerity of form, and none of the uncertainty of the colouring of the period of crisis,
cither  The structure of the picture is retained, but it no longer gives the impression of being
dependent on a pencilled outline: It is simply there, without any conscious thought. It is
the result of 4 self-imposed hard asceticism, during which Renoir renounced colour to gain mastery
of form. Soon afterwards there was the dangerous period in which the newly acquired force
of form got out of control when he tried to fill it with colour again. Finally he overcame the
weakness. but only with the aid of his beloved motifs: girls bathing, or against a country back-
ground, or with children. The secret of this development can hardly be grasped rationally,
it s as though a memory of happy times, which had been overshadowed by hard, bitter vears,
had now been recaptured slowly under the influence of a simple melody from his vouth. Thus
there are scarcely any pictures of children by Renoir, even from the period of crisis, in which
be does not eftortlessly succeed in reproducing their apple-cheeked freshness and delicacy.  Renoir
covered many vards of canvas with the faces of children and young girls there are countless
portraits just of his sons Pierre and Jean, and later especially of Coco, whom he painted at
every 1maginable occupation.  These motifs accompany Renoir throughout his life.  There are
often several of them, lightly sketched, in one picture. It 1s as if he sought recreation in these
gentle exercises from the strain of his great compositions. Flower and fruit still-lifes play a
similar role. The chrysanthemums of 1g9oo make one forget all the past wrestling with theo-
retical problems. Red, in all its many nuances, surges across the picture, mixes with green and
white to form a wild maelstrom of colour which seems about to swirl out of the frame. A
song of praise to nature, her riches, beauty, and fertility. And these three things remain Renoir's
main themes until the day of his death.



Renoir’s outward life developed particularly successfully from 1886-1900: the very vears of
his artistic crisis.  Nearly every winter he was able to spend a few years in the South of France.
He hated the winter, and painted only one winter picture; he once called snow «nature’s scab ».
In the summer he returned to Paris with his wife and children and the nanny Gabrielle.  There
are countless pictures of Gabrielle, who was his model for many years: after bathing, combing
her hair, with his children, in country clothes, reading. The picture Gabrielle with the Rose in
the Louvre shows her coarse beauty. Here he has hung a blouse loosely around her, whom he
had so often represented in the nude, in order to contrast the lustre of her skin with the dull
white of the material. Once Renoir had found a model whose skin satisfied his artistic ideals,
he did not like to part with her again. Thus Gabrielle stayed for many years in his household.
The brother of the collector Caillebotte, who was a frequent guest of Renoir’s, once said after
a dinner: « Extraordinary, 1 never get a fish soup at home like the one I get at the Renoirs’...
And vet I have a proper cook... The only thing that is expected of a cook at Renoir’s that
she should have a skin that looks well in the light...»

Now Renoir also had considerable success with the public, especially as a result of his
exhibition at Durand-Ruel’s in 1892; in the same year he was even able to record his first
sale of a picture to the State.  When, however, in 1894, as executor of his dead friend Caille-
botte, he offered Caillebotte’s collection of Impressionist painting to the State, he was to meet
with only reluctant, and partial acceptance. And that collection included masterpieces by Degas,
Manet, and Cézanne. Henri Roujon, the then Director of the Academy, accepted only a few
pictures by Degas and Manet, and only one of Renoir’s, Moulin de la Galette, Cézanne he rejected
completely.  However, Renoir no longer needed to worry about the recognition of his own art,
especially after his second successful exhibition at Durand-Ruel's in 1896, He was 55 years old,
could look back on great achievements, and feel the power and passion to strive for new goals
ever increasing within him.  He lived happily in the circle of his family; and now that he was
assured of financial security by the regular sale of his works, he was able to buy a house near
Essoyes not far from Paris.

There he suddenly suffered a heavy attack of rheumatism m 1898, but was able to fight
1t oft by taking the waters at Aix-les-Bains. In the following vears, however, his illness became
worse, travelling became painful, and he was finally confined to an invahd’s chair. The llness,
no doubt a kind of rheumatism of the joints, affected his whole body, he grew thin, his face
became emaciated.  Finally fate delivered him a last, terrible blow, i that the disease crippled
his hands.  This misfortune afiected both the man and the artist equally — and both emerged
from the trial with superhuman greatness. Vollard records how Renoir, during the time when
his illness was already very advanced, considered himself lucky, and overcame the difficulties
and pain with a humour that put everybody else to shame. The man mastered this life with
humour. the artist with his art

His works become more and more sure, one might almost sav classical.  The Church at
Cagnes of 1905 green, vellow ochre, and blue, and a few vertical lines which offset the oblique
lines of the roof, are the components of the picture.  There is no longer any complicated direct-
mg of the gaze. From left and right the eve is led to the front of the church and then up-
wards, following the giant cvpresses.  The people in the chureh square have apparently been
only summarily painted in, and vet the few dabs of colonr suffice to characterize every single
person even to their clothes.  Renoir also achieved classical greatness in his still-lifes which,
however, were never cool or anstere. One only has to look at the few strokes of the brush
which sufficed for the underside of the saucer in Still-Life with Cup (1905) and compare this
with Mediterranean Fruits of 1881, which then suddenly appear rather ostentatious.  The under-
side of the saucer’s edge alone has more artistic qualities than all the colourful fruits together.
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Drinking Child; Red, Black, and White Chalk 20" < 24" Collection of Harry A. Woodruff, New York
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The surface of the table 1s reflected, and so is the green of the plant on the right, and only
an occasional gleam of the porcelain’s own colours, blue and white, shows through. Everything
is simpler, quieter, and at the same time richer. It is a deeply moving experience if, when
looking at Renoir’s late pictures, one suddenly recalls the fact that at the time when he trans-
ferred these paradisiac visions onto canvas he was already suffering so much from his illness
that he could no longer grasp the brush properly, but had to slide it between his crippled
fingers. Two self-portraits from the vear 1910 show the physically broken man with his wasted
face overwhelming confessions of a man tortured by all the pains of age, but unwaveringly
working on and remaining true to his vocation throughout agonizing days and years until the end.

It was in this badly handicapped condition that he painted his most mature works in Cag-
nes, where he lived towards the end of his life on his small estate Les Collelles. Once again
it becomes clear how smoothly his creative development progressed. It is as though the genius
of his art had postponed this trial until it was incapable of damaging his creative powers. [t
came at a time when he no longer needed direct contact with nature. Saturated with every-
thing which his eves could absorb he had long since considered painting in the open air unnec-
essary, even troublesome, because the direct sunlight affected too strongly the degrees of bright-
ness on palette and canvas. Pure landscapes had gradually disappeared from his painting,
and he now almost entirely restricted himself to representing the nude female body. He never
painted without a model that he had learned from Diaz but he scarcely looked at her
any longer; the visions appeared before his inner eye, and found their way onto the canvas.

The works of the last ten vears, up to his peaceful death on 3rd December 1919, at the
age of 78, are completely devoid of weight, are no longer earthbound. They seem to be visions
from another, sun-bright world: playful, nude girls in a rural setting, or on the banks of a river,
and Bathing Girls in endless variety. His palette, which, after the «dry» period with its cobalt

blue and its earthy colours, had at first appeared to have become richer — it then included
madder lake, cinnabar, brownish red, vellow ochre, Naples vellow, chrome green, green earth,
Cobalt blue, ivory, black, and white — is now limited to a few colours only — cinnabar, ochre,

Naples vellow, black, and some white. With these colours, however, he created works which
no longer prompt the question of how they were « made», or pose problems of technique and
style; one recognizes these pictures, in which contours of people and environment are blurred
and everything is joined in a concord of colour, as manifestations of a pantheistic philosophy.
It is after all completely unimportant that the picture from 1913 in the Rosenberg collection
should be called The Washerwomen. For it is after all not the occupations — the washing,
rinsing, and wringing -, however explicitly they may be described, which fascinated the painter,
but the colourful, lively scene on both sides of the stream. Here we once more have the Rococo
pastoral scene as an iconographic basis.  With only a slight alteration of the attributes we
should have here a gay open-air party; a bathing party by the water, on the left bank two
women dancing, in the right foreground a mother with her child, picnicking. And even the
stone carvatid, invariably to be found in the backgound of an 18th century féte galante is
here, in the shape of a washerwoman, balancing her basket on her head with nonchalant grace.
If the jov of living is heightened here by an occupation, by movement, in other pictures it is
deepened by the feeling of stillness, by the consonance with nature in which the figures find
themselves: Two Women with a Young Girl in a Landscape (Melet-Lauvin collection). This
consonance 1s not the result of a romantic, prodigal abandonment of oneself to nature as to
something different and alien.  These female figures have their roots in the soil, are themselves
nature, and have the natural beauty of everything that grows. The nude female figures m
Renoir’s late pictures, also, whether they are 1n a forest setting, by lakes or rivers, like the
Bathing Women (National Gallery, Stockholm), or in a room like the Odalisque (Private Collec-
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tion, Paris) have this same naturalness. Thev are not undressed, for these natural bodies
.appear never to have known clothes. Their nudity 1s their natural clothing, as the fur is to
the animal, the bark to the tree. Even there, where the erotic element might be present

i the partly exposed, voluptuouns shoulder and neck of the Woman, Tving her Shoes (1618
one of Renoir's last works, it is nevertheless just as remote as it would be in a landscape
But his women and girls are, however, alwayvs blooming, lively creatures, possessing all the
beauties of this world. it is true, though, that thev do not enjov hfe’s pleasures on this earth,
but 1 the lustrous regions of « paradisiacal nnocence — or, i plain words in the paintings
of Renoir.

Renoir worked hard  throughout his life, and now that he was econtined to an mvalid’s
chair he worked harder than ever; he had been thrifty with time in order to be able to
create the great number of his masterpieces. He even at one time, when he was given  hope
of curing his illness, refused to do so for the sake of his art ~ Vollard tells of Renoir’s meeting
with the famous doctor, Henri Gautiez: « As a result of Doctor Gautiez’ treatment Renoir
succeeded in taking a few steps without assistance. And when the doctor told him that with
daily exercises and by the utmost concentration of his will-power.. 'But’, interrupted the
painter, ‘and my painting?’ — And Renoir sat down in his chair once more, never to leave 1t again ».
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BIOGRAPHICAL DATA

Born on 25th February mto the poor and large family of a tailor m Limoges

Family moves to Paris (Rue d'Argenteail).

Attends the Ecole Commune:; the teacher of singing, Charles Gounod, awakens lus mnterest
music.

Apprentice 1n a porcelain factory; later he paints fans and curtains.  Frequent visits to the Louvre,
Enters the Ecole des Beaux-Arts, and, with Monet, Sisley, and Bazille attends Gleyre's studio,
Leaves Gleyre's studio, studies in the Louvre with IFantin-Latour

Meets Diaz while painting in the Fontaineblean woods.  Exhibits his academic picture - La Esme-
ralda » in the Salon, later destrovs it.

Paints with Sisley and Marlotte. Exhibits two pictures in the Salon.

Paints « Le Cabaret de la Mére Anthonv» (Stockholm) at Marlotte.  Rejected by the salon,
despite Corot’s and Daubigny’s support.

In the spring paints with Monet in Pans. \Works 1n Basille’s studio.

« Dlana Hunting » rejected by the Salon.

« Lise » accepted by the Salon and favourably received by Thoré-Buerger, the eritie. Paints a
ceiling in Prince Bibesco's villa.

Paints the same themes as Monet in Bougival: Canotiers, La Grenouilhere.  With his model
Lise at Ville d'Avray.

« La Baignense » and « Femme d'Alger » accepted by the Salon. A Houssave writes enthnsastie
notices.  Called up to serve in the roth Light Cavalry Regiment at Bordeaux. Portraits of his
captain, Darras, and Ins wife.

Return to Paris during the Commune. [Excursions to Louvecienne and Bougival.

Studio 1 Rue Notre-Dame-des-Champs.  Visits to Monet in Argenteml.  Paints « Le Onat Mala-
quai» and « Le Pont-Nenf », and others, in Paris. s introduced to Duret by Degas.

Mects Durand Ruel who from now on sells Renoir's pictures.  Fits out a large studio m Rue
Saint-Georges.

Exhibits 7 pictures in the I[mpressiomst Exhibition at Nadar's. PFriendship with Caillebotte.
Death of his father.

Unsuccessful auction in the Hotel Drouot (pictures by Renoir, Monet, Sisley, and Berthe Morisot).
Meets Choquet.

Exhibits 15 pictures in the 2nd Impressionist Exhibition.  Studio in Rue Cortot, Montmartre.
Paints « The Swing » and « Le Moulin de la Galette ».  Beginning of his friendship with the Char-
pentiers, the Daudet family, and Jeanne Samary.

Exhibits 22 pictures in the 3rd Impressionist Exhibition.  Portrait of Jeanne Samary.

Stays at Pourville near Dieppe.  Paints the large portrait « Mme Charpentier and her Clildren »
(Metropolitan Museum).

Great success of the picture « Mme Charpentier » i the Salon.  Exhibition in the rooms of the
magazine « La Vie Moderne ».  Makes friends with Paul Bérard, who often mvites him to War-
gemont, his estate near Berneval (Normandy). Drawings for « La Vie Moderne ».

Growing doubts about his own painting. Begins « The Boating Party».  Studio i Rue de
Norvins.  Summer at Berneval.

In spring journey to Algiers, in July to Wargemont, in automn to Italy to see Raphael's works
Enthusiastic about Venice; visits the museums in Rome and Florence; very impressed by the
Pompeian frescoes.

Portrait of Richard Wagner (Louvre) in Palermo. Exhibits 25 pictures in the 7th Inipressionist
Exhibition.
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With Monet i Marseille and Genoa  Visits Cézanne m L'Estaque. Pamts « The Danee » (model
s. Valadon) at Guernesey.
Paints in Paris and La Rochelle.  In search of a new stvle he gives up Impressionism.
Birth of his son Pierre.  Sketches for « Les Grandes Baignenses », Stays at Wargemont and, with
(ézanne, at La Roche-Guyon. ‘
Takes part in the Fmpressionist [xhibition (organised by Durand-Ruel) in New York, in the
Exhibition of the XX in Brussels, and in the « Exposition Internationale » at Georges Petit's.
Stays at Cézanne's at Jas de Bouffan and, during the winter, at Martignes.
At Cézanne's at Montbriand near Aix.
Studio i Boulevard de Chehy. Exhibits tor the last time in the Salon.  Visits Berthe Morisot
at Mdczy.
Travels to Tamaris with Teodor de Wyzews. Short trip to Spain.
First sale of a picture to the State.  With Gallimard to Spain. Stays at Pont-Avon.  Wall-
paintings for Durand-Ruel.  Gangnat buys his first Renoir pictures.
Birth of Jean (second son).  Winter at Beaulicu, summer at Pont-Avan.  The nanny, Gabrielle,
becomes his favourite model.
Death of Caillebotte, who leaves his collection to the State.  Renoir 1s made executor.  Studio in
Rue Tourlaque.
Stays in Provence.  Travels to London and Holland.
Exhibition at Durand-Ruel's.  Travels to Bayrenth.
Through Renoir's efforts Caillebotte’s collection is accepted by the musenms (the eollection includes
6 Renoirs).  Stays at Berneval.
Buys a house at Essoves as summer residence.
His health deteriorates.  Rheumatismi compels him to spend the winter in the sonth (Cagnes).
Stays at Grasse, Saint-Laurent-les-Bains, and Louveciennes.  Is made Chevalier de la Légion
d"Honneur.
Birth of Claude (« Coco ), the third son.  Takes the waters at Aix-les-Bains.
Settles in Le Cannet.
Spends the winter at Le Cannet, the summer at Essoyes.  Rents « Le Collettes » near Cagnes.
New attacks of rheumatism.  Takes the waters at Bourbonne-les-Bains.  Successtul retrospective
exhibition n the Autumn Salon.

Rheumatism aggravated by complications.
Improvement in health enables him to travel to Munich to Thurneyssen.
Buys a car for the regular journeys between Essoyes, Paris, and Cagnes.
Paralysis of the arms and legs. Presentation of the « Croix d’Officier ».
Large exhibition at Bernheim’s.
Outbreak of war, Pierre and Jean wounded. Death of his wife.
Visit to the Louvre after spending the summer at Essoyes. Dies on 3rd December at Cagnes,
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