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Le musée Marmottan Monet, propriété de I’Académie des beaux-arts, est le dépositaire du premier fonds mondial
d’ceuvres de Claude Monet. La diffusion de ses collections contribue, depuis de nombreuses années, au rayonnement
de l'artiste et de ce haut lieu de I'impressionnisme dans le monde.

Dans cet esprit de coopération internationale, le musée Marmottan Monet présentait en 2014, en association avec
Shanghai TIX-Media Co. Ltd., la premiere exposition monographique dédiée a Claude Monet jamais organisée en Chine.
L’événement, placé sous I'égide de I’Ambassade de France en Chine, célébrait alors le cinquantieme anniversaire de
|'établissement des relations diplomatiques entre les deux pays. Avec pres de 400 000 visiteurs, il recevait un accueil sans
précédant, confirmant I'engouement du public chinois pour I'art et la culture frangaise.

Depuis, la collaboration entre le musée Marmottan Monet, Shanghai TIX-Media, soutenue par I’Ambassade de France
en Chine et le Consulat Général de France a Shanghai, n’a jamais été interrompue. La crise sanitaire du Covid-19 I'a
méme renforcée. Contraint de reporter en mars 2021 une exposition inédite de ses chefs-d’ceuvre initialement prévue du
12 mars au 12 juillet 2020 a Shanghai, le musée Marmottan Monet a souhaité, nonobstant les difficultés auxquelles nous
faisons collectivement face, maintenir les liens avec ses partenaires. Ainsi, un projet a été congu durant le confinement.
L’exposition envisagée célebre notre patrimoine de méme qu’elle s’inscrit dans un prisme plus large et résolument
actuel, en portant I'espoir d’un renouveau que symbolise la présentation d’lmpression, soleil levant de Claude Monet
pour la premiere fois en Chine.

’ceuvre fondatrice de I'impressionnisme est le point focal de I’exposition d’ou irradie une importante sélection de
peintures composées par deux artistes contemporains frangais : Vicky Colombet et Gérard Fromanger. Ouvrant et
cléturant le parcours du visiteur, ces peintres regardent la toile de leur prédécesseur a travers le prisme de leur sensibilité
et ancrent, par leur point de vue singulier, cette manifestation dans le présent.

Nous remercions chaleureusement tous ceux qui ont concouru a la réalisation de cette manifestation en particulier : Son
Excellence Laurent Bili, Ambassadeur de France en Chine, Benoit Guidée, Consul Général de France a Shanghai,
Myriam Kryger, attachée culturelle a Shanghai sans qui rien n’aurait été possible. Nos remerciements vont tout autant au
directeur de Shanghai TIX-Media, Xie DingWei, aux membres de son équipe ainsi qu’a la scénographe Margo Renisio
dont I'engagement total a permis a cette exposition d’exception de voir le jour.

Patrick de Carolis
Membre de I'Institut
Directeur du Musée Marmottan Monet
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« Sud du fleuve splendeur des paysages que j'ai connus par le passe, Au lever du soleil sur le fleuve le rouge des fleurs
luisait plus que le feu, Quand venait le printemps sur le fleuve le vert devenait comme bleu ». Les couleurs et la texture
du chef d’ceuvre de Claude Monet Impression, Soleil Levant, tout comme ces vers de Bai Juyi, célebre poete de la
Dynastie des Tang, sont une ode a la nature. C’est a travers les créations des hommes de lettres ou des artistes que
nous pénétrons et admirons la nature. Bien qu’ayant vécu aux deux extrémités du continent eurasiatique et séparés d’un
millénaire, Bai Juyi et Claude Monet ont chacun avec leur propre langage artistique choisi de représenter la beauté du

commencement a travers le theme du soleil levant.

’exposition indépendante d’avril 1874 fut initiée par Claude Monet et présentée dans les studios du photographe Nadar
Boulevard des Capucines. Elle rassemblait les ceuvres d’artistes encore méconnus qui se distinguaient des normes
esthétiques de leur temps, devenant pour cette raison la cible de virulentes critiques et de nombreuses moqueries.
Parmi eux, Degas, Pissarro, Cézanne, Renoir, Moriso, Sisley et d’autres encore.

Cette exposition, qui provoqua un véritable scandale, marqua les débuts du mouvement impressionniste. Ces ceuvres,
d’abord considérées comme « déviantes » et révolutionnaires, s’'imposerent au fil du temps et Impression, soleil levant
devint la plus emblématique d’entre-elles.

Un matin brumeux dans le port du Havre, un soleil rougeoyant qui apparait a I’horizon, un mauve mystérieux et un
orangé caressant qui envahissent le ciel et la mer, les rides bleu cobalt et vert profond a la surface de I'eau qui ondule
au passage des bateaux, tous les éléments de cette composition constituent une rupture avec I'académisme picturale
sévissant depuis des siecles. Sous le pinceau de Monet qui fait surgir les évolutions de la lumiere et des couleur au coeur
de la nature qu'il observe, ni contours précis, ni couleurs affirmées, ni sujets religieux ou historiques, ni familles royales
ou aristocratiques.

La crise sanitaire de la Covid 19 a affecté I'ensemble de la planete et la vie quotidienne de nombreuses populations tout
au long de 'année 2020. La Chine est le premier pays a avoir maitrisé I’épidémie et connu un retour a la normale, grace
a un important effort collectif. Dans ce contexte, Shanghai Xinhua Distribution Group et Tix Media, en collaboration avec
le Musée Marmottan Monet a Paris et grace a la coordination et au soutien de ’Ambassade de France en Chine et du
Consulat général de France a Shanghai, I’'exposition Impression Soleil Levant a pu étre montée et présentée pour la
premiére fois en Chine. Cette exposition incarne notre engagement a promouvoir des échanges artistiques d’envergure
et notre volonté de devenir un hub artistique et culturel de tout premier plan. La culture est une lumiére qui finira par
disperser la brume matinale et illuminer I'avenir

Li Shuang
Secrétaire adjointe du Comité du Parti et Présidente du Groupe de Distribution XinHua
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Impression, soleil levant a Shanghai est une exposition exceptionnelle congue dans le contexte inédit de la crise du
Covid 19 qui a ébranlé la planete.

Cette ceuvre, qui fit en son temps scandale en raison de sa liberté de création, a donné son nom au mouvement
impressionniste. Le génie de cette audace initiale fut par la suite reconnu et Impression, soleil levant fut érigé au rang de
chef d’ceuvre universel.

Le souhait exprimé dans le plan d’action pour les relations bilatérales entre la France et la Chine signé lors de la visite du
Président de la république Francgaise en Chine en novembre 2019 de développement de coopérations culturelles entre
nos deux pays trouve ici une tres belle concrétisation. Partager avec le public chinois I'une des toiles les plus célebres
du monde, symbole de I'entrée dans la modernité artistique occidentale et qui, en raison de son importance ne voyage
que pour des raisons exceptionnelles, constitue un geste fort de diffusion du patrimoine artistique mondial et incarne,
par la méme, la vitalité de la relation culturelle franco-chinoise, qui ne cesse d’innover en menant des projets ambitieux
et bien souvent pionniers.

Cette exposition est le résultat du partenariat particulierement fécond entre le Musée Marmottan Monet et la société Tix
Media. Six ans aprés avoir organisé, a I'occasion du cinquantenaire des relations diplomatique franco-chinoises, la toute
premiere exposition monographique de Monet jamais présentée en Chine, le musée Marmottan Monet et Tix Media
créent une nouvelle fois I'évenement avec Impression, soleil levant.

Je remercie vivement Monsieur Laurent Petitgirard, secrétaire perpétuel de I’Académie des beaux-arts, propriétaire du
Musée Marmottan Monet, et Monsieur Patrick de Carolis, directeur du Musée, sans lesquels le soleil de Monet n’aurait
pu irradier les rives mythiques du fleuve Huangpu. Je tiens a saluer la qualité et le dynamisme de la relation qui s’est
nouée entre le Musée Marmottan Monet et son partenaire chinois Tix Media, grace a I'implication de son directeur M. Xie
Dingwei et de Mme Marianne Mathieu, directrice scientifique du musée Marmottan Monet et commissaire de I’exposition.

Quittant son écrin parisien pour étre présenté dans celui du Bund One Art Museum, nouvelle institution récemment
ouverte par Tix Media et Xinhua Distribution Group qui promettent une programmation remarquable, le soleil le plus
célebre du monde se leve aujourd’hui @ Shanghai. Puisse cette exposition apporter la lumiere de I'espoir et du renouveau
apres la tourmente dans laquelle I'épidémie de Covid 19 a plongé la planéte.

Laurent Bili
Ambassadeur de France en Chine
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P—UREZRUBESHAENERPENER. $E
EEEERSARMRE, 58

‘HREIREIRSK, STEHa—ENAEREE
o, 7

‘W BBXA, BEEXAN! 7 BEISSERS
BAlE: “XENRMTARE? EERRFMH. 7

“(BdL - mg) .

IR, —RIRE. RBXAR, BAXBILS
KKRZ, XEEE—EFNRXMER -~ S48
B, Z4BUMNEE —IEERNTRELRXIES
BES! 7

PERBSEMNTER M NXIE, ARTEHEXR - £
R (Emile Cardon) S&4RAIIA; MBATER “1X—
HRRIK - - EAEBIE T &%, MRE%E, Ay

BRI —MES A — RN, FIRIREIEE

STEE T XIBABOVERIN" .

MEROBZERFEX M EENSE, FRTFE
PIRIE X . $IERMESHITFARIXOEK, KR - <
#BRIE (Jules Castagnary ) FiEECHIEREERY
XEFERRERR, AEEHT—HPISEIREZRIAH
Ao fb5@E: “HENEREXLEREALSENR, £
NP EBTI RIS, XMBERREROFR
KEKEE, MILEFEMABAING ., ENS—BEIEH
EE TR, BRAVESEISTMN -~ ~ NR—EERF—MI
REEBHESMA), BBATLENEXFE—NE: BRIRE
Ko XLERZFILUEIRANSRIKR, SEAMBIIBENRE
MG, MENEEAS EREN-E ., EXEERBE,
EEREFERIRIXMNE: EREFME, ExELERNH
ERERARMBENYE, meEB®HENS.,

FRERREBRAMNAKRE T BCHNEF. B
SIRFRULHEE
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nEE, 4E#H - HERS

AL - fI%75 (Marianne Alphant)
ER. BFR

18722 XRN—NER, EEIUFHR—EHRIERY
B0, 25 - BEREMEINEHTD L7 FHERIRM.
fEEOGEER, BReEMESEEN, tAER
&, EAKEBEFSMTBRELL, ESRENEE
iz, REIMNSRBENEETE, IS CEET
*k; XRERMBR, BEMEENRE. NXBEEE
=, REEMRKE, BFFKEZLE. MXKESET
BigBN=02 ", 7KXZ[8, SibFLBERAIbIT,
fate. MENL MERETREeEBTEREN, ¥
LIXS . REREBRESMERETHE, BTREPRK.
BIRENESEIN FE#MKE EE2UWEREENE
Fo BERE. BB,

R, MMEGRE LTS, MERHTHREAIER.
RARNERELEXE. BRENEBREBNPREH
—BNBRFRIR AR, —PREMT, —DIIIEE,
FEEAMEITRS, AR/ BREIEeRELE E/IME.
IRE R — R EIRAE R, EARREIZZ AT
N—RIRERIBIR, BBEHE=F/ME,

FlE. BEMERN—RIIREXTNE LN
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TEEX—ERE. KREEBRL. HEENERIKE
RETERIBY. BEMS T RN GEKADBERE
B, HHARIIKIA, RITK, HERMIENIINE
KIEREEE KRR, HHRE—RRXBREML, EQ
B, XER (B - %) .

20195 —X, EBHAANTHEHCLETE S
i), #EH - BN (Vicky Colombet) TEIHI T/EZE
BMESRERFHENAINE . BNREREEE
TR ES T ARIZEAM IR, FEIRB IR
Auib7s RUEITENER, HibhAHigEIANE,
XHTLUSE—MRRE, KISHENRERNRESR
EESHRNAR, ELEFELRTNEESSNR
AT, HREREESEH. RENTE, #ERE
BEBNXE; BIERRECATFE, BEREND
2, NS REENE, BREERINEIhEY,
BTENRESKENEFE, MBIEARNEARRE
EEHE. IR, BEEBEMEEIT ., NRER—Hm
7, wEERENBAGH., B, BR. AWSE. K
&, B8, —IEMEREREEKIKEINELZ F.
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EXiERA (1R ) FUHBEE, KFHIXIEREN
FEOEEEMERE, ANKERTE, ZNERE
ZpUFER. BE, SRRRREERENTR. HHER
EMEMNLTRAR, —ERaTE, D AEER
MANERD, MEEEEKIBEAAR, MIOE THERE
SHNARR, WMEKELE—MVEFRERE, XERINBIE
APRFiE, EFRERRETH—RLAH, SEEHLH
REBHERNTH., MEEAX—SKIRMICIZ. 2
AFEEREEFNAEMECRESE—E, AEEN
TR RINBPAICEIR o

R, (B4 - Bx) M (BR) , MiBERER
[E. BIBEFHEWET, ERNXIEEAE, FII4E7T
ENSIRANTE. MEACIILES, AMIAErelEdiz
RRRE. BRIANMEFAME? BR2N—X? XIEE
TELERGFMERIN (B% - 01R) , BAEPHISR
REEERERER? AMIALESE TETFHRIT R
El. S&icx. $iyRBENZR. EEEREXEE

‘B - IR ERRSFME, JUBEWSFEINTIA
EaEN: ST SN NN e EEE S e (SRR DRI )
[BEERLAFAS: 1872118 13HEE1873F1825H. X
FRUAFFAPERRE, WESKIVAERMIE, EfhE
BIEfBRAE T — MR, R TEERESD.

m(1BH) BIEIE, —FEMBEESERHTY
&, RIIRESIREMRIEED, BMEEARIZETAYR
IR MEGRYCRBR T EXLKRIR S TR, B
XIEAZREES, SESRFEENREGEHET
HangiEEkts.,

4 - HEIUSHIERENZEARK., W1953F4
TER, wHRKFELKE—RHR, FEFEECH
TIVEREIER. BRELMFREZIBEHZ,
MEERREG T F, HmIRFEMER IE, &
EAPEAICUIERRI T, 20HEE60FMN, TINENFFER
Rrid: fEH - BENSS 5 TETRUEH. i
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S ORRERBEIZ Y (FRNENE) 24&, F
fE3EE - B4R (Delphine Seyrig) « A% - 4=
(loanna Wieder) . ®F7R - BFREIEH (Carole
Roussopoulos ) . ERHFHHE - Z{+1& ( Christiane
Rochefort) AR, RERENEWIFTBE}. B2
BFEASE. 35 BR. SN MiXE,

Bk, #H - BESFMEITERRZH - BXR
(Henri Dimier) , FHEECH—Y/MERESREME.

XX LA ERRRGHE, ERriEEhEANBSHT
1EZE, EE, ¥ 7T EICIEE, FRIRF<TER
Bk BRI 7T EREREEKRF R, SHET
WK, ARER—ERREEREFNeX. twhlttk
W7, FREMA—ZEARRK,

g3 - RENSRHNRES, TLIEHSIm
W, BRHR, BEHENSEFRLURINEEES
xR, FEARNFE, ARTHFNSE. FENEAR
FIRSHBE OB, FEGEEBNEHEIIME
FIXFEE, AEMERCEZBEET=F., BERIT
TNAR, FRIENEERIEZE.

IFSSHERSFE =R, BARBET
—lEEEELIKNER S . FELPKRERIWLE
Fith, [RfEE— S ARNERNNE, BEBIMEE
NiER, BEREIHD, BRE. BEZNREFA
MIERENEE. BFHAKERTg, BERER
SWAMEFN, FrREFLUFNSFERER. ©5
—%i0], BAFEZEEAR (la Salindrenque )

BREEFRIEL] AL, SERKINEE, KX
LENZZEXESH), WFRERRIVKE, NERE
Mbebs, HIRBEEENMEE - BIENESREIXER, &
L TMRXBERRICIZI . [ESH, BfE - B
EISNIEDR, BeEl “SXLE” , BRELY
TEMFSEFHETHIL 2057 . tRENERTHSR,
BHCEREIEEAEKRT. BXEE. BLEARIHEEM

B MizfERER. EiEek. Bt AmBITMARS
S, REREKRSEER? ATATERFES? &
EHFBETER, BRETKFEE. RIBNHE, EHEMNM
B LR, X, EIRRET.

SKRIEHE - HENIFRIR. “BREBILARIIR
BAEFE, RERNTEREFEFR. 7 RTIUR,
WELH, B, SRR . BBX. ZARRK
LSS, SISERRAY, AREERBRIEF,
WEEFEHSR. BEGL: BINZARSIC—L/NIE
GAEEEM L, HIERRHMAEk. THA%E, FX
EREREME, NFREFIXLENR, MXLELH2EE
BRI EZAL

4R - BESHEES, EFRNXSAIE
W BRI, EX—m ERRIRERE. AMIBRE
89, B—EREE. —RENC, RYBAFHNEE: K
o, B, ORE. BEXKL BT G R =R 6
%, AF. NEREFAENERER, B 5iEm
HNE=.

ISR BTHRITRLNER, MERTEE.
BEEFEESRE, w7 ZRRZEAEERD,
A LARSEE T BRETBRIRHIRITH . EFENAVYE
H - BIESEERIN, E. BF. Z=ERIT. XX
WHIESEMS SRR, EAYEHIIIMELZZIMA,
HFERBEAIT . REFENELCTTTS, B
MFICHIBRE ., JeEfisHtE R, BENFEErTE
KRAENSR . FRhEF—XH. BE. SERNRKE—
MR Tt ar R —EBS, FERMREAICIER. THE
XK SAIRE, T MEFER. BIITAvbAE
REBFNENER, BEEEIMOXETARAR, BE.
BT, EERPBENERES, LUAK.

AEXLKAYTEEL T\ EE, 45 - HER
FREIEY, AESCHTAEZE—EaEE, WiIKRE
HEEEHARRNENFR. REZARFARE
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X—RAMER, BEHELmABERIREECMmsRE
PEN—RKER.: WELE EARZ BHAMEE, Bit—8
ESHOTLUSUEAMNL MR, SEMHKET . B0 - #
=5 (Helen Frankenthaler) . ¥i&fE2 - 5T
(Agnes Martin) . 3% - KH7R (Joan Mitchell ) ,
MNIEREZEREZNEBERREZY], XiL4EHE - 7
[ANESSERE IV S =R O A = I S vy i:
BVERIETR. WEME, EEMGE—1NFPE, —1 %
EIRR . RREBNSID. BikiE, BUBELR
REMIENRERELIES, BRAMIERTPIZENTIR.
Kk, BBE, FARERMEN], MeEAME RN
Hep, WHIRE—FOIER Tz, EEIE “8Fi" , “h
HIEERMER—R EEP. LEERF, EEN
(SYEeMhamzEgNa ) (E35) , XEMEF, B5%
FRERERRH. BEEN. SNEENAL, BENEEIES
NE#H L, EHCIIRE. miE. ARXFESEEENKS
R, BEel], IRAMpGHEERET Bl RRETENY
IR INESR.

XBERAIE (KE5F) (Water and Light) th&
21, XIEEELHEKES1.98%K, QIEF201754, @
HItRAEEERT . XEE. OB, D2, f#fiF
EREEBIIRFES, BIFBEMENE, £6
MRS E SR . BRI T —RESibs,
HiZ BIERNIE N EIX BE, FIERMM BRI
FEEIT RETHILIZTH K

XIBERMAVTTEEEENT, LolpeEHdEHRE
KEN—MEKX, HSEZEPARHINLSE, NHIhRE
N, R LRSEE, STARKMEINEZ, X
Q. BE, XLERMIREES NZEERR: (TR
5} (Earth Series) . (ki) (Antarctica) .
(BESXE) (Plis et Paysages) . MNSLRHEHI
R, MK,

ATz E SRz, BAEERZE. SREE



[E40

B TERNEEFRANER. ZABMNTE, &
FMRIEARRITTEBBRRE, XMAAIERELL.
REESEMETEHR L, RMEE LG EES
LiE, BETEOMFEMS. £K, FERE. 3
S BI—FOMERE . Rk, . ALl LTS
LT EMNEE, EMfHE— E, nEAEES
SEARHSRAY—BES .

XTGERESEROEE; ©iRBARAREER
. BRSNS EL. E=NE. BERHNSER
BRI, XEHBNRNEM T IRETEAIEIFER,
thEET PR ERIMATEIR .

453 - HEISNTEER—NESESR, BEME
ief—ReE., E%. 2=, BBE. 8585 —
BERNTIRSImR . MAMNEMHETURER: &
#}.FR. B2, FEZME. iFEl. BN, BE. K
X, &/l FE. k5. 2, FEEEKERIES,
EGRAITIEERIARAYGL, BRRRAE, ZiRLEH
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BlHsk; ARERREMEEZIRAESR, M8
1. BMIFIAZEIRIRE.: 4 - BIEIUSRITEE G HT
ST AR ETRME. WRIBEBIFNANERS, o
BRRVMHERZFHE, FERBERRE21ELRE
DiEZ4E. S5 H, KibFEE, BRNRERIER
SRUFMIAET, RRUR. SSUELNBEEAR
B, ERITMES (EE) 5, HAmE—MRZ
R, (pHSERRUKKISR. BAREFERE " —,
ORI, XMREUFREISEN—MIRESE.

#4EH - BRSNS EREIRIIX B2ARIRAIX
E, ERMNERIIERIKIEMESS. KANBRAIRE
EFtiE, TREERIENRPIRE, KittaiRANE
BRMEUEE. BI. MEEN. BIOMIERE, =
KEBREE, EAMEMSIREE. EXIL, BE. #
AL, %A, RkEREHERNESSHEERS, W
B, iEEAIBAMEIMENE SRIRERIS A EE.
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R5< [ FhERtE, BEMISE
Hit - ED&, 1872/2019

BIZE - F/E (Marianne Mathieu )
BEASREMEESAIER. HESERIEE

(B4 - e, 2019)

20174, BEASXEYMERSERINIR - 7
BAfE ( Gérard Fromanger ) MfhiIRYK A 1B iK% EL
R, MF—EIER. MER, BRXIE T —EX
INJ9200/EK x 300EKAVHE, FA (HE - EN%,
2019) (E44) . ENRREEENE, XLR5IAE
B, BEGILBERE, BeMUNEREEHE, m
BEEEZEOUE—HUREIFMEMmIBIE. BEETEX
HIERR.

ERECHEIHEL TBEZEMNIEA. MREZNIER
HIEEINR 187 2F &I AHIGERBIEEOERNH ®
82R, BASRK, HIEMIZICEREIEMEABEEF
EEF2IHLH ‘B - BIR7 B? FHBESEERNEX
TRERIEIES T — R, ARk —S i 7 iX
NEgE.  “FAREE. LUESAVARYIRB L ARE? 7
REXFNE#E, tEHETECHAE. ““FF
B, XM, TENUEREMAMNNE, KERE—=
Ko BR, ERENEE, HNEXERNMMR,
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MM, SERFNRNMEGE T KENHL
HIEFIEEICE - IOtk fE/R - [UMsHRISRER, fB(il7E
Bl FETEMHIEAKEKRE, Us—MAaAYER
dHo &K, FMEIES - RINK=EHMNRIEZES.
MIEAANFREBIFARIZORE, BEIFHPHDIE
S NESH, XEABE—HEH (GEFESR
RAZBINAMNIEARIEREE ) o« BAIABSATEEY
M, MEEFFAZZH. BAERILE L, XE
TER! A—KRREFSENNTRLE, RBEE 7K
SRPANEFERRNNT (B47) . RAESDIRCE,
HhERGRAPE— R —EATE], BXTFLIE/N\IT106400F
KENRESAT 793005 FK! UEATIEZY, HhEk—Abat
EEN]—EELIB/NT106400FKNREiEm | B
SHEASEE KPR TH30 K, EREHIEIRZ_ EAUTA
LA 30TFRANREITE . XAARTRINT | SRAVHK,
WISk E 2R NE, XRE2HIRZ. EERXTF
‘Bt - IR NREREXIF—MRE: BE—RKS
KAEE, HAVMEKME—MENE, —BRE. XEEHK
fE, EHAY (BE - 0%, 2019) . 7









E47

AT RIS HFRIAVAR/ AR, HPRIRES
EMARBOATEG, MEK[EITE, A—E+ It
LRBIRERORABPIRR . XIBEIZ—(E/N\K
ESTMAEE (E45) . HEMEBSEFEERER
RAFEE T X—MIE, BEExRITFTN+ZE
FAH REJLAEAVIER.

HRXIEBE, HBPBENHEELET —IBHRNFE
B, AfX—FETENREZFTENRLAIN
B, SEEERENEX. &, & 4. & K. K.
BfZE. EAEREeXHSNAREZRESFLINYE
hOEHT, £5EIHEX—REENEITZ .

Mg, A, STUSEMNXR, BEALE - —1]
NFER AR A L EPRIESRNIX D FFE .

JBERIE vs S

M—FHa B AR T WEREFAIRED .
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HF1939F9H6H, BTFEISIRAIT—MELE, kA
Rfg, LARTH - g5 (Jackson Pollock, 1912—
1956 ) FOERXTAR (Zhao Wuji, 1920—2011) AREN
M RIMENFIFBERIERALEZANER. EHE
BER, REZAREBES, ESTRIDLE, &
IRIBLERTASEIENEESA. MNIER
REZARNENM, REFET—HEABE. 25
HREENZARA . EINHBPRERNZARNUE
BEEXMEmAR, ATHFAMEESIENME, 55
BEMTEZZAR, ERF1958FEAFEEAER
(IAcadémie de la Grande Chaumiere ) FNEB %Mz
PRIRFS, BEEEHIIRINE - BREE (Alberto
Giacometti) BIfFREFZEAL, —EEI1965FFF
ta%eE B (photogénie) , X—BEBREM

LRk

HPEBTEEZAKEE CNAB ST SRR
ko BREEMEUEZSERMAALIRNESL KR, B
WIZAIANER, (hitECHEERFESENMEIE
1, kERKSGEREAXIEERENRR, BMLEF
PHRRANBHEEE T, XERAERIMEATES.

SHRERAIZAMIEE, ESRNibAE20HE
BOFERMEERET . HBHSERE SHRE
¥, FTENEWEREE. EF¥REF - 8K (Guy
Debord ) 5= - B4F (Roland Barthes ) ¥iX—
SMTEICNER, FRETEWTSRE. 5F,
HIIMSHBRETHRINBEMER, NEFXMERY
BIEBOELL ‘TR, BEMERARNNESE, &
D8, BRI AHFEBEERNEARESR.
BENEEESREFETEHER L, BEGNEEEE
FINERSFBEII R, BMIENSHERENCEE
ErsEREA L,

'El

o))

T—E£R L. EMAMNMEIN, RETHE
EBMZARIERERITNCE. BEZT, EFEHR
EBTAOENZN. BENRELERNE. f—.
BRI, MIFENREEMIFEARNEE. [
HiEE, BxRELETReREESE—Ik. MERNTR
EEeR, ME—T—TREHKE, DRIFSES
%, B—MEAEHIE—KX N, ATREEBENEE
t, BEREEEEFINTAEREEERNEF.: &
ME #PME. BAOKE, (BH - BK, 2019)
DEFERTIRIEIRE T ERNAE. PG L&,
thiE. RERFS . PO KR REBURAIFAZAYA
B, BEAEREMNER. EX—xLt, HHBRAEER

FME, RBEERELSNET (ARYUENAERE
BRI ) . BNAEETE2RE.: “HERIE
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Bae, AHReX MERNEGR LRk, " i

EEEMREME.

£ - 38948 (Rouge Fromanger) , %@
24

EFREREd, BE-MABLSETEKRNME
U—aeE, BIFRRANETE, — A EUFEA.
BPRMERTIR, ZRICERTECHD
e, HETECHNEYD, EMiFA#T - ZFLR
(Jacques Prévert) fE1971EBBHIEEEE. “E#
(Rouge) , 21K, B3i&ZEr (Rose ) =7hEA
f (Blanche ) , EBITLMEART, ATLABIR - 78
PSS B LIMEE R - B~ -T2 ALBE,
BHEE, E—TTtENIL, mitlke, thE—RL
O, MERRENMRLZAE®, BRHINER, BE
ZNEl, BE—H, METYhREERSE.,

a6, BPEREER5ZHE, EE1968F58
FENRIUEH. BB, SEMNERNOIALSEILEAD
ERMEHMENTER. KFRAW, T XA, ZEE
B, MIZRkEZNEaH. t4BNEEH, FGEBK
LZEH. BOmEADBR. AMISHHELEL. OS
MEREAS, RESNHMEEE. “ZiIEE, 7

XEMALER—REENEN. 1968F “HAN
£ TR 7RIV B THREMHR. E, —
PEFE TN, REENERMESIR T HEE®D,
RiS1968F “AANER" BTHRALXL, SR
BEMRE, BERESRNG. FEAR, ERKEEIAII
SEY), BT IREEBET SRR

FEAIER1968F “HANE” MN—HTF, —UEE
Ne5%. EibXTIEXFE. 25507 E
REAFR, EIII—HBFENZARERREL 7K
REARTLESE. MBMNNENE. LB ZRS T
LMIEH, ATGESEIESIR.

X—Zl, BPBMZA—PTH, —REHHN
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BRBRKR, MENXMENENNSMENNEE, 28
ERE SRS IEBM TR, BT RILXHE
%, IERTA4e, ARIAE, ARARENND
B, MERMTHRENNIE, —HRkE E. £0H
#}. XERUNLAE., NBBLAE, HBEAHMAXThEen
24T (rouge-vie ) R{EE,

Fs-#iE

FEABM1968F “BANE" ki T —FEae,
WIRIET — M OFAIERE, IR EE. MHEERR.
‘HERESL MMNE—RERERFBENME, mA
SRREE—MXRIEMBANSE - - REEHL, 7
BEE-—FRIFEBHRS. REEEHL, #87Y
LA, A BTsemBENEMEITRETK, AMIBY
XEAIR, AMBETXFNRE, AMBA—~. 7
( (F07) 27, 1973%F) EHPRBE, HEHTZ
—MER. ENFREHMIEEEEIRENA. FHE
BEIZ/ IRTERIAE, REMBOIAR, BaIlhg
RE=RE, —IEHMEZE—IEHE, M1968—EZ&
T (B - EN%, 2019) , BB RRIARIESE
MEBAERE, BRFRE, XBABEET “Fx-
HE" BRIRS.

HERZHH, HRERBESERERER. HiLE
MEREAE: ERELER, BRRRIALSR. BIX
ODHNEBEER. EXNEBR—EE, BiEFES
SEMTREREN, MBPRXIIKIE, FEIEC—H
AR, ERRNRRNZEMESKR, WIAXMPEHFFIFRT
Z0. IRIRERBENE P HRENSR, MR
IBEHAE— TRt RATE R

MARISEABEE. —HRENINEE, 5
—HSNEZCEMRRREREROE. RREFIMRE
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ihfFE, FEEAREEEREEMTIF. RRERRENE
TR, TMEENTEDRE, FRREaELSR. &
EMESRENNE. Re—<, ERETERREERRE
—ie (AT=2ENACEINER, FHREH LS
R#. B, 550eX, silaeanammEs) |
MmEEBNREFRENDGS:, FEESEReR, 7B
RENES BARIERE

BEARRT

NI BIEZEMFBEAIE Z B8 KEKS? BB
E—REERR—INE? hilzame—LHEZ
g, BERELEMNASAE. SMBIIREE, TAHFR
BBLEE., R1E1895F, EEMBEREMBER. “X
KMs, THERRER,; HESRINSEENERT
SZEAFENRA - - KEZELREER. E. AN
BNz=S. " Bt AAEEBAEE, EREENR
IRAINART, 28 CEESIAIN TN —LERIAFE
ENSEH, BPRE—F. HEE—EZAESH=E
(Pontchartrain ) B9FIE, BEEEESERFNSER
(Giverny ) {XB50F*. MIEERIAEERIBITIZEX
—wHENAEZF, SENFSERRNTXA 8
AMABKLENNE" . EFHEBIEER, SENENDH
ZESEBNBEFIBUNETHK . Bt RHRRIX L
R, MIEAYIRE TR, BLULASRBOELERN
1ER: EXNMIEF, AMEER LFHEL. FBERA
TENAYRENESE, HMEARNHIERTE TS
MERE, SEBHNE (BE - 0%, 2019) HEZHIA
. FEAEHEIR T AR RAFI—IeIHHRANC S . (hE
IARBEN MmRE—MEBZE, — M EEEE
HOAY . AVEBINRED—F, EMEIERE, BER
(ZE) . FE (hE) (E56) MLt (Ri5Hs

E) NEEEAedF. HBERHERSREENERFRER
s BEEMEESTLL, MMGIZMAEDZ AR AL

HE-tH A (environnements—monde ) .

RIlLmE

LEMEAHAIRERLEBNEE. PUEARE
ik, EE—EM EAMERTN, IELTFS RS
1EfR. BREEZEATX—FiL, JNURIRAIMED
KEBWERER, BFHERT—E8. RENGIE, L
HYWE—ERONERFIME, XEBHAR—IREE—
BHORTTR, MERSHTIE, BRBEEIHIIE—
e, BNrRN—IERES—IE, HEZENE—,
(FEHE) B3, (EBAH=E) &3, (£H) K
51, BB (BEE) RIEBXFTHA.

M—Fria, FBEREHMETERNFIE, SR
MR, 2l AECEHENEERR (E41, HIg
FE=GME (B&K) ) . BiEhERBETF—MEKR. A
( #REERIE ) ( Tableau en question, 1966) F (4
B-t5& ) (Peinture-monde, 2016) , fthAYEI{EHE
kHEMZTT. ERNFHBISISEREMEATIN, Mk
gnitt, FRLAMBFISRS51E - BB —ikER. i (B
& - B0, 2019) ARG, FEIZET, FBEAETF1990
FEWET “HhmERFE” R, X—RIIMIRIESR
KHEBRNHESTREMmE. AEM2016FE, HXE
T (E-HR) , HERRERZ-TENEIMA,

EENAEEMF4, MEEAE. 2BHTS
BiES. ATRIEX—=, HBBERAEBESNME,
BEMANEANTF, “BEMNXNS" &5 (paysages
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découpés) FMEMAILRE, BEAREEPBELEE
BEEIBEARBD T, FE—BRAUNRERS
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{HEli BB

(EpPTFR/RARDL ) , £91900%

BiER

HPIHR, HIALRIE

(E2 BEBE, P28; E3 BakE, P294)

e - B5 (1840—1926)

(UBEE, RATEEMNBE ) , 1883FMEME, 55EK
xS1ERBH, IL-RBRMINZARIEWE

(P31; P297)

RHiE - B5 (1840—1926)

(B - ), 18724

TRENHE, 502X x 61K

B2, SEEWIE

(E5P32; P110-111; EEBE, P112-113; P298)

R - B (1840—1926)

(EpbIsE/RIE - = ) , 18725

TRENHE, 602X x 81[EK

FANIBTTER

(E6 P32; P114-115; Z&BE, P116-117; P298)

(RRBLZ|W ) , £918755
BA
BT - BRURERTE
(E7 P33; KE, P36; P299; KE, P302)

(BOy TR KEaINEIIR ) EHTHRE

(L’ llustration ) iFie, 18785185HEME - B/R
R

(E8 P34; E8 P300)

(BOyEIRE: BKPITasNESINK )
&mF (@) ) iFieH, 1878F185H
(E9 P34; E9 P300)

RosiE - B3 (1840—1926)

(EHPUFR/RBARBL ) , 1874%F

TOEHE, 61K x 81X

EWEE, ZSHEME

(EM0P35; L£E, P36; E10P301; £E, P302)

CRERSSHHBIESNA )
BR

BT - BURFRE
(E11 P35; P301)

RIES/R - 3ixvelh (1866—1941)

(RERSSHHERE ) , 19285

(EDPUFE/R ) AEM AL TEAREAOER A, 19285, 20 2
K x 14 5K (1R} 32[EK x 22.5/EK)

HRIFHR, HIZEBE

(EM12 P35; P301)

Etienne Théodore Quinette de Rochemont (1838—

84

1908)

ERSLLE, 18755

RHET (HIFHREEN ), B8, ERERIE, 18755
FEUNTE - BAURER W

(P38; P304)

BR/R - SE4SFUER (1833—1893)
(EHRESEFMBATREME . BTHREN, BEEE
IREEHIRIAND ) , £918805F—1890%F

BBF, 20.5EXK x 29[@X

#RIFHR, THIZEBIE

(P39; P305)

( ERERS=NEEBEAEREIM )
BA

B - B/RFRER

(EM17 P40; P306)

(Ehpgsp/RIBIE ) , £91870%F
FEYNTE - BRIRFRME
(&E, B18 P41; P307)

T35 - Bi2s (1840—1926 )

( EnpuFB/RBRYERE/REREEIE ) , 18744

EHE, 37[EXK x45 EX

FIH, EAREE

(EM9 P42; SEFE, KE, P44; P308; BE, &
B, P310)

(EhpTFp/RBRIESH ) . £91880%F
BH

FEYNTE - BRIRFRIE

(E20 £E, P43; £E, P309)

(ES#EU) , £91880F

BA

FENE - B/RARTE

(E20 &, P43; #[E, P309)

7551E - B35 (1840—1926)

(PR /RIMNBSM ) , 18744

fREHE, 60X x102 EX

=y, BHEZAEWIE , #2% - BRERE - BBHEA
ROIENE, 1961

(E20 k&, P43; £E, P46; [&&, P309; LtE,
P312)

( RE/RERREFIRAIAGIEER ) . £91880%F
BH
YRS - BRIRFRGE

(E21 EE, P44; EE, P310)

( HERERFNAIEEERSHITFHRIET ) , 29
1880%F
BH

FENE - B/RFRTE
(E21 &, P44; $E, P310)

EYE SETFR/REEL, 419004
BiER

EEYNTE - BRRFRE

(E22 k&, P45; EE, P311)

"5 - 5% (1840—1926)

(EhPTFR/RIBHIE ) , 18735

FREIHE, 75EK x100 EXK

e, REEREARE , BCEFNSEET - RIS,
19904

(E22 [KE, P45; K&, P311)

EIORIRERSLANILADL RS SHE, £918804F
BE

FEE - B/RFRTE

(E23 FE, P46; TE, P312)

INERIAAE - Z5FSeHR - EURGUE ((BFREEFISHR - HUATR,

1820—1910)

(AR TFEREMEXNEIS SRS TFERIIE
), 1870

BH

B2, ZEERERE, HEFRLIER
(E24 P50; P320)

THWX - RERR (1823—1889 )
( HENERROESE ) , 18634
THIEHE, 130K x 225 EXK
B2, RHEHYIE

(E25 P52; P322)

28R - EE/R (1815—1879)
(FERTHHNSDA) , 18474F
REHE, 472K x 772EXK
B2, RHEHYIE

(E26 P53; P323)

ZfEE - B (1832—1883)
(B ERIFE ) . 18634
THIEHE, 208K x 264.5EK
B2, HHEHYIE

(E27 P54; P324)

RS - B3 (1840—1926)
(EENZA) , 418665
THIEHE, 255K x 205K
B2, RHEHYIE

(E28 P55; P325)

"SR - B3 (1840—1926)
(=mEXE) , 18735
REHE, 80EXK x 602K

85

R, A/RE- TS S Z ARSI
(E29 P55; P325)

RHE - B3 (1840—1926)
(Z3=m ) , 1873%F
FOEHE, S0EXK x 65 EX
B3, BREEWIE

(E30 P56; P326)

HHH - BIBEIUEF (1953— )

(8% ) #1451-20( “B&” &35), 20204

TENME . (RS fRE. IBERAIANSAE) FNESER RS
182.8 x 182.8 [EkK

ZRRER

(P58-59; P169; B&FE, P170-171; P328-329)

mERE - FERE

HHH - RUEEHEITEESR, 20204
BH

(E31P60; P330)

REE - B3 (1840—1926)
SHRHMHEZEMNTR, 18974
EHE, 91EX x 93EX
DHSUREEESRKIMER

B2, BEMRREIE

(E34 P64; P334)

eI - RIBEIUEF (1953— )

CREEFNHR” R5#1440—20, 20205
EHF . BRI (IBERAL . B¥SIERATNIAE) BB AE(E
B, 91[EXKx 93EK
ZARRE

(E35P64; P334)

HEIH - RIBEIUEF (1953— )

“REZFNHER K5 #1442—20, 20205
TEIMF . B (RETAFIRF SRS . PEHED =, 35
B, SCEIES. KOS EER)TIER MIsFE, 91
[E2K x 93JEK

ZARKREH

(E36 P65; P335)

I - BUEIEF (1953— )

“CREEFHHA” R #1446—20, 20205
HERF . BUW(IBERLL. BSR4 RHE. & WHE
&, SKE. SHHKREIBERE)MEERMIEFE , IEXK
x93 EX
ZARKREH

(E37 P65; P335)

#EIH - BIBEIEF (1953— )

CREEFNHR” R #1441—20, 20204
TEHF . EUR(IBERA. BFBIERA . hEHES =, R
SHED=. BRR. KOMSENHKE)FEE BRI,



93[EK x H[EXK
ZARRERE
(E38 P65; P335)

eI - RIBEIUEF (1953— )

“REZFNHR” RKI#1445—20, 20204
THEEF . BB, BFSERY. hEREET, 91E
K x 93K
BN - BB B

(B39 P65; P335)

TRl - B=

(AR - FBRARRTERBAO T(F= )
BE

(E42 P70; P340)

( EIRIMEEERRRIETR ) , 12tH4e, BTSSR
(E45 P74; P344)

PHU/R - FREBAE (1939— )

(B ESARIIR SRS E )
|
ZARKREH

(E47 P76; P346)

Tl - B3 (1840—1926)
(BEE ) , 19075

HEmiHE, 92.1EXK x 81.2/EX
RERER, (AHRIRSEARTE, MREERANE
(E48 P78; P348)

Tl - B (1840—1926)
(BEE) , 19075
HEmiHE, 107EXK x 73[EX
ERE&IENS . LABSIEIE
(E49 P78; P348)

R - B3 (1840—1926)
(HBE ) , 1907—1908
ToEHE, 105/EK x 73 Bk
SRE, SREEAE

(B50 P78; P348)

Tl - B (1840—1926)
(BEE ) , 19075
EmiHE, 100EXK x 73[EX
Bz, BEAERENE
(E51P78; P348)

PHU/R - FREBRS (1939— )

(BEXFMBERE ) ( “BAFIMENE” R5), 1971F
oENHE, 100/EK x 1002k

ZARKREH

(E52 P79; P349)

86

PHIR - 3REAAS (1939— )

CBK ) ( “BAFIMBRE” R5), 1971F
FoENHE, 1002 x 1002

ZARKRE

(E53 P79; P349)

PHIR - 3REAAS (1939— )
(BEXEZI ( BIREZE ) SEIEIR ) ( “BXF MEX

B” #5), 19715
FHEHE, 100/2kK x 1002k
ZRRE™

(B54 P79; P349)

PHUR - 3REAAS (1939— )

(—IIERIESE ) ( “EAFIMERNE” R5), 1971F
FOENHE, 1002 x 100/2%

ZARKRE

(E55 P79; P349)

BAU/R - FREAHE (1939— )

(EHERR) ( “MBRLTE” £51), 1974588
FEHIE, 200K x 300EH

BR, ERHERPL, MESAEME,
(EI56 P82-83; P352-353)

Tkt el

"EfR - RREMSHERIIZKA,
FeIRR, 18x24EX

mE, REEYIE

(/5%BE, P88-89)

19214

S - PR

(4 - RIREI )
R
(P162)

(BEESs®RRERE )
BH
B, EEFRERE
(P163)

=H - E5518/R (1874—1947)

(=5 EREMSHERNIFEE) , £919224F
BBF, 208K x 262K

B2, BEREREME

(P208)

SR - fRIRIEAE

(PR - BRI TIFE ) , 20165
BH

ZARKE=

(P209)
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"5 - B&(1840—1926)
(HFag/KigiE ), 1870%F
FRENHE, 38EXK x 56/EH
BE, BEARRENE

Claude Monet (1840—1926)
On the Beach at Trouville, 1870
Oil on canvas, 38 x 56 cm

Paris, Musée Marmottan Monet

90







51 - B5(1840—1926)
(S EATRKER ) , 1870%F
FREAE, 30/EK x 15/@K
BE, BEFERENE

Claude Monet (1840—1926)
Camille on the beach, 1870
Qil on canvas, 30 x 15 cm
Paris, Musée Marmottan Monet

94




96

97



R - B2x(1840—1926)

( HEREHTIST R E FRYSRIELT ) , £918714F
RENHE, 47FEXK x 73[E%

e, EZREAE

Claude Monet (1840—1926)

The Thames below Westminster, c. 1871
Oil on canvas, 47 x 73 cm

London, the National Gallery

98
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"5 - B5(1840—1926)
CREEEBNE ), 18715
TRELHE, 18K x 38EXK
BE, BEARRENE

Claude Monet (1840—1926)
View of the Voozaan, 1871

Oil on canvas, 18 x 38 cm
Paris, Musée Marmottan Monet

102







TIE51E - B33 (1840—1926)
(B - EngR ), 187245
FREDHE, 50/EXK x 65/@K
B, BEFESEYIE

Claude Monet (1840—1926)
Impression, Sunrise, 1872

Oil on canvas, 50 x 65 cm
Paris, Musée Marmottan Monet




"HE - B2x(1840—1926)
(B -i8F), 18725
TRENME, S0EK x 618K
BIZHL, BEEEYE

Claude Monet (1840—1926)
Sunrise (Marine), 1872

Oil on canvas, 49 x 60 cm
Los Angeles, Getty Museum

110







e - B23(1840—1926)
(EpUsR/RE - R ) , 18728
RELHE, 60/EK x 81EK
FANUSER

Claude Monet (1840—1926)

The Port of Le Havre, Night Effect, 1872
Qil on canvas 60 x 81 cm

Private collection

114
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117



"5 - B5(1840—1926)
(IARA, TREREDR ), 1885%F
TRELME, 548K x 65K
BE, BEARRENE

Claude Monet (1840—1926)

The salling Boat, Evening Effect, 1885
Qil on canvas, 54 x 65 cm

Paris, Musée Marmottan Monet

118







TI51E - E2x (1840—1926)
(IR0, ERENKR ), 18855
FREDHE, 50/EXK x 61/EK

BE, BERESEYIE

Claude Monet (1840-1926)

Falaise and Porte d'Amont, Morning Effect, 1885
Qil on canvas, 50x61 cm

Paris, Musée Marmottan Monet

122






TIE51E - Ezs (1840—1926)
(fEHER+F1) , 18995F—19015
TREHE, 60/EXK x 100EK

B2, BEAERENIE

Claude Monet (1840-1926)
Charing Cross Bridge, 1899-1901
Qil on canvas, 60x100 cm

Paris, Musée Marmottan Monet

126

127
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TR - E25(1840—1926)
(BER+=FH - 163) , 19014

TREHE, 65/EXK x 92.2[EK

ZINE, ZMSZAER, BT - WmFKERE

Claude Monet (1840-1926)

Charing Cross Bridge, London, 1901

Qil on canvas, 65 % 92.2 cm

Chicago, The Art Institute of Chicago, Mr. and Mrs. Martin A.
Ryerson Collection

130






BE5E - E33(1840—1926)
(FRIELTENER+F4F ), 19035F
EHE, 73EX x 1008k
BREAREMIE

Claude Monet (1840—1926)

Charing Cross Bridge, The Thames, 1903
QOil on canvas, 73 x 100 cm

Lyon, musée des Beaux-Arts

134







51 - B5(1840—1926)
(EHER+FH, BPREREIR ), 19026
FREAE, 73K x 92K

B, BEREREYE

Claude Monet (1840—1926)

Charing Cross Bridge, Smoke in the Fog. Impression, 1902
Qil on canvas, 73 x 92 cm

Paris, Musée Marmottan Monet

138







"5 - B5(1840—1926)
(EhHESKE) , 1903F

TRELME, 818K x 92/EK

PIFHIR, LR - BIRFWAEAENIE

Claude Monet (1840—1926)

The Houses of Parliament, Fog Effect, 1903
Oil on canvas, 81 x 92 cm

Le Havre, Musée d’Art Moderne André Malraux

142
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e - B2x(1840—1926)
(PREERIE T EHCHESRARE ) , 1904F
FREGHE, 81X x 92k

BE, REEWIE

Claude Monet (1840—1926)

London, Houses of Parliament. The Sun Shining through the Fog, 1904
Oil on canvas, 81x92 cm

Paris, musée d’Orsay

146







Tag5fE - E235(1840—1926)
(ENRETHESKE) , 19045
FREDHE, 81/EXK x 92/EK

BIR, EARBYIE

Claude Monet (1840—1926)

The Houses of Parliament, Stormy Sky, 1904
Qil on canvas, 81x92 cm

Lille, musée des Beaux-Arts

150







e - E2x(1840—1926)
(fCHESREERELYRIER ), 1905F
TRELME, 81.5/EK x 928K

BE, BEARREWE

Claude Monet (1840—1926)

The Houses of Parliament, London, Reflections on the Thames, 1905
Qil on canvas, 81.5x92 cm

Paris, Musée Marmottan Monet

154







RS - B (1840—1926)
(SFBERBIWER ) , 19175
FRENHE, S50/EXK x 61K
BE, BEARRENE

Claude Monet (1840—1926)

Boats in the Harbor at Honfleur, 1917
Oil on canvas, 50x61 cm

Paris, Musée Marmottan Monet

158










#EH - RIENIE(195358—)

(BHYE ) #1427-19, 2019F

AEHE., R (PERSR) BB
182.8[E3K x 182.8/@kK

ZARRERE

Vicky Colombet (born in 1953)

Rising Sun #1427-19, 2019

Qil, pigments (ultramarine violet medium) and alkyd on canvas,
182.8x182.8 cm

Artist's Collection

164
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4 - RIEIS(19535—)

(B ) #1451-20 ( “B%E” R5I) , 20205
TRELHE. Bk (9518, BE. BETOMSRE ) MBS
182. 8K x 182. 8B

ZARKEAM

Vicky Colombet (born in 1953)

Sunset #1451-20 (Sunset series), 2020

Qil, pigments and alkyd on canvas (Cadmium Orange,
Cadmium Yellow, Mars Red and Titanium White),

182, 8x182, 8 cm

Artist’s Collection

168







“EH - BUZIAF(19535F—)

(B&) #1450-20 ( “HE” ®3) , 20205
HERE. R ($RIE. (RE. BETLIKE ) MRS
182.8EK x 182.8EK

ZARERE

Vicky Colombet (born in 1953)

Sunset #1450-20 (Sunset series), 2020

Qil, pigments (Cadmium Orange, Cadmium Yellow, Mars Red
and Titanium White) and alkyd on canvas,

182.8x182.8 cm

Artist's Collection

172







#HH - RIENIF(19535—)

( #AK ) #1402-18, 20184

TOENHE. FR (EIRRIEL, BETE, KEMANKE) MRS
162.56/EK x 157 .48[EK

ZARRERE

Vicky Colombet (born in 1953)

Forest #1402-18, 2018

Qil, pigments (Mars Violet, Ivory Black, Mars Black red,
Bleu de Sévres) and alkyd on canvas,

162.56x157.48 cm

Artist’s Collection

176






#EIH - RIEM4F(19535F—)

(k53¢ ) #1387-17, 20174

ERE, FiF (BEEE. REmET=. AHES. BHRE. (KOfERSA ) EEENES
198.1/E3K x 198. 1@k

SARERE

Vicky Colombet (born in 1953)

Water and Light #1387-17, 2017

Qil, pigments (Ultramarine Blue, Dark Birilliant Cobalt Violet,
Light Cobalt Turquoise, Mars Black, Titanium White and Bluish
Cobalt Green A) and alkyd on canvas,

198.1x198.1 cm

Artist's Collection

180






HEH - REIF(19535F—)

(B ) #1449-20 ( “B%” RF) , 20205

HEME, Fi (FFSERA. BERA. BEAMAE. 35, HOMENE ) AEERNES
198.1/EK x 198. 12K

ZARER

Vicky Colombet (born in 1953)

Evening Light #1449-20 (Evening Light series),2020

Oil, pigments (Ultramarine Blue R4, Mars Red, Virid Green,
Titanium White and Lithopone White) and alkyd on canvas,
198.1x198.1 cm

Artist's Collection

184







#EIH - RIEI4F(19535F—)

( EIEZEEL ) #1354-16, 20165

WEHE. A (REXBEZMALGE) MRS
198.12 [E3Kx 198.12/EK

AR B

Vicky Colombet (born in 1953)

Homage to Monet #1354-16, 2016

Qil, pigments (Violet Brilliant Dark - Malachite)
and alkyd on canvas,

198.12x198.12 cm

Artist's Collection

188






# - RIEIIE(19535F—)

(EEHF LB ) #1357-16, 20165
REHE, R (FLERSR) RN
198.12/E3K x 198.12/E:K

Vicky Colombet (born in 1953)

Walking by the Yangtze #1357-16, 2016

QOil, pigment (Malachite) and alkyd on canvas,
198.12x198.12 cm

Artist’s Collection

192






#EH - RIS (19535— )

( EZ=RFI#1419-19) , 20194

HEHE, F (HEE. KB, SRESHERMNE ) MERNE,
182.8EK x 182. 8@k

ZARRER

Vicky Colombet (born in 1953)

Monet Serie #1419-19, 2019

Qil, pigments (Cobalt Oxide Green Blue, Iron Oxide Black, Viridian
Green and Violet Cobalt Dark) and alkyd on canvas, 182.8x182.8 cm
Collection of the Artist

196






#E1H - RIS (19535 — )

( Erpzk ) #1422-19, 20194

MEHE . R EFEER2)TIERENAE, 152.4/8K x 152 4/EK
ZARREE

Vicky Colombet (born in 1953)
Dancing Waters #1422-19, 2019

Qil, pigments (Ultramarine Blue R2) and alkyd on canvas,

152.4x152.4 cm
Collection of the Artist

200






4H - BIEIS (19535 — )

(EZ=R ) #1349-16, 20165

MF, A OR=EER, HESA, HSER2MGE ) MEERNES,
198. 18K x 198. 1K

ZARKEME

Vicky Colombet (born in 1953)

Monet Series #1349-16, 2016

Oil, pigments (Cobalt Violet Brilliant Dark, Cobalt Green Bluish A,
Ultramarine Blue R2 and Iron Oxide Black) and alkyd on canvas,
198.1 x198.1 cm

Collection of the Artist

204
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209



HHIR - FREAME (19398 — )

(MEREE) ( “ERONSE” R3) , £91966F —19674F
A=E2. WHAARNRE, 122.1/EX x60.1/EX

ZARKER

Gérard Fromanger (born in 1939)

Hollow Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.1x60.1 cm

Artist's Collection

210







HHIR - FREAME (19398 — )

(ZHXEE) ( “BRONSE R5) , £91966F —19674F
A=Ee. WRAARRE, 122.1E%K x60.1E%K

ZARER

Gérard Fromanger (born in 1939)

Relief Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.1x60.1 cm

Artist's Collection

214







HHIR - REAME (19398— )

(RPRBREIEFHE ) ( “HRIERIXR" FR5) , H91966F —1967F
A=Ee. WROMERERAME, 124K x 82/EXK

ZARER

Gérard Fromanger (born in 1939)

The Sun Rises Every Day (Cut-up Landscapes series), c. 1966—-1967
Glycero, acrylic and sheet metal on woodcut, 124x82 cm

Artist's Collection
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FARIR - FREBHE (19395 — )

(EREXSE ) ( “EREOXSE” £5) , 4919665 —19674F

RA=EE. TROMESERARE, 122.2/8XK x 60.3EXK
ZARER

Gérard Fromanger (born in 1939)

Wavy Landscape (Cut-up Landscapes series), c. 1966—1967
Glycero, acrylic and sheet metal on woodcut, 122.2x60.3cm
Artist's Collection
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PRIR - FBEBRE (19398 — )

(IERIREE ) ( “BERONSE” R3) , 419665 —19675F
A=, WRHARKRE, 122.2/8K x 60/@EkK

ZARREE

Gérard Fromanger (born in 1939)

Cut-up Landscape (Cut-up Landscapes series), c. 1966—1967
Glycero, acrylic on woodcut, 122.2x60 cm

Artist's Collection
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AR - FREBHE (19395 — )

(PRXETHINSE, FAXEFIEFREERL) ( IR
N=E” £3) , £19665F— 19674

A=E. WRAOARRE, 122.5E%K x 60/EXK

ZARER

Gérard Fromanger (born in 1939)

Light on Landscape. The Sun Goes through the Window
and Ends up on the Painting (Cut-up Landscapes
series), c. 1966-1967

Glycero, acrylic on woodcut, 122.5x60 cm

Artist's Collection
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AR - REAKE (19398 — )

(mEXR=ECE, BAMECANEZH]E) ( “KEOXEE" &5) ,
#£91966F —19674F

A=, WAARRE, 122.1/EX x 60. 12X

ZARZKEME

Gérard Fromanger (born in 1939)

Landscape in four, convex. Painting in Four, in Relief and
Slightly Displaced (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.1x60.1 cm

Artist's Collection
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AR - REAKE (19398 — )

(MERSEME, BHEECONEMS ) (KREORIERS) ,
£91966F — 19674

A=, WAARRE, 122.1/EX x 60.22XK

ZARZKEME

Gérard Fromanger (born in 1939)

Landscape in four, concave. Painting in Four, Hollowed and
Slightly Displaced (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.1x60.2 cm

Artist's Collection
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PHU/R - FBBAKE (19398 — )

(—nA+aE ) ( “BEOKRE" 7)) , £19665F —1967F
A=, WeAARRE, 129.3/EX x 88/EK

ZAREEM

Gérard Fromanger (born in 1939)

Painting Cut into Ten (Cut-up Landscapes series), c. 1966—-1967
Glycero, acrylic on woodcut, 129.3x88 cm

Artist's Collection
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HRIR - FBRAAE (1939F— )

(IR EWTEENSE ) ( “HIENKSE" 75 ) , 419665 —19674F
A=, WHARKRE, 60EX x 122,28k

ZARREE

Gérard Fromanger (born in 1939)

Zoom on the Cloud. Landscape, Close-up on the Cloud on the Earth (Cut-up Landscapes series),
c. 1966-1967

Glycero, acrylic on woodcut, 60x122.2 cm

Artist's Collection
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HRIR - FBRAAE (1939F— )

(X=5XEEFENSE ) ( “HEHONSE" RK5)) , 419665 —1967F
A=E2. WRHARRE, 60/EkK x 122, 1@k

ZARREE

Gérard Fromanger (born in 1939)

Zoom on the Sun. Landscape, Close-up on the Sky and the Sun (Cut-up Landscapes series),
c. 1966-1967

Glycero, acrylic on woodcut, 60x122.1 cm

Artist's Collection
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HRIR - FBRAAE (1939F— )

(EXmEHNEE ) ( “BEEORSE" R5) , 4919665 —19674F
A=E2. WRHARRE, 60/EkK x 122, 1@k

ZARREE

Gérard Fromanger (born in 1939)

Landscape Zoom and Focus in the Italian Style (Cut-up Landscapes series), c. 1966—-1967
Glycero, acrylic on woodcut, 60x122.1 cm

Artist's Collection

254






HRIR - FBRAAE (1939F— )

(—onfEZsroE ) ( “IRRANSE” R5) , 419665 —19674F
A=, WSHARRE, 122.2/%K x 74.1EX

ZARREE

Gérard Fromanger (born in 1939)

Painting Transformed by a Gesture (Cut-up Landscapes series),c. 1966—-1967
Glycero, acrylic on woodcut, 122.2x74.1 cm

Artist's Collection
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HRIR - FBRAAE (19398F— )
(BH - ENx, 2019), 20198
5 S3HE, 200/E% x 300/EX
ZARREE

Gérard Fromanger (born in 1939)
Impression, Sunrise 2019, 2019
Acrylic on canvas, 200x300 cm
Artist's Collection
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January 3, 2021.
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Le musée Marmottan Monet, propriété de I’Académie des beaux-arts, est le dépositaire du premier fonds
mondial d’ceuvres de Claude Monet. La diffusion de ses collections contribue, depuis de nombreuses années, au
rayonnement de I'artiste et de ce haut lieu de I'impressionnisme dans le monde.

Dans cet esprit de coopération internationale, le musée Marmottan Monet présentait en 2014, en association avec
Shanghai Rongsheng Cultural Media Co. Ltd., la premiére exposition monographique dédiée a Claude Monet jamais
organisée en Chine. L’événement, placé sous I'égide de ’Ambassade de France en Chine, célébrait alors le cinquantieme
anniversaire de |'établissement des relations diplomatiques entre les deux pays. Avec pres de 400 000 visiteurs, il
recevait un accueil sans précédant, confirmant I'engouement du public chinois pour I’art et la culture francaise.

Depuis, la collaboration entre le musée Marmottan Monet, Shanghai Rongsheng Cultural Media Co. Ltd., soutenue
par I’Ambassade de France en Chine et le Consulat Général de France a Shanghai, n’a jamais été interrompue. La
crise sanitaire du Covid-19 I'a méme renforcée. Contraint de reporter en mars 2021 une exposition inédite de ses
chefs-d’ceuvre initialement prévue du 12 mars au 12 juillet 2020 a Shanghai, le musée Marmottan Monet a souhaité,
nonobstant les difficultés auxquelles nous faisons collectivement face, maintenir les liens avec ses partenaires.
Ainsi, un projet a été congu durant le confinement. L’exposition envisagée célebre notre patrimoine de méme
qu’elle s’inscrit dans un prisme plus large et résolument actuel, en portant I’espoir d’un renouveau que symbolise la
présentation d’/mpression, soleil levant de Claude Monet pour la premiére fois en Chine.

L’ceuvre fondatrice de I'impressionnisme est le point focal de I'exposition d’ou irradie une importante sélection de
peintures composées par deux artistes contemporains francais : Vicky Colombet et Gérard Fromanger. Ouvrant
et cléturant le parcours du visiteur, ces peintres regardent la toile de leur prédécesseur a travers le prisme de leur
sensibilité et ancrent, par leur point de vue singulier, cette manifestation dans le présent.

Nous remercions chaleureusement tous ceux qui ont concouru a la réalisation de cette manifestation en particulier : Son
Excellence Laurent Bili, Ambassadeur de France en Chine, Benoit Guidée, Consul Général de France a Shanghai,
Myriam Kryger, attachée culturelle @ Shanghai sans qui rien n’aurait pas été possible. Nos remerciements vont tout
autant au directeur de Shanghai Rongsheng Cultural Media Co Ltd., Xie DingWei, aux membres de son équipe ainsi
gu’a la scénographe Margo Renisio dont I’engagement total a permis a cette exposition d’exception de voir le jour.

Patrick de Carolis
Membre de I'Institut
Directeur du Musée Marmottan Monet
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The Musée Marmottan Monet, owned by the Académie des beaux-arts, holds the world’s leading collection
of works by Claude Monet. For many years, its dissemination of these collections has helped promote global
awareness of this artist and of this great home of Impressionism.

In the same spirit of international cooperation, in 2014 the Musée Marmottan Monet worked with Shanghai
Rongsheng Cultural Media Co. Ltd. to put on the first ever monograph exhibition of Monet’s work in China. This
event, organized under the aegis of the Embassy of France in China, celebrated fifty years of diplomatic relations
between the two countries. With nearly 400,000 visitors, it was an unprecedented success, confirming the Chinese
public’s enthusiasm for French art and culture.

Since that date, this collaboration between the Musée Marmottan Monet and Shanghai Rongsheng Cultural
Media Co. Ltd., supported by the French Embassy in China and the Consulate General of France in Shanghai, has
continued without interruption. The health crisis of Covid-19 has even strengthened it. Forced to postpone to March
2021 a new exhibition of Monet’s masterpieces in Shanghai, originally planned to run from March 12 to July 12,
2020, the Musée Marmottan Monet was determined to maintain its links with its partners, whatever the difficulties.
Hence this project conceived during lockdown. The new exhibition celebrates our heritage just as it positions itself
within a broader and resolutely contemporary perspective, embodying the hope of renewal that is symbolized by
this first ever presentation of Monet’s Impression Sunrise in China.

The founding work of Impressionism is the focal point of the exhibition, from which there radiates a sizeable
selection of paintings composed by two French contemporary artists: Vicky Colombet and Gérard Fromanger.
Opening and closing the sequence, these two painters contemplate the canvas by their predecessor through the
prism of their own sensibility, anchoring this show in the present by offering their own singular viewpoints.

Our warm thanks go to all those who helped organize this very particular exhibition: His Excellency Laurent Bili,
Ambassador of France in China, Benoit Guidée, Consul General of France in Shanghai, and Myriam Kryger, cultural
attachée in Shanghai, without whom nothing would have been possible. We also thank the director of Shanghai
Rongsheng Cultural Media Co Ltd., Xie DingWei, the members of his team and the display designer Margo Renisio
whose total commitment helped make this remarkable exhibition a reality.

Patrick de Carolis
Member of the Institut
Director of the Marmottan Monet Museum
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« Sud du fleuve splendeur des paysages que j'ai connus par le passé, Au lever du soleil sur le fleuve le rouge des fleurs
luisait plus que le feu, Quand venait le printemps sur le fleuve le vert devenait comme bleu ». Les couleurs et la texture
du chef d’ceuvre de Claude Monet Impression, Soleil Levant, tout comme ces vers de Bai Juyi, célébre poete de la
Dynastie des Tang, sont une ode a la nature. C’est a travers les créations des hommes de lettres ou des artistes que
nous pénétrons et admirons la nature. Bien qu’ayant vécu aux deux extrémités du continent eurasiatique et séparés
d’un millénaire, Bai Juyi et Claude Monet ont chacun avec leur propre langage artistique choisi de représenter la
beauté du commencement a travers le theme du soleil levant.

L’exposition indépendante d’avril 1874 fut initiée par Claude Monet et présentée dans les studios du photographe
Nadar Boulevard des Capucines. Elle rassemblait les ceuvres d’artistes encore méconnus qui se distinguaient des
normes esthétiques de leur temps, devenant pour cette raison la cible de virulentes critiques et de nombreuses
mogqueries. Parmi eux, Degas, Pissarro, Cézanne, Renoir, Moriso, Sisley et d’autres encore.

Cette exposition, qui provoqua un véritable scandale, marqua les débuts du mouvement impressionniste. Ces
ceuvres, d’abord considérées comme « déviantes » et révolutionnaires, s’imposérent au fil du temps et Impression,
soleil levant devint la plus emblématique d’entre-elles.

Un matin brumeux dans le port du Havre, un soleil rougeoyant qui apparait a I’horizon, un mauve mystérieux et
un orangé caressant qui envahissent le ciel et la mer, les rides bleu cobalt et vert profond a la surface de I'eau qui
ondule au passage des bateaux, tous les éléments de cette composition constituent une rupture avec I'académisme
picturale sévissant depuis des siécles. Sous le pinceau de Monet qui fait surgir les évolutions de la lumiére et
des couleur au cceur de la nature gqu’il observe, ni contours précis, ni couleurs affirmées, ni sujets religieux ou
historiques, ni familles royales ou aristocratiques.

La crise sanitaire de la Covid 19 a affecté I'ensemble de la planéte et la vie quotidienne de nombreuses populations
tout au long de I'année 2020. La Chine est le premier pays a avoir maitrisé I’'épidémie et connu un retour a la
normale, grace a un important effort collectif. Dans ce contexte, Shanghai Xinhua Distribution Group et Tix Media,
en collaboration avec le Musée Marmottan Monet a Paris et grace a la coordination et au soutien de ’Ambassade
de France en Chine et du Consulat général de France a Shanghai, I'exposition Impression Soleil Levant a pu étre
montée et présentée pour la premiére fois en Chine. Cette exposition incarne notre engagement a promouvoir des
échanges artistiques d’envergure et notre volonté de devenir un hub artistique et culturel de tout premier plan. La
culture est une lumiéere qui finira par disperser la brume matinale et illuminer I'avenir

Li Shuang
Secrétaire adjointe du Comité du Parti et Présidente du Groupe de Distribution XinHua
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The famous Tang Dynasty poet Bai Juyi, in celebrating Jiangnan, wrote a poem that goes: “Fair Southern shore,
with scenes | adore. At sunrise riverside flowers redder than fire, in spring green waves grow as blue as sapphire,
which | can't but admire.” Likewise, the French modern master painter Claude Monet paid tribute to nature through
colors and brushstrokes of his Impression Sunrise. Men of letters and artists with their masterpieces can always
manage to bring us beautiful views of nature that contribute to our spiritual growth, just as Bai and Monet did.
Though a thousand years or so apart and with the vast Eurasian continent in between, the two chose to depict with
their artistic languages the same subject, i.e. sunrise — the beauty of “beginnings”.

In April 1874, proposed and initiated by Monet, an "independent exhibition" was held in the empty rooms of the
photographer Nadar’s studio on boulevard des Capucines in Paris, showing works by painters who were nobodies
straying away from tradition then, amidst criticism, ridicule and even pity. The artists included Degas, Pissarro,
Cézanne, Renoir, Morisot, Sisley among others that would go down in history later.

It was at the exhibition that the deviant artists and their style of painting that seemed unacceptable to the
mainstream then played the glorious prelude to "impressionism". As time passes by, many of the works exhibited
then have become revolutionary ones that have impacted art history, the most important and iconic one being
Impression Sunrise, one of Monet's exhibits at that time.

The painting depicts a foggy morning in the port of Le Havre in northern France. A red sun has just risen above
the horizon, with the mysterious purple and the warm orange across the sky and the sea, and the ripples that are
scattered brushstrokes of cobalt blue and grass green caused by the boats in the distance have awakened the still
yet deep sea that was quiet the whole night before. The work completely broke the shackles that had been kept by
the academic mainstream for hundreds of years. It is void of a clear outline, the correct and rigid inherent colors,
religion, politics, and palaces and noble families...What Monet depicted with his paintbrush is just the light and
colors at the instant presented by nature, and the whole painting is as beautiful as the painter’s first sight of the

scene.

In 2020, due to the pandemic, the daily lives of people in many countries have been affected. As the first country
to rise above the pandemic and restore normal life under strong leadership, China has demonstrated the value of
concerted efforts. In this context, it is all the more a hard-won achievement of Shanghai XinHua Distribution Group
and Tix-Media, in cooperation with the Musée Marmottan Monet in Paris and coordinated and supported by the
French Embassy in China and the French Consulate General in Shanghai, to have managed to bring /mpression
Sunrise on its first exhibition in China. It also demonstrates our commitment to promoting the exchange of world-
class art exhibits and confidence to establish ourselves as an artistic and cultural hub. Culture is the light that will
eventually disperse the morning mist and illuminate the future.

| hope we will all see the light at the end of the tunnel as we emerge from the pandemic.

Li Shuang
Deputy Secretary of the Party Committee and President of XinHua Distribution Group
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Impression, soleil levant a Shanghai est une exposition exceptionnelle congue dans le contexte inédit de la crise du
Covid 19 qui a ébranlé la planete.

Cette ceuvre, qui fit en son temps scandale en raison de sa liberté de création, a donné son nom au mouvement
impressionniste. Le génie de cette audace initiale fut par la suite reconnu et Impression, soleil levant fut érigé au
rang de chef d’ceuvre universel.

Le souhait exprimé dans le plan d’action pour les relations bilatérales entre la France et la Chine signé lors de la
visite du Président de la république Francaise en Chine en novembre 2019 de développement de coopérations
culturelles entre nos deux pays trouve ici une tres belle concrétisation. Partager avec le public chinois I'une des
toiles les plus célebres du monde, symbole de I’'entrée dans la modernité artistique occidentale et qui, en raison de
son importance ne voyage que pour des raisons exceptionnelles, constitue un geste fort de diffusion du patrimoine
artistique mondial et incarne, par la méme, la vitalité de la relation culturelle franco-chinoise, qui ne cesse d’innover
en menant des projets ambitieux et bien souvent pionniers.

Cette exposition est le résultat du partenariat particulierement fécond entre le Musée Marmottan Monet et la société
Tix Media. Six ans aprées avoir organisé, a I'occasion du cinquantenaire des relations diplomatique franco-chinoises,
la toute premiére exposition monographique de Monet jamais présentée en Chine, le musée Marmottan Monet et
Tix Media créent une nouvelle fois I’évenement avec Impression, soleil levant.

Je remercie vivement Monsieur Laurent Petitgirard, secrétaire perpétuel de I’Académie des beaux-arts, propriétaire
du Musée Marmottan Monet, et Monsieur Patrick de Carolis, directeur du Musée, sans lesquels le soleil de Monet
n’aurait pu irradier les rives mythiques du fleuve Huangpu. Je tiens a saluer la qualité et le dynamisme de la relation
qui s’est nouée entre le Musée Marmottan Monet et son partenaire chinois Tix Media, grace a I'implication de
son directeur M. Xie Dingwei et de Mme Marianne Mathieu, directrice scientifique du musée Marmottan Monet et

commissaire de I'exposition.

Quittant son écrin parisien pour étre présenté dans celui du Bund One Art Museum, nouvelle institution récemment
ouverte par Tix Media et Xinhua Distribution Group qui promettent une programmation remarquable, le soleil le
plus célébre du monde se léve aujourd’hui a Shanghai. Puisse cette exposition apporter la lumiere de I'espoir et du
renouveau apres la tourmente dans laquelle I'épidémie de Covid 19 a plongé la planéte.

Monsieur Laurent Bili
Ambassadeur de France en Chine
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Impression sunrise in Shanghai is an exceptional exhibition conceived in the unprecedented context of the Covid 19
crisis, which shook the world.

This masterpiece, which in its time caused a scandal due to its freedom of creation, gave its name to the
Impressionist movement. The genius of this initial daring was subsequently recognized, and Impression sunrise was
regarded as a universal masterpiece.

During its visit to China in November, the President of the French Republic to China in November 2019 presented
the action plan for bilateral relations between France and China. He emphasized the development of cultural
cooperation between the two countries. This wish finds an incredible realization here. Sharing with the Chinese
public one of the most famous paintings in the world is a symbol of entry into Western artistic modernity and which,
due to its importance, travels only for exceptional reasons, constitutes a strong gesture of dissemination of the
world artistic heritage. At the same time, it embodies the vitality of the Franco-Chinese cultural relationship, which
continues to innovate by carrying out ambitious and often pioneering projects.

This exhibition is the result of the especially fruitful partnership between the Monet Marmottan Museum and the
company Tix Media. Six years after having organized, on the occasion of the fiftieth anniversary of Franco-Chinese
diplomatic relations, the very first monographic exhibition of Monet ever presented in China, the Marmottan Monet
museum and Tix Media have once again created an event with Impression sunrise.

| warmly thank the Academy of Fine Arts, owner of the Marmottan Monet Museum, which gave its agreement
to allow Impression sunrise to be presented in Shanghai and Mr. Patrick de Carolis, director of the Museum, for
his commitment to lead many large-scale projects in China. | want to salute the quality and dynamism of the
relationship that has been forged between the Marmottan Monet Museum and its Chinese partner Tix Media.
Thanks to the involvement of its director Mr. Xie Dingwei and Ms. Marianne Mathieu, the scientific director of the
Musée Marmottan Monet and curator of the exhibition.

The Bund One Art Museum is a new institution opened by Tix Media and Xinhua Distribution Group which promises
remarkable events. Leaving its Parisian setting, the most famous sun in the world is rising in Shanghai today. May
this exhibition shed the light of hope and renewal after the turmoil in which the Covid 19 epidemic has impacted the
world.

Mr. Laurent Bili
French Ambassador to China
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THE SUN RISES EVERY DAY
Marianne Mathieu

Deputy Director, Head of Collections and Exhibitions of the Musée Marmottan Monet

After first entering the collection of Georges de Bellio,
doctor to the Impressionists, Impression Sunrise was
donated to the Musée Marmottan in 1940 by Victorine
and Eugene Donop de Monchy, his daughter and son-
in-law. That is how a canvas that can in many respects
be considered a universal icon found its way into the
collection of the Académie des beaux-arts.

By giving its name to Impressionism in the late 19th
century, this work came to symbolize the aspirations
of a small group of artists who, in the main, painted
directly from the subject, in natural daylight. Making
plein-air one of its chief concerns, Impressionism
revolutionized the art world.

Together with Le Déjeuner sur I’herbe (Luncheon on
the Grass) by Edouard Manet (1863, Paris, Musée
d’Orsay), Impression Sunrise marked the beginnings
of modern painting.

Thanks also to Claude Monet’s chosen theme, this
work has, over time, acquired an even broader
emblematic quality, with the rising sun celebrating the
dawn of a new day, and, by extension, renewal.

With our world has been put on necessary hold by
the pandemic, and with the appearance of the first
new perspectives arising from this health crisis, this
Impression, this sun rising, seems even more relevant
than ever.

Planned during the period of lockdown imposed in
France, after China, the presentation of Impression
Sunrise in Shanghai is like a signal. A highly symbolic
exhibition that, through the message conveyed
by Monet’s masterpiece, celebrates the imperious
necessity to break with isolation, to resume
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international exchanges and to turn a new page.

And in order to ground this event more fully in our
present, Impression Sunrise is not only being shown
alongside other paintings by the master that enable
us to grasp the originality of his painting in the 19th
century (working outdoors, swiftness of execution,
influences from Asia and London, modernity), but is
also echoed by the works of two contemporary artists,
Vicky Colombet and Gérard Fromanger.

Both were invited by the Musée Marmottan Monet to
create their own Impression Sunrise. In Shanghai they
are presenting a selection of canvases that expands
on this artistic resonance.

Each approaches Monet’s theme in a distinctive way.
Colombet is interested in the lower part of his painting,
concentrating on the reflections of light on the water.
Fromanger, for his part, focuses attention on the sun
itself.

But their differences go further than that. Each pursues
their own direction; Colombet chooses abstraction,
Fromanger, figuration; the former paints landscape, the
latter, figures. Moreover, where Colombet works with
natural color extracted from the depths of the earth,
the pure mineral-based pigment that she grinds, binds,
dilutes and applies, Fromanger uses industrial paint,
applied directly from the tube.

Yet for all this, both share the same point of view. They
grasp the motif seen form the sky or from space and
each in their own manner espouses our contemporary
way of perceiving/knowing the world, going beyond
the human-scale vision offered in his day by Monet.






Claude Monet (1840—1926)
Impression, Sunrise,

Oil on canvas, 50 x 65 cm
Paris, musée Marmottan Monet

A stay at the Hotel Amirauté in Le Havre around
November 1872 provided Monet with the subject of
his most famous painting, Impression Sunrise. From
the window of his room, the artist quickly painted
a view to the southeast of the outer harbor, seen in
the early morning hours. The outlines of the Quai au
Bois on the left and, on the right, of the Quai Courbe,
where work is under way, structure the composition.
The central opening indicates the location of the
tide lock for transatlantic ships that opens onto the
Bassin de I'Eure. Cranes, smokestacks, and masts are
bathed in the vapors and mists of an autumn dawn.
The rowboats of ferrymen in the foreground and the
bright orange sun and its reflections were added at
the end, when Monet was completing his picture.
Painted in just a few hours, this hazy image surprised
viewers with the unusual freedom of its handling. The
artist decided to include it in the first exhibition by the
Société Anonyme des Artistes Peintres, Sculpteurs,
Graveurs et Lithographes, held in Nadar’s former
studio in 1874. When enjoined to come up with a title

288

1872

for the catalogue, and reckoning that the work couldn’t
decently pass for a view of Le Havre, he called it
Impression. The term, springing from the jargon used
by painters, had been an artistic watchword since the
middle of the century, reflecting the growing interest in
capturing the atmosphere of a scene, or impression,
rather than giving a painstaking description of nature.
Sent to report on the event by the satirical magazine
Le Charivari, the very conservative Louis Leroy
immediately made the connection between the title
chosen by Monet and the controversial aspirations of
young painters championing this practice of outdoor
work. It provided the inspiration for the title of his
biting article, “L’exposition des impressionnistes” (April
25, 1874). A few days later the critic Jules Castagnary,
a fervent champion of these artists, used the term
Impressionists with a positive meaning. From then on it
designated the group formed by Monet and his friends.
Today, all this is symbolized by Impression, Sunrise.

Marianne Mathieu




Impression Sunrise
Influences

Claude Gellée, known as Claude (1600-1682)
Seaport with the Embarkation of the Queen of Sheba, 1648
oil on canvas, 149.1x196.7cm, London, The National Gallery

CLASSICAL COMPOSITION

An emblematic figure of classical landscape painting in the 17th
century, Claude Gellée, known in England as Claude, was an
essential reference for any French painter specializing in
seascapes. His influence can be observed in the way Monet
creates a composition similar to that of his Seaport with the
Embarkation.

Joseph Mallord William Turner (1775-1851)

Whalers (Boiling Blubber) Entangled in Flaw Ice, Endeavouring to
Extricate Themselves, exhibited 1846

oil on canvas, 89.9x120 cm, London, The Tate Gallery

THE DISSOLUTION OF FORMS AND RADICALISM

Monet discovered Turner’s painting during his first stay in London
in 1870. His own works now changed significantly as he sought to
represent what he himself called “ effects of fog ”, dissolving forms
in the mist or, as in Impression Sunrise, in the smoke bellowing
from tall factory chimneys.
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Eugéne Boudin (1824-1898)

The Port at Antwerp Seen from the
Northern Citadel, 1871

oil on canvas, 37x58.5 cm, musée de
Soissons, Lasanne Collection

OUTDOORS AND ATMOSPHERE

A self-taught painter of landscapes
and seascapes, Eugéne Boudin, who
was known as the “ King of Skies ”,
was Monet’s first master. With him, the
younger artist learned all about outdoor
paiting, making quick renderings based
on direct observation of his

theme and putting the emphasis on
subtle effects of light.

Claude Monet (1840-1926)
The Houses of Parliement, London, Rleflections on the Thames, 1905
oil on canvas, 81.5x92 cm, Paris, musée Marmottan Monet

A SPECTRAL VISION

Monet first travelled to London in 1870. He was fascinated by the
spectacle of this city where the urban and maritime worlds came
together and would go back there several times. He was particularly
struck by the fog, both the natural variety and the industrial smoke that
clogged the city. The effect of unreality that resulted made a lasting
impression on him. In France, it was in Le Havre that he found this
same spectral vision, which he painted most famously in Impression
Sunrise.

Katsushika Hokusai (1760-1849)
Hokusai gofu. Album of drawings by Hokusai, c. 1849 (1st edition)
print, 22.8x31.8 cm, Paris, musée Marmottan Monet

JAPONISM

During the Meiji era (1868-1912), the dissemination of Japanese art,
especially at world’s fairs, began to have a considerable influence
on painter over the second half of the 19th century in the west.
The prints offered a vivd image of the Land of the Rising Sun and
Monet was among the artists who appreciated them. His collection
included the album of Hokusai drawings reproduced above.
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Impression Sunrise
Motif

d. The Port of Le Havre. Machinery on the Quai au Bois, later called Quai de
Brostrém

Photograph

Le Havre, CHRH - Funds Soclet

The machinery with its chimney in the center of the photograph dates from
December 1871. In Monet’s painting it can be seen in action on the dock to
the left of the Ecluse des Transatlantiques.
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a. The Old Outer Harbor of Le Havre from the Roof of the Musée
des Beaux-Arts, c. 1900

Postcard

Le Havre, Museums of Art and History

This postcard offers a panoramic vision of the outer harbor at Le
Havre, looking east.The photograph was taken from the roof of
the Fine Arts Museum, near the Hétel de I’Amirauté, where Monet
stayed. In the centre, In the middle-distance we can see the Ecluse
des Transatlantiques opening onto the Bassin de I’Eure dock.

b. Hand-operated revolving crane.

lllustration from the book by Emile C. de Beaucamp and N. Le
Grix, Petite Histoire du Havre lllustrée, preface by M. Louis
Brindeau, Le Havre: A. Bourdignon, 1893

Le Havre, Municipal Library

These cranes and masts in Monet’s paiting are signs of the major
being to enlarge Le Havre’s outer harbor towards the south, which
had been begun in 1872.

It was archive documents lie these that were used in 2014 when
the motifs painted by Monet were identified for the first time.

c. Le Havre, the Grand Quai, c. 1900
Postcard
Le Havre, Municipal Archives

The big white building at the center is the Hotel de

I’Amirauté,
where Monet stayed in 1872 and 1874.
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DATING IMPRESSION SUNRISE

Donald W. Olson

Professor of Physics and Astronomy, Texas State University

The date of Monet’s Impression, Soleil Levant
(Impression Sunrise) has long been a subject of
controversy. Not only the time of year but even the
calendar year of the painting is in dispute, with both
1872 and 1873 cited by various authors. The canvas
bears the inscription “72” next to Monet’s signature, but
the catalogue raisonné published by Daniel Wildenstein
redated three consecutively numbered Le Havre
paintings with similar views — Soleil Levant, Marine (ill.5),
Impression, Soleil Levant and Port du Havre, Effet de
Nuit (ill.6) — to a campaign that Wildenstein placed in the
spring of 1873.

ASTRONOMY AND ART

Over the past twenty-five years, our Texas State
University group has used astronomical analysis to
determine the dates for three paintings by Vincent
van Gogh (July 13, 1889, at 9:08 p.m. for Moonrise,
Wheatstacks 2 ; April 20, 1890, at 7 p.m. for Road With
Cypress and Star 3 ; and June 16, 1890, at 8 p.m. for
White House at Night 4), along with several paintings
by Edvard Munch (mid-August 1893 for Munch’s
Starry Night 5; August 19, 1893, at 9:15 p.m. for The
Storm 8 ; September 3, 1893, at 5:30 a.m. for Sunrise
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in Asga"rdstrand 7 : and the winter season of 1883-
1884 for the blood-red sunsets that inspired the sky
of The Scream 8). The methods employ astronomical
computer algorithms to calculate the positions of
the sun, moon, stars and planets. We also consult
the memoirs and letters written by the artists, collect
meteorological observations, and study contemporary
maps of the locations. In addition to the analysis of
paintings, we have arrived at dates and precise times for
two moonrise photographs by Ansel Adams (September
15, 1948 at 7:03 p.m. for Autumn Moon ®; and December
28, 1960 at 4:14 p.m. for Moon and Half Dome ).

Our most recent publication 9 was a study of Monet’s
1883 Etretat, Soleil Couchant (ill.3).11 A site visit to
the distinctive cliffs, arches, and rock formations of the
Normandy coastline allowed us to determine Monet’s
precise location on the beach at Etretat. Several sets of
meteorological records exist from 1883, and Monet’s
almost daily letters from January and February 1883
contain weather information and other clues. Combining
this evidence with our computations of the tide levels at
sunset and with astronomical calculations of the sun’s
position in the sky, we were able to determine a date
and precise time for the sunset scene that inspired
Monet: February 5, 1883, at 4:53 p.m. local mean time.



THE SUN IN THE MIST

Impression, Soleil Levant poses a much more difficult
problem in dating for at least two reasons. First, the
hazy nature of the scene depicted has produced
considerable disagreement regarding Monet’s location,
his direction of view, and which part of the Le Havre
harbor is depicted. Also, relevant biographical material
is almost nonexistent, since only a very small number
of Monet’s letters from 1872 and 1873 survived.
However, the historical importance of this painting is a
strong motivation for attempting to determine Monet’s
location and calculate a precise date or, at least, a
range of possible dates.

MONET’S WINDOW: THE WORDS OF THE
ARTIST

As part of an interview published in 1898, Monet himself
made it clear that the famous painting depicts the view
from a window overlooking the harbor at Le Havre.
Discussing the exhibition of 1874, the artist recalled: “I
had submitted something done in Le Havre, from my
window, the Sun in the mist and a few masts of ships
in the foreground. [...] They asked me the title for the
catalogue; and it could not really pass for a view of Le
Havre, so | replied: * Put Impression.” From that came
“Impressionism,” and the jokes proliferated.” 12

DATE AND LOCATION IN LE HAVRE:
WILDENSTEIN’S OPINIONS

In a 1967 essay, Wildenstein described Impression,
Soleil Levant as painted in 1872 in Le Havre.'3
Wildenstein’s 1974 catalogue raisonné gave more
detailed information about the location, and stated
that: “Monet occupied a room in the Hotel de I’Amirauté
overlooking the Grand Quai [...] It is from there that he
painted Impression. ”14

However, contrary to his earlier essay, Wildenstein in
this catalogue now judged that: “the date 72 following
the signature on Impression (263) does not correspond
to reality. 7%

The caption to the painting’s illustration in the catalogue
now read: “Cat. 263 - Impression, soleil levant, 1873.” 16
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Wildenstein’s catalogue raisonné text advanced the
theory that Monet had created Impression, Soleil Levant
and related paintings during a visit to Le Havre in the
spring of 1873, asserting that: “From a trip to Normandy,
Monet brought back [...] a group of canvases painted
in the port of Le Havre (259-264), one of which was to
cause quite an uproar (263).” 17

Wildenstein explained his reasoning about the date in
a footnote and quoted from a letter to Pissarro, dated
April 22, 1873, in which Monet mentioned in passing, “I
went to Rouen”. '8 Although Monet does not explicitly
state in this letter that he also worked in Le Havre
during this spring 1873 trip, Wildenstein evidently
assumed that the artist did make a side trip to Le
Havre shortly before writing this letter.

Wildenstein concluded in another footnote that all
three paintings with similar views — W262 (ill.5), W263 ,
and W264 - were created in the spring of 1873 when
Monet was in a hotel on the Grand Quai, looking to the
southeast over the outer harbor. Wildenstein compared
the famous Impression, Soleil Levant (W263) to: “Soleil
Levant (Marine) (262) [...] which represents essentially
the same motif in a very similar lighting. In both
cases, installed on the Grand Quai at Le Havre [...]
probably at a window of the Hotel de I’Amirauté
[...] Monet painted the old outer harbor [...] in the
direction toward the southeast. All the cartographic
studies and all the evidence collected from local
historians agree on this point. See also Le Port du
Havre, Effet de Nuit (264). ”1°

Wildenstein reiterated these conclusions about the
year and the direction of view for the three paintings
in a catalogue entry: “263, IMPRESSION, SOLEIL
LEVANT [...] Painted at Le Havre in 1873. Represents
the old outer harbor viewed in the direction toward the
southeast. See numbers 262 and 264”.2°

Following the publication of Wildenstein’s catalogue,
some authors persisted in dating Impression, Soleil
Levant to 1872, while others adopted the revised year
of 1873. John House surveyed the literature regarding
Monet’s production during the decade of the 1870s
and recognized that “problems arise, during the same
period, over the dating of Monet’s spells of work

at Rouen and Le Havre.”?! An especially striking
example of this dating uncertainty appears in a lavishly
illustrated volume by Robert Gordon and Andrew
Forge. On the page facing illustrations of W262 (ill.5)
and W263 the authors state that: “The two paintings
opposite, and one of the harbor at night [W264],
were painted from Monet’s hotel window in Le Havre
in 1872.” But the captions to those two illustrations
contradict the text by listing a different year:
“Impression, Soleil Levant. 1873” and “Soleil Levant,
Marine. 1873.” 22

297

LE HAVRE IN PHOTOGRAPHS AND MAPS

To resolve questions about paintings depicting the
harbor of Le Havre as it appeared in the 19th century,
modern scholars can turn to an extensive cartographic
and photographic record. The immense number of
travelers and tourists who have passed through Le
Havre make it easy to find hundreds of postcard views
of the port, with these images dating primarily from
circa 1900-1910. For the decades of the 1870s and
the 1880s, researchers can turn to albumen prints
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by such pioneering photographers as Emile-André
Letellier and Etienne Neurdein.

After studying the maps and photographs of old
Le Havre, we agree with Wildenstein’s conclusion
regarding the direction of view, that Impression, Soleil
Levant depicts the outer harbor as viewed in the
direction toward the southeast.

As seen from Monet’s location on the Grand Quai,
the Sun in Impression, Soleil Levant stands above the
eastern end (the left end) of the Quai Courbe, which
projects its semi-circular shape into the outer harbor
from the south. Near the Sun and to the right of the Sun,
the painting shows the cranes and derricks of a vast
construction project on the Quai Courbe, and rising into
the sky behind the quay we recognize masts of sailing
ships in the Bassin de Mi-Marée.

To the left of the Sun and Quai Courbe, a channel
of water curves gently to the right as it goes into the
distance. In this channel, Monet included a tall sailing ship
with its masts and spars reaching up into the sky. This
great ship is not under sail and may be in tow through the
outer harbor near either the tide-gate called the Ecluse de
la Floride leading into the Bassin de Mi-Marée or the tide-
gate called the Ecluse des Transatlantiques leading
into the Bassin de I’'Eure.

On the far left of the painting, we see more vertical
elements, some of which may be the stacks of tugboats
and others that may be chimneys of the works adjacent
to the dry docks (formes de radoub) in the Bassin de la
Citadelle. Also visible near the left side of the painting are
the masts of at least one more sailing ship, which may
be in the outer harbor or in the Bassin de la Citadelle
or, perhaps more likely, in the lock that leads into the
Bassin de la Citadelle.

Returning our attention to the objects in the middle
distance on the right side of Impression, Soleil Levant,
we note that our conclusions agree with those
previously reached by Paul Tucker, who described the
“numerous vertical elements [...] those to the right are
cranes and heavy machinery that were part of a huge
construction project that had been initiated just before
the Franco-Prussian War and had been taken up again
after the armistice.” 23

This albumen print shows the Grand Quai as it appeared circa 1875. Near the left edge of this view, the top of the tower of the Notre Dame church is visible
above the line of buildings on the quai. Near the center of the view we recognize the three buildings of the Hotel de I'’Amirauté: an annex at Grand Quai 41,

the main building at Grand Quai 43, and an annex at Grand Quai 45.

Before 1870 the Bassin de la Floride extended along
the entire length on the south side of Quai Courbe.
As part of the construction project in the 1870s,
engineers constructed an earthern traverse structure,
a kind of cofferdam, dividing the Bassin de la Floride
into two parts. The project came under the direction of
the engineer Emile Théodore Quinette de Rochemont,
who provided a timeline for the progress of the work:
“The Bassin de la Floride will be divided into two
parts by a traverse. The smaller part, to the east, will
be transformed into the Bassin de Mi-Marée. [...]
The traverse, made entirely of earth and designed to
separate the Bassin de la Floride into two parts, was
constructed during 1870-1871.” 24

A map showing the proposed changes to the outer
harbor (ill.8) appeared in the journal L’lllustration in
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April 1874 and again in January 1878, along with a
view of the project (ill.9) in 1878 as seen from the top
floor of a building on the Grand Quai.?® This latter view
shows five large sailing ships in the Bassin de Mi-
Marée.

On the right side of Monet’s Impression, Soleil Levant
we recognize the cranes and derricks of this vast
construction project on the Quai Courbe and the
masts of sailing ships in the more distant Bassin de
Mi-Marée.

Identifying Monet’s Hotel Window

In a letter to Pissarro written on January 27, 1874, Monet
gave his current address as “Hotel de I’Amirauté au
Havre.” % For Monet’s Le Grand Quai au Havre (ill.10 ;
W295), usually dated to 1874, the especially clear view
at the quay and harbor in the light of a bright afternoon



Monet created Impression, Sunrise at the time of a vast construction project in Le Havre harbor. This map, titled Travaux
d’Agrandissement du Port du Havre and showing the proposed changes to the harbor, appeared in two issues of L lllustration, for
April 18, 1874, and again for January 5, 1878. By 1871, the eastern end of the Bassin de la Floride had already been enclosed to
form the Bassin de Mi-Marée. During the following years, most of the Quai Courbe was removed, to be replaced by two smaller
quays shown here as dark outlines.

The right side of Monet’s Impression, Sunrise shows the silhouettes of cranes and derricks that were part of the vast construction
project in Le Havre harbor. This woodcut, titled Travaux d’Agrandissement du Port du Havre: Aspect Actuel de I’Avant-Port a
Marée Haute appeared in Llllustration for January 5, 1878, and showed the progress of the work as seen from the top floor of a
building on the Grand Quai. The remaining semi-circular outline of Quai Courbe can still be discerned even at high tide, but much
of the earth forming this quai was removed in the wagons of a small railroad line. Near the left side of this woodcut, five sailing
ships can be seen in the rectangular enclosure called Bassin de Mi-Marée, completed by 1871 as one of the first steps in the
construction project. To the right of the Sun in Impression, Sunrise, Monet shows a few distant masts, probably of ships in the
Bassin de Mi-Marée.
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These 19th-century photographs show the Hotel de I’Amirauté with the hotel name prominent on the facade. The distinctive architectural
features allow us to recognize the hotel in wide-angle photographs of the Grand Quai taken from across the harbor.
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sun makes it possible to identify the precise location of
Monet’s hotel room.

Several 19th-century photographs (ill.11-12) depict
the main building of the Hotel de I’Amirauté, with the
hotel name prominently displayed on the fagade. The
architectural details visible in these close-up views
in turn allow us to recognize this hotel in panoramic
photographs taken from across the harbor and
showing all the buildings on the Grand Quai between
the Rue Saint Julien and the Rue des Galions. An
especially clear early albumen photograph (ill.7), taken
circa 1875, shows the three buildings of the Hotel
de I’Amirauté: an annex at Grand Quai 41, the main
building at Grand Quai 43, and an annex at Grand Quai
45. Contemporary guidebooks published by Adolphe
Joanne and Karl Baedeker make it clear that the main
building stood at Grand Quai 43, but that the hotel
included rooms at all three addresses: 41, 43, and
4527

At the extreme lower right corner of Le Grand Quai au
Havre (ill.10; W295), Monet’s line of sight looks over
the roof of a small building with a brown wall marked
by bold dark lines to another even smaller building
with a scalloped pattern at the roof line and white
walls with thin black vertical lines. To the left of these
two buildings, W295 shows an ornate gold light with
a spiral pattern. Monet looks down on the quay from
a window just slightly higher than the spiral pattern at
the top of this ornate street light.

In the albumen photograph, circa 1875, we can
recognize on the quay just east of the Hotel de
I’Amirauté exactly the same features — the two small
buildings and the same ornate street light with the spiral
pattern. A three-dimensional topographical analysis
reveals that Monet’s view is possible only from the
room marked with an “X” in Figure 13. Monet’s room
for Le Grand Quai au Havre therefore was in the hotel
annex at Grand Quai 45, not in the main hotel building.
From the main hotel building at Grand Quai 43, the
smaller building with white walls and thin vertical
lines would have been blocked from view in a manner
inconsistent with the appearance in the painting.

13
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For Monet’s Le Grand Quai au Havre (W295, St. Petersburg, the State
Hermitage Museum), usually dated to 1874, the especially clear view of the
quay in bright afternoon sunlight allows us to identify the precise location
of Monet’s room in the Hotel de I’Amirauté, which consists of an annex
at Grand Quai 41, the main building at Grand Quai 43, and an annex at
Grand Quai 45.

Top: red arrows added to a detail from the lower right-hand corner of Le
Grand Quai au Havre (W295) mark three distinctive features on the quay:
an ornate gold light with a distinctive spiral pattern, a small building with
a scalloped pattern at the roof line and white walls marked with thin black
vertical lines, and another building with a brown wall marked by bold dark
lines.

Bottom: red arrows mark the same three distinctive features in this detail
from an albumen print, circa 1875. Monet looked down at the scene
from a balcony (marked by a yellow “X”) just slightly higher than the spiral
pattern at the top of the ornate light.

Perhaps worth noting is that Monet may have selected
this room in the hotel annex at Grand Quai 45 because
this chamber had not just a window but also a balcony.

In Le Havre, as in all cities in mid-northern latitudes, after the instant of sunrise the Sun then rises “up
and to the right” into the sky. According to our topographical analysis, the low Sun seen in Impression,
Soleil Levant stands above the eastern end of Quai Courbe, but the actual point of sunrise must have
been in the direction of the water in the channel to the east (in the painting, to the left) of this quay.

DIRECTION TO THE RISING SUN

At Le Havre, as in all cities in mid-northern latitudes,
after the instant of sunrise the sun then rises “up
and to the right” into the sky (ill.14). According to our
topographical analysis, the low Sun in Impression,
Soleil levant stands over the eastern end of Quai
Courbe, but the actual point of sunrise must have
been in the direction of the water in the channel to
the east (in the painting, to the left) of this quay. To
express the direction of this sunrise point in a precise
way, astronomers use a coordinate called azimuth to
identify the compass directions, with 0° at the north, 45°
at the northeast, 90° at the east, 135° at the southeast,
180° at the south, etc. On the 19th-century map of the
harbor (ill. 18) the line of sight from the Hotel de I'’Amirauté
to the east end of Quai Courbe points in the direction of
azimuth 122°, measured from true north. As observed
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by Monet on the morning that inspired Impression,
Soleil Levant, the point of sunrise on the horizon would
have been slightly to the left of the east end of Quai
Courbe, most probably near azimuth 117° to 121°. The
low sun over the quay in the painting would correspond
to an azimuth of approximately 123° to 127°. The sun
rises in this position twice during each year, in mid-
November and late January.

The sun’s altitude in Impression, Soleil Levant can be
estimated first by using the known diameter of 0.5°
for the solar disk to deduce that the sun is standing
somewhat less than two degrees above the distant
horizon. An independent estimate compares the
altitude of the sun to the masts of the sailing ships in
the Bassin de Mi-Marée, located to the right of the sun
in the painting. This method uses typical sailing ship
mast heights of about fifty meters, the known distance
of 550 meters from the hotel to the center of the Bassin



de Mi-Marée, and the elevation of Monet’s balcony at
nine meters above the Grand Quai and eleven meters
above the water level. For such a configuration, the
tops of the distant masts extend approximately four
degrees above the horizon, and the sun’s altitude is
perhaps closer to three degrees. We therefore estimate
that the disk of the Sun in Impression, Soleil Levant
has an altitude of about two to three degrees above
the horizon, a low sun position corresponding to a time
approximately twenty to thirty minutes after sunrise.

THE STAND OF HIGH TIDE

The sailing ships and steamers could pass through the
Le Havre outer harbor only for a period of about three
or four hours, centered on the time of high tide. Before
and after this interval, the water level in the outer
harbor channel was not sufficiently deep and the great
ships would run aground. A noteworthy hydrographic
feature of Le Havre is that the tide curve (ill.15) can exhibit
a nearly flat maximum near the time of high tide. For a
long interval of time called the “high water stand” the
water level remains nearly constant. Emile Théodore
Quinette de Rochemont described this phenomenon
in his 1875 monograph on the port of Le Havre: “This
feature of the tidal curve is very advantageous for
navigation; it permits us to leave the tidal docks open
for about three hours.” 28

During the time of high water stand, the tide-gates
leading to the Bassin de Mi-Marée and the Bassin
de I’Eure, and the lock leading to the Bassin de la
Citadelle, could be open. Tugboats towed the sailing
ships through the outer harbor and the tide-gates —
events that were a favorite subject of 19th-century
photographers. In Impression, Soleil Levant the
masts of the largest sailing ship extend well up into
the sky and indicate that this vessel is much closer to
Monet’s hotel than are the distant masts on the right
side of the painting. This largest sailing ship may be
under tow through the outer harbor. The requirement
that the low rising sun in Impression, Soleil Levant
correspond within one or two hours to the time of high

304

15

Near the time of high tide [pleine mer] at Le Havre, the water level can remain
nearly constant for three or four hours, an interval of time called the “high
water stand” [“tenue du plein”]. Impression, Soleil Levant probably depicts
the harbor during such a time period. This example of a tide curve showing
the distinctive flattened top appeared in a monograph on the port of Le
Havre published in 1875 by Emile Théodore Quinette de Rochemont, who
remarked: “This feature of the tidal curve is very advantageous for navigation;
it permits us to leave the tidal docks (bassins) open for about three hours.”
[“Cette particularité de la courbe de marée est tres-avantageuse pour la
navigation; elle permet de laisser les bassins ouverts pendant trois heures
environ.”]

water gives us a strong tidal constraint on the possible
astronomical dates.

Our computer algorithms allow us to calculate the
positions of the sun and the moon and the resulting
tide curves for dates in the 19th century. The times
of high tide and the water level at the tide-gates were
also printed in a 19th-century publication called the
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Emile Letelliier, The Clapeyron traveling through the Ecluse des Transatlantiques lock. Port of Le Havre, entrance to the Bassin de I'Eure, circa 1880-1890. Photograph, 20.5x29 cm. Le Havre,
Bibliotheque Municipale.

Tide conditions in Le Havre harbor provide a strong constraint on possible dates for Impression, Soleil Levant. For an interval of three or four hours near the time of high tide, tugboats (remorqueurs)
could tow sailing ships through the outer harbor (avant-port) and into the tide-gates (écluses) of the various tidal docks (bassins). This albumen print, from a photograph taken by Emile-André Letellier
circa 1880-1890, captures such an event at the Ecluse des Transatlantiques leading to the Bassin de I'Eure. The photographic view looks toward the northwest, with an arrow marking the main
building of the Hotel de I'’Amirauté on the Grand Quai in the distance. This photograph therefore shows a view almost exactly opposite to that of Monet’s Impression, Soleil Levant, for which the artist
looked to the southeast toward a sailing ship in this same channel and near this same tide gate.
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Monet had a pattern of working in hotels, from rooms with windows or balconies commanding views over a harbor or a river.

Top left: The annex of the Hotel Blanquet in Etretat, with a corner of the main building visible at the far right.

Top right: The main building of the Hotel Blanquet in Etretat. Monet made multiple visits to the Hotel Blanquet. He took some views of the bay and harbor from the main building and created
other paintings (e.g., W1024 and W1025) from a room on the upper floor of the annex.

Bottom left: the Hotel de I’Amirauté and its annexes, at Grand Quai 41, 43, and 45 in Le Havre. Monet'’s letters prove that he resided at the Hotel de I'’Amirauté in late January 1874, and this
hotel is also the most probable candidate for possible painting campaigns in 1872 or 1873.

Bottom center: the Hotel Continental near the breakwaters on the north jetty in Le Havre.

Monet stayed in the Hoétel Continental during a visit to Le Havre in late January of 1883. Each room on the seaward side of this first-class hotel featured a balcony overlooking the entrance to the
outer harbor (avant-port). Bad weather frustrated the artist’s efforts during this January 1883 Le Havre trip. This hotel is not a candidate for the viewpoint of Impression, Soleil Levant, the because
Hbtel Continental did not open its doors until June 1882.

Bottom right: the Savoy Hotel in London, overlooking the Thames. Monet made repeated visits to this first-class hotel. He worked from the balconies of rooms 641 and 541 to create the series
paintings depicting nearby Waterloo Bridge and Charing Cross Bridge.
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True north is at the top of this map showing Le Havre harbor in the 1870s. The dot indicates the position of the Hotel de I'Amirauté on the Grand
Quai, and the arrow points in the direction of the low Sun seen in Impression, Soleil Levant. Quai Courbe, with its distinctive semi-circular shape,
projects into the outer harbor (avant-port) from the south. For a period of about three or four hours near the time of high tide (pleine mer), the tide-
gates (écluses) (labelled H-R) were open and sailing ships could enter or exit the various tidal docks (bassins) of the port.

Almanach du Commerce du Havre. Based on the
topographical analysis, astronomical calculations of
the sun’s position, and tide calculations of high water
stand, the most likely dates for Impression, Soleil
Levant are:

1872 January 21-25
1872 November 11-15
1873 January 25-26
1873 November 14-20

at 8:00 a.m. to 8:10 a.m.
at 7:25 a.m. to 7:35 a.m.
at 8:05 a.m.

at 7:30 a.m. to 7:40 a.m.

On each of these dates and times, a low sun would
be rising over the east end of Quai Courbe, and a
high water stand would allow maneuvers by the great
sailing ships in the outer harbor of Le Havre.
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GLITTER PATH

Below the disk of the sun, the sparkling light on the
water of the outer harbor is known by atmospheric
scientists as a “glitter path.” The depiction in
Impression, Soleil Levant makes this certainly the most
famous glitter path in history! As explained in standard
references on this phenomenon, the vertical elongation
of the glitter path in the painting is entirely consistent
with the low altitude of the sun.?®

A SPRING SUNRISE ?

In 1960, William Seitz published a Monet chronology
with the entry: “1872 SPRING: In Le Havre. Paints
the Impression.” 30 In 1970, William Gaunt likewise
asserted that “Monet painted this picture of the sun
seen through mist at the harbor of Le Havre when he
was staying there in the spring of 1872.” 3

As cited earlier, Daniel Wildenstein’s catalogue
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raisonné also placed this painting in the spring season,
but in the year 1873. Specifically, Wildenstein’s
catalogue dated all three of Le Havre paintings with
similar views (W262 , 263 , and 264 ) to the time period
just before April 22, 1873. 32 Wildenstein’s judgment
about the season and the year has proved especially
influential.

Joel Isaacson’s 1978 Monet biography followed
Wildenstein’s theory in assigning Impression, Soleil
Levant to “Monet’s sojourn in Le Havre in March or
April 1873.” 33

The Getty Museum, following the acquisition of
Soleil Levant (W262) in 1998, issued a press release
promoting the scene as a sunrise from the spring of
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1873: “Getty Museum Acquires Early Impressionist
Painting by Claude Monet. Created during the spring
of 1873, the painting depicts the bustling port of Le
Havre on the northern French coast, as light dawns
on the water. [...] Monet traveled to Le Havre from his
home in Argenteuil in the spring of 1873. While there
he painted several paintings of its harbor. Sunrise is
most closely related to the famous Impression Sunrise
(Paris, Musée Marmottan), painted during this trip.”3*

The current Getty Museum website likewise describes
Soleil Levant (Sunrise, ill.5) as dated to “March or April
1873” and “painted during the spring of 1873.” 3

But if our topographical analysis is correct,
the paintings W262 and 263 cannot date
from the spring season of any year. To
see the rising Sun in March and April, an
observer at a window on the Grand Quai
would look to the east in March, or even
somewhat to the northeast in April, over
the ticket bureaus and sheds on the Grand
Quai. There is then no plausible candidate
for the quay that we see on the right side of
Impression, Soleil Levant and no plausible
position for the group of sailing ships,
tugboats, and small boats that the painting
includes to the left of the rising sun.
Moreover, placing Impression, Soleil Levant in
the spring season contradicts Wildenstein’s
own statement, elsewhere in the same
catalogue, about the topography of the port
and the direction of view: “Monet painted the
old outer harbor [...] in the direction toward
the southeast. All the cartographic studies
and all the evidence collected from local
historians agree on this point. 3¢

We agree that Monet’s Impression, Soleil
Levant does show a view to the southeast,
with the solar disk in a position attained
only in late fall (mid-November) or winter
(late January).

VIEW FROM A BOAT ?

In an essay published in 1956, William Seitz
speculated that Monet’s Impression, Soleil
Levant was “painted at dawn, perhaps from
a boat.” 37 Seitz repeated this idea in a 1960
book, offering his theory regarding the origin
of Impression, Soleil Levant: “it is easy to
imagine oneself in Monet’s position here in the
harbor of Le Havre, bobbing on the waves in
a small boat — a lone observer, engrossed in a
unique and transitory moment that will never
be repeated.” 38
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Comparison of 19th-century photographs to Monet’s canvases demonstrates that the artist
accurately depicted the entrance to the port of Le Havre.

Top: The Semaphore building — the tiered structure at the far left of this aloumen

photograph, circa 1880 — displayed flags to indicate the state of the tide, to warn small boats
when great sailing ships were preparing to enter or depart from the port, and to give other
signals of interest to mariners.

Center: The photographer for this albumen print, circa 1880, set up his camera on the top level
of the Semaphore.

Bottom: Claude Monet, Ve de I'Avant-Port du Havre. The different perspective for the lights
along the jetty shows that Monet took this view from the middle level of the Semaphore.
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Perhaps influenced by Seitz’s vivid account, Trewin
Copplestone likewise described Monet’s sunrise as “a
transient moment he observed from a small boat in the
harbor.” 39

Monet famously did employ a studio boat on the Seine
near Argenteuil. This floating studio was the subject
of several Monet works (W323, W390-393), and two
Manet paintings from 1874 show Monet on his studio
boat.

But Impression, Soleil Levant cannot have been
viewed from a small boat in the harbor for at least
two reasons. First, Monet explicitly stated the scene
was observed “from my window.” 40 Moreover,
a quick glance at the three small stern-oar boats
( godilles ) that form a diagonal line in the bottom half
of Impression, Soleil Levant proves that Monet was
well above the water level. If Monet had sketched the
view from his own small boat in the harbor, the heads
of the oarsmen ( godilleurs ) in the three small boats
would all have been even with each other and with the
horizon line. Instead, the painting shows Monet looking
down on the three small boats, with the horizon
line in the painting located far above the oarsmen,
entirely consistent with Monet’s window being
well above the water level. As a concrete example,
Monet’s window for Le Grand Quai au Havre (W 295)
was nine meters above the pier and approximately
eleven meters above the water level at high tide.
In Le Grand Quai au Havre (W 295) the artist looks
down on two small boats in the outer harbor from
approximately the same perspective as he looks down
on the three small boats in Impression, Soleil Levant.

ROOMS WITH A VIEW

Perhaps worth noting is Monet’s pattern of working
in hotels, from rooms with windows or balconies
commanding views over a harbor or a river (ill.17).
Monet had a pattern of returning to the same hotel more
than once, with multiple painting campaigns based
at the Hotel Blanquet in Etretat, and likewise multiple
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Comparison of 19th-century photographs to Monet’s canvases
demonstrates that the artist accurately depicted the Bassin du Commerce
at Le Havre.

Top: This 19th-century albumen photograph, taken circa 1880 from the
west end of the Bassin du Commerce, looks to the east from the Place de
la Mature, with the machine a mater prominent in the foreground. Mariners
used this apparatus, shaped like a gigantic “A” to remove and replace the
masts of sailing ships.

Center: The photographer for this albumen print, circa 1880, set up his
camera at the east end of the Bassin du Commerce and looked toward the
west, with the sheerhulk and the distinctive profile of the Le Havre Théatre
visible in the distance.

Bottom: Claude Monet, Le Bassin du Commerce, Le Havre. The slightly
different perspective demonstrates that Monet took his view from a position
somewhat to the left of the location used for the center photograph.
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Comparison of early photographs to Monet’s paintings demonstrates that the artist accurately depicted the buildings of the outer
harbor (avant-port) at Le Havre.

Top: Postcard view of the Le Havre Museum, circa 1900.

Bottom: Claude Monet, Le Musée du Havre. The Le Havre Museum was a favorite subject for photographers. The nearly identical
alignment of the corner of the museum and the chimneys behind the museum demonstrates that Monet and the postcard
photographer employed almost identical viewpoints on the Quai Courbe.
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Comparison of 19th-century photographs to Monet's paintings demonstrates that the artist accurately depicted the entrance to the port of Le Havre.

Top: Claude Monet, Vue de I’Avant-Port du Havre.

Bottom: This circa-1880 albumen print shows the south jetty on the left and, across the entrance channel, the tiered Semaphore building on the north jetty.
The blue arrow points to Monet'’s location on the middle level of the Semaphore. The two red arrows point to a street light (lampadaire) and the entrance to
the stairway leading down to the water level; both the street light and this entrance are visible in the foreground of Monet’s canvas.

312

working visits to the Savoy Hotel in London. No direct
information exists regarding the hotel employed for
Impression, Soleil Levant, but Monet’s letters prove that
he resided at the Hotel de I’Amirauté in late January
1874, and the established pattern makes this Le Havre
hotel also the probable candidate for 1872 or 1873.
During another visit to Le Havre in late January of
1883, Monet stayed in the Hotel Continental near
the breakwaters on the north jetty. Each room on
the seaward side of this first-class hotel featured a
balcony overlooking the entrance to the outer harbor.
However, this location is not a candidate for the
viewpoint of Impression, Soleil Levant, because the
Hotel Continental did not open its doors until June
1882. 41

IMPRESSION, SUNSET ?

According to a footnote in Wildenstein’s catalogue
raisonné, Impression, Soleil Levant appeared in
the catalogue for the sale on June 5-6, 1878, with
the erroneous title Impression, Soleil Couchant
(Impression, Sunset). 2 Paul Durand-Ruel himself
made the same error when he recalled the 1874
exhibition: “Seascape at Sunset appeared in the
catalogue under the title of Impression.” 43

Thus began many years of misunderstanding.

Paul Konody continued the pattern in his entry on
Impressionism for the Encyclopedia Britannica,
stating that “the word Impressionism was coined by
a journalist as a term for opprobrium in a derisive
criticism of a painting by Claude Monet, called
‘Impressions,’ the actual subject of which was a
sunset.” 44

Probably the most detailed assertions that Impression,
Soleil Levant depicts a sunset appear in a Monet
biography authored in 1966 by Charles Merrill Mount,
who made a trip to the harbor and argued that he had
verified the claim: “Soon again, that same January,
1872, Monet set off for Le Havre, where his quest
appears to have been disappointed. Only two hasty
sketches were brought away, showing a setting sun
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hanging over the harbor’s west end.

[...] Since both rapid views of Le Havre painted on
Monet’s 1872 visit were present, Edmond Renoir
dutifully labeled one Le Havre: Fishing Boats Leaving
Port, and the second Impression: Rising Sun, though
Monet might have told him that the sun, hovering over
the west end of the harbor, surely was setting...
Whether the sun in this canvas is rising, as
Edmond Renoir thought, or setting has also caused
considerable discussion. Since all arguments must
ultimately be settled by geography at Le Havre, | took
the problem there, discovering that Monet habitually
worked either from the principal jetty, nearest to his
youthful haunts at Ste.-Adresse, or from the quay
adjacent to this jetty. From either position an east-west
axis will extend over the sea. Thus, this sun over the
sea is in the west, or setting position. “4®

Probably the most influential assertions that
Impression, Soleil Levant (W263) depicts a sunset
appeared in a 1973 volume by John Rewald, who
concluded: “Among the works painted from his
window in Le Havre were two views of the harbor, one
with a rising, one with a setting sun shining through
the fog [...] which, in the artist’s own words, were
impressions of mist.” 46

In the captions to the illustrations of these two works,
Rewald identifies W262 as “MONET: Impression
Sunrise (Le Havre), 1872” and identifies W263 as
“MONET: “Impression, Setting Sun (Fog), (Le Havre), d.
1872.” * In a note, Rewald reiterates that in W263 “the
sun seems to be setting rather than rising.” 48
Rewald’s interpretation has been influential and often-
repeated in the years since 1973. For example,
a survey of Impressionism by John Russell Taylor
employed the title Impression: setting sun (fog), 1872”
for W263.° Many subsequent authors have likewise
followed Rewald by describing W263 as a sunset
painting. %0

As astronomers, our Texas State group is at a loss to
understand Rewald’s remarks, and Rewald offers no
information regarding how he can distinguish sunrises



from sunsets.

Such a distinction can easily be done for any photograph
of the Moon near the horizon. The dark lunar surface
features called maria make it easy for an astronomer to
distinguish moonrises from moonsets with just a glance.
The side of the Moon containing the distinctive feature
called Mare Crisium always rises first and also sets first,
and the side with Mare Imbrium always rises last and
sets last.

But the sun’s surface has no such features visible to the
naked eye. Astronomers looking at still photographs
or paintings of the sun near the horizon require some
additional information, perhaps an accurate memoir or
statement from the artist, or topographical information to
clarify whether the western horizon or eastern horizon is
depicted, or some other convincing evidence.

When we view a scene in a motion picture or a sequence
in a television program showing the motion of the sun
near the horizon, the difference between a sunrise and
sunset becomes obvious. In mid-latitudes of the northern
hemisphere, the sun rising up from the eastern horizon
always moves up and to the right, while the setting
sun always follows a path down and to the right as it
approaches the western horizon. A potentially confusing
point is that movie and television directors have been
known to film sunsets and to reverse the motion in
attempts to fool the viewers into thinking that they are
watching sunrises. Astronomers can easily detect such
faked “sunrises” in motion pictures, because the “rising”
Sun then moves in the incorrect direction, up and to the
left relative to the horizon.

But for a single image of a low sun in a photograph or
painting, there is no simple and straightforward way for
astronomers to distinguish a rising sun from a setting
sun.

The map of Le Havre harbor (ill.18) shows that sunsets
can indeed be observed by looking generally west from
the quays of the outer harbor. But, unlike the appearance
of W263, the right side of such a sunset view would
show the long line of hotels and other large buildings on
the Grand Quai, curving gently to the left with the disk
of the sun over the north jetty in the distance. Moreover,
there are no docks for large vessels to be found on the
north side of the Le Havre entrance channel that passes
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between the north jetty and the south jetty. The waters
just north of the north jetty instead formed the bathing
beach for the Hotel Frascati. The appearance of Monet’s
Impression, Soleil Levant (W263), with the masts of large
sailing ships visible in the distance to the right of the low

sun, cannot be a sunset view.

TURNER’S LE HAVRE SUNSETS

A watercolor by J. M. W. Turner, Le Havre, also known as
River Scene (circa 1832, Dundee City Council, Dundee’s
Art Gallery and Museums) does correctly depict a sunset
over the outer harbor at Le Havre. The long line of hotels
and other buildings on the Grand Quai, appears on
the right side of Turner’s canvas. Turner shows the late
afternoon sun sinking toward the western horizon, not far
from the immense round tower called Tour Frangois 1er
near the west end of the outer harbor. None of Monet’s
Le Havre paintings included this tower, because the
structure was demolished in a construction project that
realigned the north jetty during the years 1861-1863. '
A canvas by Eugéne Boudin, L’Avant-port au Soleil
Couchant (1882, private collection, courtesy Sotheby’s)
is likewise an accurate depiction of a sunset at Le Havre.
The line of buildings visible at the right edge of this
painting proves that the direction of view is toward the
west and south-west, with the late afternoon sun low in
the sky above the north jetty.

Both Turner and Boudin took their sunset views from
locations in the north-east corner of the outer harbor,
not far from the tide gate that leads into the Bassin de
la Barre.

METEOROLOGICAL OBSERVATIONS IN 1872

Returning our attention to the dating of Monet’s
sunrise paintings, we note that additional evidence can
be found in the reports of 19th-century meteorological
observers.

If the year 1872 is accepted at face value for
Impression, Soleil Levant on the basis of the “72” next
to the artist’s signature, then, as explained earlier, the
best matches occurred during the ranges of dates

January 21-25, 1872 and November 11-15, 1872.
Meteorological observations allow us to reject some
of these ten proposed dates, because of the bad
weather common on the Normandy coast during the
late fall and winter months. Weather archives also can
identify some dates when the sky conditions match
the appearance in Impression, Soleil Levant.

In 1872, The Times of London featured a daily
weather column, with observations of temperature,
barometric pressure, wind speed and direction, state
of the heavens, and other information, recorded at
8 a.m. from locations including London, Portsmouth
and Dover on the English side of the Channel, Cape
Gris-nez on the French side of the Channel, along
with Paris, Brussels, and other continental cities. *
The Bulletin International de I’Observatoire de Paris
collected daily observations at 8 a.m. from stations
throughout France, including Le Havre. ** The 8 a.m.
time of weather observation matches almost perfectly
the clock time corresponding to the low sun in
Impression, Soleil Levant.

On January 21, 1872, at 8 a.m., the Le Havre observer
reported light winds [“Vents: faible”] and a choppy sea
[“Etat de la mer: Clapoteuse”] accompanied by a sky
that was cloudy and overcast [“Etat du ciel: Nuageux
couvt "], making this morning at least a possible time
when Monet could have been painting. %

On January 22, 1872, at 8 a.m., the Le Havre weather
observer reported moderate winds and a choppy sea
accompanied by mist or fog, making this date a better
candidate. 5°

The dates January 23, 24, and 25, 1872, can be ruled
out as good candidates for Monet’s paintings because
of a massive winter storm that developed when a low
pressure system passed over England and then France.
By the morning of January 23, strong winds prevailed and
rain was falling on both sides of the Channel. The Times
summarized the observations from January 23 by noting
that the barometer has “fallen everywhere” and that “Rain
has been and continues general.” For the observations
from January 24, The Times titled the column “The
Weather and the Gale.” Describing the previous night of
January 23-24, the column described how the “wind rose
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to a very severe south-west gale on the south-east coast
of England in the night, which has now moderated, but
extended over France, Belgium, and the Netherlands.
[...] Rain has again been general [...] the weather very
unsettled. The sea runs high generally.” 56 George L.
Symons, an experienced weather observer, sent a
letter to The Times on January 24 and emphasized
the almost unprecedented nature of this great
storm, describing the “barometric depression” as
“unparalleled during my own period of observation (16
years).” ¥ Another correspondent, Dr. George Burder,
informed The Times that “the barometer here stood at
a lower point than it has reached for at least 23 years.”
58 The Times concluded that this was “the heaviest
gale that has occurred in the south of England for
many years” and noted that warnings were issued to all
parts of the coast on January 23 and again on January
24. % At 8 a.m. on January 24, the Le Havre observer
reported strong winds and the sea running with large
swells [“Forte houle”] 89, while the French coastal
observer at Cape Gris-nez reported heavy seas, rain,
and remarkably strong winds with a force of eleven on
the Beaufort scale. ' Employed by weather observers
in the 19th century, the Beaufort scale of wind force
ran from zero to twelve, with zero indicating calm
and twelve indicating a hurricane with the strongest
possible winds. The coastal observation of Beaufort
force eleven indicates a violent storm or heavy gale with
wind speeds near sixty knots. Another French observer,
at Charleville on the morning of January 24, assigned this
storm a Beaufort wind force of twelve, thereby describing
the event as equivalent to a hurricane. % By January 25
the storm had moderated considerably, but rain was still
falling generally on the French coast, accompanied by
rather strong winds and a swelling sea. % The journal
L’Univers lllustré used colorful language to describe the
period including January 23-25, 1872: “Storms, raging
hurricanes, torrential rains: this is the weather report of
the week that just ended. The material losses which these
atmospheric upheavals caused in France and England are
enormous [...] lamentable catastrophes that have claimed
numerous victims. At Havre and at Nantes, the storm

broke out a terrible manner.” 4



Another spell of bad weather allows us to eliminate three
of the dates in the range November 11-15, 1872, as
candidates for Impression, Soleil Levant. On November
11, 12, and 14, 1872, Le Havre experienced heavy
rain with some periods of very strong winds and heavy
seas. % The weather columnist for The Times likewise
described the “very heavy sea” on the French coast
accompanied “at intervals by violent showers of hail and
rain, at which times the wind rose almost to a hurricane.”®
However, the strong winds and boisterous weather
calmed down at least twice during this period.

On November 13, 1872, at 8 a.m., the Le Havre
observer reported light winds and a choppy sea
accompanied by fog or mist, making this date a
possible candidate for Monet’s painting.®”

On November 15, 1872, at 8 a.m., the Le Havre
observer noted light winds and fine conditions on
the sea accompanied by misty or foggy conditions,
making this date a good candidate.58

METEOROLOGICAL OBSERVATIONS IN 1873

If the year 1873 is accepted for Impression, Soleil Levant,
following Wildenstein’s suggestion that the “72” next
to Monet’s signature might be a mistake, then a similar
meteorological analysis identifies two promising dates in
early 1873.

On January 25, 1873, at 8 a.m., the Le Havre observer
reported light winds and a calm sea accompanied by
sky conditions that were misty or foggy, making this
morning a good candidate for Monet’s painting. 5°

On January 26, 1873, at 8 a.m., the Le Havre weather
observer reported moderate winds and a calm sea
accompanied by misty or foggy conditions, making
this date also a good candidate. 7°

CONCLUSIONS

If our topographical and astronomical analysis
is correct, then we can conclude that two of the
prevailing opinions must be wrong: Impression, Soleil
Levant does not show a sunset, and the painting does
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not portray a spring sunrise in March or April of 1873.
All the elements in this canvas appear to be consistent
with the depiction of a sunrise in late January or mid-
November.

Additional information about Monet’s travels in 1872
and 1873 may become available and help to identify
a unique date. For example, some 19th-century
newspapers published columns listing hotel arrivals,
and perhaps Monet’s name could be found on such a
list.

For now, the four components of our method -
topographical analysis of the Le Havre harbor,
astronomical calculations of the direction to the rising
sun, hydrographic calculations of the tide levels, and
meteorological observations regarding the state of
the sky and sea - allow us to draw only a tentative
conclusion. If Monet created Impression, Soleil Levant
as an accurate depiction of what he saw from his hotel
window, then the most likely dates consistent with
these factors are: Day, Date, Local Mean Time, Winds,
State of the Sky, State of the Sea [ Jour, date, heure
locale, vent, état du ciel, état de la mer ]

Sunday, 1872 January 21, 8:10 a.m., SE, light, cloudy,
overcast, choppy, [“SE, faible”]
[“Nuageux couvt”] [“Clapoteuse”]

Monday, 1872 January 22, 8:10 a.m., SW, moderate
mist, fog, choppy, [“SO,
modéré”] [“brume”] [“Clapoteuse”]

Wednesday, 1872 November 13, 7:35 a.m., E, light,
fog, mist, choppy [“E, faible”]
[“Brouillard”] [“Clapoteuse”]

Friday, 1872 November 15, 7:35 a.m., SE, light, misty,
foggy, fine [“SE, faible”]
[“Brumeux”] [“Belle”]

Saturday, 1873 January 25, 8:05 a.m., E, light, misty,
foggy, calm [“E, faible”]
[“Brumeux”] [“Calme”]

Sunday, 1873 January 26, 8:05 a.m., SE, moderate,
misty, foggy, calm [“SE,
modéré”] [“Brumeux”] [“Calme”]

On each of these dates and times, a low sun would
be rising over the east end of Quai Courbe, and a
high water stand would allow maneuvers by the great
sailing ships in the Le Havre outer harbor.

The 19th-century clock times are expressed in local
mean time, with a less than one minute difference from
Greenwich Mean Time. Modern France during the late
fall and winter seasons now employs a time system
one hour ahead of Greenwich Mean Time, so a low sun
would appear over the harbor when modern clocks
show times closer to 9 a.m.

Another possible clue to dating is provided by the
plumes of smoke visible on the left side of Impression,
Soleil Levant. The smoke appears to be drifting
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from left to right as it rises up into the sky. This clue
suggests a preference for the tabulated dates with the
wind coming generally from the east, especially the
two dates November 13, 1872 and January 25, 1873.
The essay by Géraldine Lefebvre in the exhibition
catalogue Monet’s Impression Sunrise: the Biography of a
Painting ™! gives reasons for preferring 1872 and argues
that it seems difficult to question the date “72” entered
by Monet next to his signature on the canvas.

For several other Monet paintings from Le Havre, we
can be certain that the artist depicted the topography
of the port accurately (ill.20 to 23). Impression,
Soleil Levant likewise appears to be an accurate
representation of a sparkling glitter path extending
across the waters of the harbor, beneath a solar disk
seen through the mist accompanying a late fall or
winter sunrise.
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THE SCANDAL OF IMPRESSION SUNRISE

Marianne Mathieu

Deputy Director, Head of Collections and Exhibitions of the Musée Marmottan Monet

CONTEXT

To understand the impact of Impression, Soleil levant
and the scandal caused by the first presentation of
Monet’s landscape to the Parisian public in 1874, it
may be useful to begin by evoking the general situation
and developments in Western painting at the time.
One of the great issues driving its development from
the 15th century onward was that of the status of
the artist and the independence of art. It was during
this period, the Renaissance, that painters, who were
originally considered as artisans, that is to say, as
simple manual workers, began to assert their status
as men of learning. They set out to show that their
practice could bear comparison with the most highly
esteemed intellectual disciplines that, ever since
Antiquity, had been grouped under the heading of
“liberal arts.” ' In the Renaissance painters began to
invoke their use of science (geometry, optics, anatomy)
to define the foundations of their art, and therefore of
its grandeur. For Leonardo da Vinci, painting was a
cosa mentale. In other terms, the learned painter saw
himself as the equal of the learned author.

This assertion had lasting consequences for the way
painting was considered in Europe. While the situation
varied from one country, one school and period to
another, some key elements do stand out across the
centuries.

For the practitioners of learned painting, drawing came
before color. Why? Because it was thought that, before
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it became matter, as paint on canvas or wood, the
artwork pre-existed as a mental entity (Da Vinci’s cosa
mentale) in its creator’s mind, and that the delicate line
of pencil was the most appropriate way of giving form
to this inner disegno (both design and drawing). As a
result drawing became established as the foremost
artistic discipline. It was the key to tuition of the fine
arts and one of the chief criteria for assessing the
quality of a work. For many, there could be no great
master who was not a virtuoso draftsman.

Color, because it was applied later, because it was
applied in addition, because it added matter to the
idea, necessarily interposed an extra distance from
the work’s intellectual conception. In order to minimize
this impact, many painters over the centuries sought
to make the colors seem to melt away, to do away
with métier—in other words, to make the brushstrokes
invisible and to make all trace of the artist’s hand
disappear.

Another important point: a painting must edify. The
more likely its subject was to inspire the viewer, the
better. Hence a hierarchy of pictorial genres; the
esteem accorded to the painting depended on the theme
treated by the artist. At the top of this hierarchy was
history painting (scenes from mythology, religion, ancient
or modern history), known as the grand genre; next came
the portrait, notably of great men and women whose lives
were held up as an example. Scenes of everyday life,
known also as “genre scenes,” landscape and the still
life were considered minor genres.



THE SITUATION OF THE ARTS IN FRANCE IN
THE MID-19TH CENTURY

In the mid-19th century, the Académie and Ecole des
beaux-arts, which had come into being two centuries
earlier, were still steeped in this doctrine of the arts.
Charged with regulating and teaching painting and
sculpture, their organization was strict, codified and
all-powerful. The future artistic elite was trained in
accordance with rational and normative methods.
Education placed the emphasis on theoretical
instruction (anatomy, perspective, history) and the in-
depth study of drawing. Initiation into the practices
of painting and sculpture only came later. Particular
attention was paid to the hierarchy of genres. As was
customary, history painting was dominant, although
the period was notable for a distinguishing interest in
scenes from Classical Antiquity, which was considered
a paragon of perfection.

The evaluation of students was based on a system of
competitions. The most prestigious of these, the Prix
de Rome, winners of which were given the opportunity
to spend four years in Italy and complete their training
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by studying its masterpieces, marked the transition
between formal education, which it completed, and
the beginning of a professional career. From now on,
winners would be regular exhibitors at the official
Salon, the most important event in the Parisian artistic
calendar, which was usually annual.

Apart from public visibility, this right to participation
was usually accompanied by state purchases, meaning
the guarantee of a comfortable income.

The Romans during the Decadence by Thomas
Couture (ill.26) and The Birth of Venus by Alexandre
Cabanel (ill.25) perfectly exemplify French official art of
the mid-19th century.

On the margins of this academic painting, other
sensibilities continued to make themselves felt
throughout the century. The Romantics, for example,
put emotion before reason, color before drawing;
the painters of the School of Barbizon, inspired
by a feeling of communion with nature, dedicated
themselves wholly to landscape, which was still seen
as a secondary genre at the time. They had access to
the official Salon, but on condition that their work be
approved by the admissions jury.
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Given that the Salon was the main arena for promoting
the arts in the mid-19th century, rejection by the jury
could almost destroy a painter’s chances of living from
their art.

Conservative by essence, the jury regularly closed the
doors of the Salon to artists who, in one way or other,
challenged the approved artistic subjects or techniques.
In 1863 this resulted in the most famous crisis affecting
the institution: the jury rejected three of the five thousand
works presented to it and the protest was so intense that,
a week before the opening of the Salon, the emperor
Napoleon Il decided to create a “Salon des Refusés”
where 1,200 works that had failed to obtain the jury’s
approval were exhibited. The main attraction here was
Le Déjeuner sur I’herbe by Edouard Manet (Luncheon
on the Grass, 1863, Paris, Musée d’Orsay) (ill.27), which
would come to symbolize modern painting for future
generations. In the years that followed, the jury was
instructed to show greater leniency and allow the new
sensibilities into the official Salon. Which is why the
generation of painters born after 1840, including Monet,
could, despite the originality of their approach, hope to
make their début at the Salon.

CLAUDE MONET: “BORN UNDISCIPLINED”
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Oscar Claude Monet was born in Paris on November
14, 1840. In about 1845, he moved with his family —his
mother Louise-Justine Aubrée and his brother—to Le
Havre where his father, Adolphe Monet was to join the
“ship outfitting and supply” business directed by the
husband of one of his cousins, Paul Eugéne Lecadre.
It was in this port city standing on the mouth of the
Seine and at the entrance to the English Channel that
Monet grew up. Evoking his early days in an interview
he gave to the journalist Frangois Thiébault-Sisson for
his sixtieth birthday, Monet took pleasure in depicting
himself as a good-for-nothing student and outsider.

“I' more or less lived the life of a vagabond. |

was born undisciplined; never would | bend,

even in my most tender youth, to a rule. What

little I know | learned at home. College always

felt like a prison for me and | could never

bring myself to live there, even for four hours

a day, when the sun was so inviting, the sea

so beautiful and it felt so good running on

the cliffs in the fresh air or splashing around

in the water. Up to the age of fourteen or

fifteen, to my father’s great despair, | lived
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this rather irregular but very healthy life. In
between time, | had just about learned my
four rules, with a dash of spelling. That is as
far as my studies went. They were not too
tedious because they were combined with
distractions. | decorated the margins of my
textbooks. | decorated the blue paper of my
exercise books with fantastical ornaments
and | displayed there, in the most irreverent
way, deforming them as much as possible,
the features of my masters.” 2

Even before he left school, Monet had acquired a
solid reputation as a caricaturist and was selling his
humorous portraits to members of Le Havre society. In
fact, this innate sense of provocation earned him the
reprobation of Le Havre’s municipal council. Regretting
the “direction taken hitherto by this very facile pencil,”
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the municipality refused to give him a grant to study
painting in Paris. Monet therefore trained on the
margins of the official institutions. Like Eugene Boudin
and Johan Barthold Jongkind, through whom he
discovered his painterly vocation, from his teenage
years Monet concentrated on outdoor landscape
painting—in other words, a minor genre practiced in
a manner (painting directly from the subject) that was
still marginal at the time. In Paris, where he settled in
1859, he completed his training in courses that were
less prestigious but also more open-minded than at
the beaux-arts, going from the Académie Suisse to the
atelier of Charles Gleyre. That was where Monet met
several of his future comrades: Frédéric Bazille, Pierre-
Auguste Renoir, and Alfred Sisley. All shared the same
concerns: painting from nature, by natural light. Since
their painting time was limited, they painted faster and
gradually began dispensing with preparatory drawings.
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Their swiftly sketched forms became less precise and
the touch, which was traditionally smooth, was now
visible. Another consequence of outdoor painting was
a lightening of the palette. The muted, gray and earthy
tones of canvases painted indoors by candlelight
were replaced by infinitely varied shades of blue, red,
green, yellow and white. Leaving their Parisian studios,
young painters preferred to set up their easels along
the banks of the Seine or in the forest of Fontainebleau
and took their lesson from nature itself.

Monet’s attitude and marginality did not betoken a
lack of ambition. Ever since the scandal of the Salon
des Refusés in 1863 he knew that the Salon jury had
been asked to be at least moderately receptive to the
new painting. Like many of his comrades, his work
was therefore accepted at several editions. In 1865,
for example, he showed two landscapes: Mouth of the
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Seine at Honfleur (Norton Simon Museum, Pasadena)
and La Pointe de la Héve at Low Tide (Kimbell Art
Museum, Fort Worth); in 1866, Camille (Kunsthalle,
Bremen) and Forest of Fontainebleau (location
unknown); in 1868, Boats Leaving the Harbor at Le
Havre (location unknown). Keen to demonstrate that
outdoor painting was a noble genre, Monet began
working on monumental compositions worthy of one.
His most ambitious painting, Women in the Garden
(ill. 28) was rejected by the Salon in 1867. Access was
gradually becoming more restricted. The 1871 edition
was cancelled because of the Paris Commune. Monet
with his wife and child were in London at the time,
having taken refuge there from the risk of conscription
at the outbreak of the Franco-Prussian War. When he
returned to France in late 1871 he had not exhibited at
the Salon for three years, and he remained absent in
1872 and 1873 as its policy grew more conservative.
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These repeated rejections prompted him and his fellow

refusés to find a way of reaching the public directly by
organizing their own exhibition.

IMPRESSION SUNRISE AND THE BIRTH OF
IMPRESSIONISM: THE EXHIBITION OF 1874

A handful of painters led by Monet, Renoir, Pissarro,
Sisley and Degas therefore came together to organize
an association, with each one making a contribution
to help finance their exhibition. At the same time,
members were free to choose the numbers of works
they would show, and could do so without being
subject to the approval of any jury. The statutes of
this Anonymous Cooperative Association of Painters,
Sculptors, etc. were published in January 1874
and from April 15 to May 15 the same year thirty
painters, sculptors and engravers exhibited 165 works
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under this banner at 35 Boulevard des Capucines,
in premises made freely available to them by the
photographer Nadar (ill.24). Monet presented five oils
and seven pastels. One, The Luncheon (Frankfurt,
Stadelsches Kunstinstitut) painted in 1868, was a very
large canvas that he had been unable to show at the
Salon while the others were more recent, medium-
sized works painted directly from the subject. Poppy
Field (ill.30) shows his wife Camille in a field of flowers
on the outskirts of Paris. Boulevard des Capucines
(ill.29) captures the frantic bustle of modern Paris.
Fishing Boats Leaving the Harbor, Le Havre (1874,
location unknown), shows the city where the artist
grew up. Finally, Monet sent a seascape painted in
Le Havre in 1872, for which he was asked to provide
a title by the author of the catalogue. As the painter
later recalled, “ [...] | had submitted something done

in Le Havre, from my window, the Sun in the mist
and a few masts of ships in the foreground. [...] They
asked me the title for the catalogue; and it could
not really pass for a view of Le Havre, so | replied:

¢ Put Impression.”” The word itself had become a
familiar one to painters ever since the Romantics had
sought to break with the artifices of Salon painting
and develop a more authentic relation to nature while
renewing the practice of landscape. By titling his work
Impression, Monet was therefore positioning himself
within a tendency had been the target of the more
conservative critics for decades now. After all, how
could the upholders of a learned, intellectual form of
art whose goal was to embody the idea of perfection
and present an ideal image of man and the world ever
accept that the rendering of an impression, that is to
say, an emotion, a sensation could be raised to the
level of an artist’s chief concerns?

It was because the style of Monet’s work marked a
culmination of this approach, but also because its title
was such a loaded one for commentators at the time,
that it sparked such a polemic.

The most conservative commentators criticized
the sketchy nature of the canvas which flouted the
sacrosanct primacy of drawing. As Charles de Montifaud
wrote, “the impression of a sunrise has been dealt with by
the immature hand of a schoolboy who spreads pigment
for the first time on whatever surface.” Louis Leroy was
the first to turn Monet’s title into an adjective to define
this transgression, coining the term impressionnistes in
the title of his review for the satirical journal Le Charivari.
This took the form of a mocking, comic dialogue between
two putative visitors, the author himself and a habitué of
the Salon, a painter sickened by what he saw.

“A catastrophe seemed to me imminent to me, and it
was reserved for Mr. Monet to contribute the last straw.
‘Ah, there he is, there he is!’” he cried in front of No.
98. [...] What does that canvas depict? Look at the

1 Namely, grammar, rhetoric, dialectics, arithmetic, geometry, astronomy and music.

catalogue.’

‘IMPRESSION, Soleil levant.’

‘Impression, | was sure of it. | was just telling myself
that, since | was impressed, there had to be some
impression in it... and what freedom, what ease of
workmanship! Wallpaper in its embryonic state is more
finished than that seascape!’”

The highly pejorative term forged by Leroy illustrates
the position of traditionalists such as Emile Cardon
who were hostile to “this new school [...] that is doing
away with the line without which it is impossible to
reproduce the form of an animate being or thing,” a
school whose practice, he asserted, was “quite simply
the negation of the elementary rules of drawing and
painting.”

However, supporters of the new painting also took up
the term and endowed with a positive value. Only four
days after Leroy’s virulent critique, Jules Castagnary
published an opinion piece in favor of Monet and his
friends. Writing in support of this new generation of
outdoor painters, he noted:

“The common concept which unites them as a group
and gives them a collective strength in the midst of our
crumbling epoch is the determination not to search for
a smooth execution, but to be satisfied with a general
aspect. Once the impression is captured, they declare
their role terminated. [...] If one wants to characterize
them with a single word that explains their efforts, one
would have to create the new term of Impressionists.
They are impressionists in the sense that they render
not a landscape but the sensation produced by a
landscape. The very word has entered their language:
not landscape but impression, in the title given in the
catalogue for Mr. Monet's Sunrise.”

The group formed by Monet and his friends now had a
name. Impressionism was born.

2 Claude Monet, “Les années d'épreuve,” interview with Frangois Thiébault-Sisson, Le Temps, no. 14414, Monday 26 November 1900.
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COLOMBET'S RISING SUN

Marianne Alphant
Writer and Philosopher

One winter morning in 1872, from the window of a
hotel in Le Havre, Claude Monet observed the sunrise
over the basin of the outer harbor. He set up his easel
in the open window and began covering the canvas
with dark touches, working hastily, because the
position of the sun was constantly changing. Its color
and that of the sky changed, he had to get down what
was getting away from him, that was the painter’s goal,
his anxiety. Seen from this window, the scene had no
ground but floated, poised on the water that occupied
two thirds of the canvas. Between the sky and the
water, cutting off the horizon, a confused mixture of
masts, of cranes and factory chimneys in a gray and
blue mist. Mauve smoke rose from the chimneys, their
shadows and their reflections in the water of the basin,
turning violet under the multicolored, unstable sky in a
mix of grays, oranges and purples.

Quick, he must seize what was changing, this breaking
day. Sweeping oblique strokes for the sky, a dark
patch for a little boat in the center of the canvas and
for its two figures, one sitting, the other standing,
wielding the steering oar. A smaller mark, not as dark,
for a second boat, a bit more distant on the left. A final
gray mark lost in the reflections of the masts for a third
boat lined up further back, along the same diagonal.
Hatchings, slashes, sweeping movements—a feverish
rush of touches to capture the moment: the disc of
pink-orange sun in the mauve mist and its reflections
in the basin. Reflections that come down from the sun
and become more interspersed and fainter towards the
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painter. Or that, conversely, guide his eyes and ours
towards the sun, like the magical steps of a staircase
rising up towards the light. Impression Sunrise.

One day in 2019, in her studio in Columbia County, a
rural area not far from New York, Vicky Colombet was
looking over a big canvas that she had laid out flat. Its
surface was unevenly sanded to achieve the texture
she wanted, the canvas rubbed smooth in places by
the emery paper, more grainy elsewhere, leaving a
surface for sedimentation on which liquid events could
occur, the catching of traces and colors determined
by the different pigments ground and diluted in a
fluid medium. She would spread the mixture quickly
over the canvas with a fine brush and observe its
movements over the slightly sloping surface. Its work.
Its progress determined by their weight and their
different struggles with the medium. It was as if the
pigments were in control of their progress, of their
speed, of the zones they chose to stop at, a surface
accident, a different grain of the canvas where they
mass up until the brush passes again, still fluid,
heightening or diluting the color. Having provoked the
movement of these pigments, it then fell to the artist
to accompany them, to follow them, to correct them.
Or to stay there if the effect seems right. Drips, trails,
shimmering, waves, movements like those of water or
reflections on water.

In this canvas titled Rising Sun, horizontal streaks
spread unevenly across the canvas on which white is
dominant, on the right and left, where the passages of



33






pigments seems to stop, to slow down, the better to
thicken in the center. It is as if the purplish pigments
started at the top and then forged a path to the center,
gradually dividing into two vertical zones whose color
dies away at the bottom of the canvas, leaving two
broad white margins on either side, like a reflection in
water, shaped like a V. Here too there is a sunrise. It is
not Monet’s orange disc in the foggy sky of Le Havre
but a reminiscence of it. The evocation of its light in
the purple traces where the artist has combined the
reds and blues of Monet’s canvas.

There seem to be only differences between these
two canvases, Impression Sunrise and Rising Sun.
On one side is a mythical painting that gave its
name to Impressionism. A painting so capital that
it inspired endless speculation about its creation.
Where was Monet standing? What day was it?
Some sales catalogues give its title as Impression
Sunset, so was the scene set in the evening or the
morning? Researchers studied old maps of Le Havre,
meteorological tables, tables of tides and sunsets.
In the Musée Marmottan Monet exhibition catalogue
Impression Sunrise research by a team at Texas State
University whittled the possibilities down to two dates,
13 November 1872 and 25 January 1873. Everything
is important in this canvas whose sun we can now see
as rising on a new period and pulling with it the very
movement of painting.

Created in mind of a dialogue with Monet, Rising Sun
raises no such questions. The light of this big painting
and the play of highlights that ripple across it belong to
no time or place, even if it can be said that this liquid
quality, these undulations and moiré effects do have
their distant source in a river in the Cévennes.

Nothing in her early life seemed to single out Vicky
Colombet for an artistic career. Born in Paris in 1953,
her father owned a print shop and wanted her to
study law. She opted for political science instead.
However, it was not long before she dropped out
and started working with her father, where she dealt
with the creative aspects of printing. This was the
1970s, a period of feminist militancy, and Vicky joined
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the Mouvement de Libération des Femmes (MLF,
the Women’s Liberation Movement). She worked
with Simone de Beauvoir to create the journal
“Les Nouvelles féministes” (the New Feminists)
and befriended fellow activists Delphine Seyrig,
loanna Wieder, Carole Roussopoulos and Christiane
Rochefort. It was a time of collective writing, of
struggle and protest, and of life-changing encounters.
For example, through friends she met artist Henri
Dimier. Vicky showed him the small drawings she
was making. He was interested and invited her to
freely attend his atelier. There she learnt to draw from
memory and, above all, to use pigments—the pure
mineral colors that she saw Dimier grind into powder,
measure out and dilute. This was a new world. She
decided she would be an artist.

Colombet’s first canvases reflected Dimier’s
influence but she was soon striking out on her own,
trying landscapes, semi-abstract, semi-figurative
compositions, all intensely colorful. The young artist
was working out an identity. She thought the answer
might in the light of the south and moved to Barcelona.
There years later she returned to France. It had not
worked out.

She started looking for a place to live and a studio.
Someone suggested she rent an abandoned spinning
mill in Lasalle, in the Cévennes. The village was an
old Protestant bastion and center of silk weaving,
spreading over its low-mountain valley. A poor, austere
region where life is harsh. Stone houses, granite rock,
chestnut trees, flocks of goats and sheep. But also the
river, the Salindrenque.

The spinning mill, standing on the edge of the river,
was where for many years orphans would work,
plunging their hands in scalding water to unwinding
the silk thread from the cocoons. The memory was
still strong when Colombet moved in during those
tumultuous years. As she now likes to say, back then
the thought that she had “lost my thread” and needed
to concentrate on finding it, just like those orphans. Her
painting, which tended towards abstraction, now struck
her as too effortful, too loaded. Overwrought, laborious.
She had to lighten, simplify. Besides, why always dwell
on difficulty, the way her father had taught her? Why

not just abandon yourself? To the river, for example, to
its soothing, elementary power, and bring it onto the
canvas. Something had clicked.

“l would like to give the impression that nature is
doing the painting,” says the artist today, “that it is the
elements that are producing the painting.” The river,
yes, but also the earth, the vegetation, the minerals that
the pigments come from. The wind, when the artist’s
breath orients the flow of the medium, or when the
brush skims swiftly over the canvas. Or stones: those
little pebbles that she sometimes laid out on the canvas
to create slight hollows and grooves that are barely
perceptible when the canvas regains its elasticity yet
help guide the path of the colored medium.

There are no representations of landscape in
Colombet’s canvases, yet viewers know: what they
are seeing is a trace, an imprint, an X-ray of natural
events—waves, folds, flows, a gust of wind, sliding,
shimmering, tremors. Clouds, light, reflections.
Landscape translated into its essential components. A
collection of its forms and its movements.

There is something oriental about this contemplative
position, acquired by the riverside, in this letting-go to
the accidents of the trace, in this painting where a form
of renunciation is felt, or again, a practice of restrained
action, as Mallarmé understood it. Travels to Asia, India,
Japan and Thailand were regular events in Colombet’s
childhood when her mother, born to an Asian father who
came to Spain as a young man, was journeying in search
of her origins. Those family tombs were never found
but Asia—its colors and light, its spiritual dimension—
left the child with unforgettable experiences. Eastern
philosophy —impersonality, wakefulness, the closeness
to nature—are part of her life and are reflected in her
work, right down to that passion for landscape which
reactivates the childhood experience of sitting at the
back of her parents’ car and playing mental games,
recomposing the trees, houses and fields that flashed
by outside the window.

After eight years by the river in the Cévennes, Vicky
Colombet went to live in Columbia County in upstate
New York and fitted out a studio there. Her big
canvases were at home in the birthplace of abstract
expressionism. Colombet knew the works, of course,
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but in New York she became truly aware of her
heritage. She had no shortage of fathers in painting
but she was longing for mothers. And here they were,
by the names of Helen Frankenthaler, Agnes Martin
and Joan Mitchell. The latter’s connection with France
and the painting of Claude Monet kept Vicky close to
her roots. Indeed, Monet is never far from her work
or her life. He is a tutelary presence, an inimitable
and unimitated master. For this artist, to approach
his banks of the Seine, his wisterias, his water lilies
through the collection at the Musée Marmottan is not
to copy them but to enter them visually, to take from
them an élan, to “swim” there, she sometimes says
and penetrate them in an “almost animist” way. With
her colors, for example, by lifting the different cobalts,
the blacks, the oxides of a painting like Banks of the
Seine at Giverny and laying them on her own canvases
to let them work there, to run and form waves in which
the gaze mysteriously finds itself back in the world of
those reflections on the Seine.

Or take Water and Light, from 2017, a large canvas
(1.98 m x 1.98 m) that seems to be run through by
liquid tremors. In tracing their path, the ultramarine
blue, the white, the Mars black and the cobalt
purple are concentrated at the top and bottom of
the canvas but do not go to the edges, or to the
right or left, where the cobalt dominates. The center
of the canvas forms a sheet of brightness, as if the
movement of the pigments had slowed down to
let through the gleams of a light coming from who
knows where.

It could be the Seine. Or a gust of wind on the pool
in Giverny. Or a close-up view of the Salindrenque.
Or the Hudson. One could see these crumplings,
braids and folds as aquatic, but also as tellurian in
some of the evocatively titled series: Earth Series;
Antarctica; Folds and Landscapes. The world seen
from above. Our Earth.

There is indeed an obvious porosity between canvas
and world. Each painting is a universe where natural
forces are at play. Working with the elements or,

rather, letting them work, is akin to working the land.



To lay pigments on the canvas with a brush is in a
sense to sow, to sow there grains whose germination
and development are watched, guided, cared for, with
the vigilance of a person weeding, watering and taking
cuttings. There is indeed a garden in Columbia County,
a few steps from the studio, like an extension of the
painting.

This is not the garden at Giverny. Here we will not find
the teeming, the colored density of layers of irises, of
hedges of gladioli, or the hoops of roses and tunnels of
wisterias that provided Monet with a reservoir of motifs
and the concentrate of visual elements he needed.
Vicky Colombet’s garden is an ecosystem in which
the flowers—nasturtium, milfoil, marigold, borage,
hyssop—are there above all to attract the right insects.
This garden grows food: basil, onion, sweet peas,
lamb’s lettuce and rocket, artichokes, tomatoes, sorrel,
spinach, cucumber, mint, tarragon, leeks, following
the thoughtful order of permaculture. Surrounding
the vegetables with big stones that store up the heat
and diffuse it at night, building raised beds on cedar
wood for plants that need cool and shade, acting
as intermediary between animals, plants and man:
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Colombet’s garden seems to extend the enterprise of
her painting. Painting that is receptive, painting that
can be traversed by elementary forces and must needs
reflect the ruptures of the 21st century. The earth today
is suffering and nature as Monet knew it is threatened.
The feeling of osmosis experienced by the visitor in
the double gallery of the Water Lilies at the Orangerie,
the feeling of fusion, of being one with this aquatic,
celestial universe, a euphoric experience of the healing
totality of nature, that feeling and that impression may
now belong to a bygone age.

Colombet’s paintings, which are constantly
reminding us of the permanence and the fragility of
the elementary, recall all this. The sun rises in the
breaches of color, the river flows on the canvases and
in our eyes, the earth cracks but the pigment holds it,
exposes it, elevates it. Outside, bees are drawn to the
lavender and birds to the grasses. Here, cobalt purple,
an ltalian red ochre, a Titanium white, a turquoise
cobalt taken from the depths of the earth combine,
strive and invite us to the endless contemplation of the
agitation and its luminous resolution.
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MONET/FROMANGER: THE POETICS OF COLOR
IMPRESSION SUNRISE, 1872/2019

Marianne Mathieu

Deputy Director, Head of Collections and Exhibitions of the Musée Marmottan Monet

IMPRESSION SUNRISE, 2019

In 2017, the Musée Marmottan Monet invited the
painter Gérard Fromanger to create an original work
inspired by its permanent collections. Two years later,
the artist presented a canvas measuring 200 x 300 cm,
which he titled Impression Sunrise, 2019 (ill.44).

A notable aspect is that the date is an integral part of
the title. The artist is thus signifying from the outset
that his work is not a simple homage but very much a
contemporary piece, rooted in our times and not in his
predecessor’s.

The problematic is clear. If Monet was able to capture
the sunrise from a room with a view over the harbor
at Le Havre in 1872, then where should Fromanger
place his easel to produce an “impression, sunrise” for
the 21st century? In an interview accompanying the
presentation of the painting in Paris, the artist made
his question more precise: “By whose agency and how
do | look at sunrises and sunsets?” And he continued
his reasoning: “The sun and the planets have hardly
moved in two thousand years—a millimeter maybe.
However, our knowledge of the world, our sensation
of things have changed considerably because of
scientific discoveries and images. For me, the rising
sun is Yuri Gagarin, Neil Armstrong, up there in a
space station or on the moon. They have a different
view of the rising sun. Today, the spationaut Thomas
Pesquet is sending us images back from space.
Now, we all see the sun rising in the cosmos with the
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eyes of astronauts [...] Today, the sky is no longer a
spectacle [as it was for Monet and still more recently].
We are not in front of space now, we are in space. | am
Pesquet. And that’s not alll | have a little piece of card
that | have kept about me for years on which | drew
the earth’s movement around the sun and about itself
(i1.47). I noted that in a year, the Earth revolves around
the sun and covers 930 million kilometers at 106,400
km/h! Right now,the Earth-that is us-we are moving at
106,400 km/h! Every second, we travel 30 kilometers
around the sun. Pedestrians on the Champs-Elysées
are doing 30 km/s. That'’s really an incredible thought!
Nowadays, | think of the earth as an interplanetary rocket
and that is new. So, | have an ‘impression, sunrise’ in this
idea that | am on a spacecraft, that my earth is a rocket,
a satellite. That is my painting, my Impression Sunrise,
2019.”

To convey this new knowledge/perception of the world,
however, Fromanger does not refer to images taken
from space. On the contrary, he turns to the past and
takes inspiration from a symbolic representation of the
heavenly sphere created in the 12th century to decorate
the cupola of the chapel at Montesiepi (ill.45), a Tuscan
village a few kilometers from the place where the artist
has had an Italian studio for over forty years now.

Here Fromanger lays out an abstract vision of the
cosmos animated by planet-discs and orbit-circles in
pure colors: yellow, orange, red, green, purple, blue,
white and black. A host of silhouettes using the same
color code heads towards the composition’s scarlet
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epicenter and materializes our participation in the ballet
of the stars, with the sun rising.

The form, viewpoint, relation to the real and handling
of colors — everything here seems to separate Gérard
Fromanger’s impression, sunrise from Claude Monet’s.

FROMANGER VERSUS MONET

From the start of his career, Fromanger embodied
the reaction to Monet’s heritage. Born a century after
the master, on September 6, 1939, he was part of
a generation of artists that set out to break with the
expressionist and lyrical forms of abstraction which,
from Jackson Pollock (1912-1956) to Zao Wou Ki
(1920-2011) had been the dominant artistic force
after World War Il. He held the view that the approach
of artists who, like Monet, had elevated the act of
painting quickly, meaning gesture as the primary vector
of creation, was a celebration of artistic subjectivity
that led, ultimately, to the production of a virtuosic and
hermetic art. Aiming for greater objectivity, Fromanger,
who trained at the Académie de la Grande Chaumiere
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in 1958 and at the evening classes run by the city of
Paris, turned towards figuration. After a period when
he was inspired by Alberto Giacometti and painted
sketch-like nudes in shades of gray, in 1965 he took
the decisive step towards photograph-based art, or
photogénie.

PHOTOGRAPH-BASED

In order to ground his painting in reality, Fromanger
worked via photography. This enabled him to reinstate
an authentic relation to the world and to his times. By
using an image that he had not composed himself, the
artist protected his painting from his own subjectivity.
These pictures, found in newspapers or taken in the
street by the painter himself, with no posing or staging,
captured a moment of real life. They would be the
starting point for his work.

The use of lens-based art also reflected the growing
importance of the photographic image in sixties
France. Consumer society was organized around
advertising, the impact of which grew constantly. The

thinkers Guy Debord and Roland Barthes theoretized
this phenomenon and Debord forged the concept of
the society of the spectacle. From now on, our identity
would have as much to do with its virtual, fantasy
“avatar” as it would with the real world. As an integral
part of our livers, photography became an essential
element in Fromanger’s artistic process. The chosen
image is projected on the white canvas and its outline
traced in pencil, thereby capturing the exact imprint of
reality on the support.

PURE COLORS

Next comes the application of color. Fromanger,
an artist wary of gesture, chooses flat, unbroken
expanses of paint. The brush reveals nothing of the
state of mind of the person holding it. The layer that he
spreads is unfailingly smooth, uniform and covers the
canvas. It is the color that speaks, not the artist. For
the same reason, Fromanger refuses to mix shades.
Rather than a palette, he works using individual cups
to ensure that each color remains unadulterated.
Each is unique. To celebrate them, Fromanger often
includes his dominant color in the title of his painting:
Egyptian purple, Veronese green, Bayeux purple, etc.
For Impression Sunrise, 2019 the designation of the
tones is similarly precise: medium cadmium green,
light permanent yellow, medium cadmium orange, light
ultramarine blue, medium cadmium red, light dioxanine
purple, carbon black and titanium white produced,
he specifies, by the Lascaux brand. At the end, then,
comes the choice of the colors themselves. Here,
Fromanger distances himself from the real and from
Technicolor (which preserves and intensifies the world’s
colors). His approach is very different: “I choose the
colors arbitrarily in order to refresh the image of the
world.” He restores the autonomy of color.

FROMANGER RED, LIFE-RED

Of all these colors, one occupies a particular place. Red.
Perhaps because red is where it all began. It was with and
through red that Fromanger forged his personality and
found his identity, as the poet Jacques Prévert sung in
1971: “Rouge is a name, but like Rose or Blanche it could
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also be a given name, and Gérard Fromanger could just
as well be called Rouge Fromanger. [...] So many others
have black, calculating hearts, computing hearts, but his
heart is red and the blood that flows in his veins keeps him
alive, well and truly red and bright and tender and violent
from day to day like the weather.”

Fromanger came upon the color red during the student
revolt in Paris in May 1968. This was a time when
young people, followed by the workers, paralyzed the
capital and then the whole country. Universities were
occupied, factories closed. France was at a standstill.
The call was for more freedom. Freedom for all things,
freedom for everyone. There were demonstrations
by day and by night. Crowds in the streets. Slogans
sprouting everywhere. “It is forbidden to forbid” (Il est
interdit d’interdire) proclaimed the most famous.

It was a major turning point. After May 1968 the last
defenses of a patriarchal, conservative order crumbled.
Everything seemed possible now. The sexual revolution
was the most visible consequence. But May 68 reached
deeper than that. It touched on morals, on the way
people lived, but also on how they owned, and paved
the way for consumer society.

Fromanger was a protagonist in the events of May 68,
an important one. He lived it intensely. He was one of
those who occupied the Ecole Nationale des Beaux-
arts, where, with a group of young artists, he founded
the Atelier Populaire with the aim of putting their
skills in the service of the street by producing radical
posters.

Fromanger recalls this period as a festive time, a
tremendous explosion of life moved by the dream that,
together, everything becomes possible. To represent
this idea he chose the color red. Not blood red, the red
of violence, but the red of the world’s energy. A positive,
dynamic and joyous red. From now on, Fromanger
painted with the red of life.

FIGURE-STREET

May 68 gave Fromanger a color but also a subject.
The street. As he explains, “The street is practically the
only place, apart, sometimes, from the factory, where
something can happen, where in fact there are always
events in which everyone is concerned. [...] Only in
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the street is the situation constantly on the alert. Only
in the street is there the possibility that the world can,
could—and sometimes this happens—be transformed.
We’ve seen it. We’ve experienced it. We know.” (Revue
Chorus, 1973). Fromanger’s street is not a frame. He
does not paint the city but those who live there. He
captures the uninterrupted flow of passers-by, the
crowd—in other words, the world. From one canvas
to the next, from 1968 to the very recent Impression
Sunrise, 2019, these figures pass tirelessly through his
work as a constant that earns him the title of painter of
the street-as-figure.

In many respects, Fromanger is the antithesis of
Monet. Their motifs differ: Monet paints nature,
Fromanger the human figure. Their concerns are also
opposed: where Monet seeks to capture the moment
and the singularity of atmospheric effects, Fromanger
is concerned with permanence and strives to bring out
the constant, if hidden presence of a collective, vital
élan. The Impressionist paints a vision of the world,
Fromanger, an interpretation.

Their styles vary just as much. Where one works
directly in relation to the model, the immediacy of the
subject, the other uses the filter of photography and
then that of drawing. Where Monet painted swiftly,
outdoors, Fromanger spends long hours in the studio.
Where Monet favors the sketch, even if that means
dissolving form, Fromanger uses the power of line,
contours and flat color. Finally, where one works by
mixing tones (enriching white with infinite shades of
pink, of blue, of green in order to fully capture his
vision), Fromanger works with pure color and applies it
arbitrarily, unconnected to nature.

BEYOND ANECDOTE

One might wonder if there is a link between Monet
and Fromanger or if this juxtaposition is purely
circumstantial. In fact, there are points that connect
them. These concern the subject of painting itself.
For both artists, the actual subject of the painting
is secondary. As Monet clearly stated in 1895: “The
subject is of secondary importance to me: | want
to represent what is alive between myself and the
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object (...) | want to paint the air in which the bridge,
the house, the boat exist.” It mattered little where he
painted. Monet dealt with what he had before him,
unassuming and banal views of the areas around the
towns where he lived or that he visited. Fromanger
shares this point of view. Born in Pontchartrain, a
village only 50 kilometers from Giverny, he in fact
began his career by assimilating the same context
as the older artist and devoted several works to this
simple and uneventful landscape. For Fromanger
what is at stake in painting is also beyond the
picturesque. So he has to evacuate it. The figures that
he photographs and that serve as the models for his
mature works are transformed on the canvas: cut out,
silhouetted in red at first, and, over the years, in all
the colors, as in Impression Sunrise, 2019. Fromanger
blanks out the flesh and personal features. He does
not paint particular individuals but anonymous,
universal figures. The same is true for their settings.
The streets of Paris (France), Hu Xian (China) (ill.56)
and Abidjan (Cote-d’lvoire) seen in the images he
worked from are no longer recognizable. Like Monet,
Fromanger could paint here or somewhere else. It
doesn’t matter. He paints world-environments just as
he uses his life-red.

PAINTINGS IN SERIES

Starting from the principle that the subject is not the
be-all and end-all of the painting, the two artists work
through themes in series. Monet was the first artist
to perfect this approach. After a long development,
he effectively put in place a rigorous and systematic
method that consisted in dedicating a series of
canvases to the same subject. The paintings were
not executed successively, one after another, but
simultaneously. Placing them side by side, he could go
from one to the other and paint them together. This is
what he did with the Haystacks, the Rouen Cathedral,
London, and Water Lily paintings, among others.

In his early career, Fromanger drew on this heritage,
appropriating it and making it pivotal to his approach.
Each canvas is part of a whole. From Le tableau
en question (1966) to Peinture-monde (2016),
his painting is conceived in the plural. Because

Fromanger paints and has only painted in series, he is
an heir of Monet. His Impression Sunrise, 2019 is no
exception. The painting stands halfway between the
series La couleur des villes et la couleur des champs,
begun in 1990 and based on the vault of the chapel
at Montesiepi, and Peinture-monde (ill.56) in which,
since 2016, he has been exploring the motif of the
planet-disc.

POETICS OF COLOR

It is, then, not what one paints but the way one paints
that matters. The object of painting is language. Like
Monet, Fromanger first experimented with this in
landscape. His laboratory was the cut-up landscapes
series. Here, he clearly distinguished between subject
and creation. The latter, nature reduced to the stylized
motif of sun, cloud and earth, was reproduced from
panel to panel, with the creative input residing in the
handling of the support, with some paintings being cut
into ten, others concave or convex, full or opened up.

But it is above all color that is the true means of
expression for both Monet and Fromanger. Whether
in the former’s mixing of hues or the latter’s pure
chromatics, both explore the prodigious resources of
color. Placed side by side, Monet’s Water Lily paintings
from 1907 range through a dazzling richness of tones
which, from the blues to the reds, recapture with great
fidelity the different effects seen from morning to night
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(il.48-51).

Fromanger also aligns colors as he does canvases.
The Boulevard des ltaliens series, made in 1971, a
few meters from the place where Monet exhibited his
Impression, Soleil Levant in 1874, is a manifesto in
this regard. Working from photographs taken between
midday and one in the afternoon, he made thirty
paintings. As Fromanger explains about this project,
“I had before my eyes the sample of the spectrum of
colors of the firm Lefranc-Bourgeois. There was the
whole rainbow. Four yellows, four reds, four blues,
etc. | took this range as an abstract model, because
| paint the same landscape as the Impressionists but
not at all with the concern to go out into the street
to get the impression of snow or the impression of
rain. For each canvas, | start by painting the setting,
the boulevard, to which | attribute a color. [...] The
idea of envisaging the entire landscape as a yellow
monochrome, or as a red monochrome, or purple,
or mauve, or green, or blue [...] is a new idea. | have
an abstract, unreal vision of the color, which | trust.”
In the end, Monet and Fromanger both explore the
infinite variations of the colored prism, which the
series principle allows them to embrace as a whole. In
this way, and beyond their differences, their painting
can be defined as a poetics of color.
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Raoul Lefaix (1866-1941)

L’Hétel de I’Amirauté, 1928

Photograph on paper glued in the album Le Havre en
1928, 20x14.5 cm (album: 32x22.5 cm)

Le Havre, Municipal Library

(n°12 p. 35; n°12 p. 301)

Etienne Théodore Quinette de Rochemont (1838-1908)
Tide Curve, 1875

in Notice sur le port du Havre, Paris: Imprimerie
Nationale, 1875

Collection of Donald W. Olson

(p. 38 ; p. 304)

Emile Letellier (1833-1893)

The Clapeyron traveling through the Ecluse des
Transatlantiques lock. Port of Le Havre, entrance to the
Bassin de I’Eure, ¢.1880-1890

Photograph, 20.5x29 cm

Le Havre, Municipal Library

(p. 39 ; p. 305)

Views of the hotels where Monet stayed in France
and in England

Photographs

Collection of Donald W. Olson

(n°17 p. 40 ; p. 306)

Plan of the Le Havre Harbor, 1870s
Collection of Donald W. Olson
(cover,n®° 18 p. 41 ; p. 307)

Claude Monet (1840-1926)

The Bassin du Commerce, Le Havre, 1874

Oil on canvas, 37x45 cm

Liege, BAL - The Museum of Fine Arts

(n°19 p. 42 ; detail, bottom, p. 44 ; p. 308 ; detail,

bottom p. 310)

The Semaphore Building in Le Havre Harbor, c. 1880
Photograph

Collection of Donald W. Olson

(n°20 top, p. 43 ; top, p. 309)

View from the Semaphore Building, c. 1880
Photograph
Collection of Donald W. Olson

(n°20 middle, p. 43 ; middle, p. 309)

Claude Monet (1840-1926)

View of the Old Outer Harbor at Le Havre, 1874

Oil on canvas, 60x102 cm

Philadelphia, The Philadelphia Museum of Art,
bequest of Mrs. Frank Graham Thomson, 1961

(n°20 bottom, p. 43 ; top, p. 46 ; bottom, p. 309 ;
top, p. 312)

View of the Sheer Hulk from the West Side of the
Bassin du Commerce, c. 1880

Photograph

Collection of Donald W. Olson

(n°21 top, p. 44 ; top, p. 310)

View of the Sheer Hulk and the Theater of Le Havre
from the East Side of the Bassin du Commerce, c.
1880

Photograph

Collection of Donald W. Olson

(n°21 middle, p. 44 ; middle, p. 310)

The Museum and the Quai of Le Havre, c. 1900
Postcard

Collection of Donald W. Olson

(n°22 top, p. 45 ; top, p. 311)

Claude Monet (1840-1926)

The Museum at Le Havre, 1873

Oil on canvas, 75x100 cm

London, The National Gallery, bequeathed by Helena
and Kenneth Levy, 1990

(n°22 bottom, p. 45 ; bottom, p. 311)
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View of the South Jetty on the left and the Semaphore
building on the North Jetty, c. 1880

Photograph

Collection of Donald W. Olson

(n°23 bottom, p. 46 ; bottom, p. 312)

Gaspard Félix Tournachon known as Félix Nadar
(1820-1910)

Facade of Nadar’s studios at 35, boulevard des
Capucines, Paris, 1870

Photograph

Paris, National Library of France, Department of Maps
and Plans

(n°24 p. 50 ; p. 320)

Alexandre Cabanel (1823-1889)
The Birth of Venus, 1863

Oil on canvas, 130x225 cm
Paris, Orsay Museum

(n°25 p. 52 ; p. 322)

Thomas Couture (1815-1879)
Romans during the Decadence, 1847
Oil on canvas, 472x772 cm

Paris, Orsay Museum

(n°26 p. 53 ; p. 323)

Edouard Manet (1832-1883)
Luncheon on the Grass, 1863
Oil on canvas, 208x264.5 cm
Paris, Orsay Museum

(n°27 p. 54 ; p. 324)

Claude Monet (1840-1926)
Women in the Garden, c. 1866
Oil on canvas, 255x205 cm
Paris, Orsay Museum

(n°28 p. 55 ; n°28 p. 325)

Claude Monet (1840-1926)

Le Boulevard des Capucines, 1873

Oil on canvas, 80x60 cm

Kansas City, The Nelson-Atkins Museum of Art
(n°29 p. 55 ; n°29 p. 325)



Claude Monet (1840-1926)
Poppy Fields, 1873

Oil on canvas, 50x65 cm
Paris, Orsay Museum
(n°30 p. 56 ; p. 326)

Vicky Colombet (born in 1953)

Sunset Series #1451-20, 2020

Oil, pigments (Ultramarine Blue R4, Mars Red, Viridian
Green, Titanium White and Lithopone) and alkyd on
canvas, 182.8 x 182.8 cm

Collection of the Artist

(p. 58-59; p. 169 ; detail, p. 170-171 ; p. 328-329)

Bryan Zimmerman

Vicky Colombet in her studio, 2020
Photograph

(n°31 p. 60 ; p. 330)

Claude Monet (1840-1926)

Arm of The Seine near Giverny, 1897

Oil on canvas, 91x93 cm

Long-term loan from the Ephrussi de Rothschild
Foundation

Paris, Marmottan Monet Museum

(n°34 p. 64 ; n°34 p. 334)

Vicky Colombet (born in 1953)

From The Floating World series #1440-20, 2020

Oil, pigments (Mars Red, Ultramarine Blue R4 and
Titanium White) and alkyd on canvas, 91x93 cm
Collection of the Artist

(n°35 p. 64 ; n°35 p. 334)

Vicky Colombet (born in 1953)

From the Floating World Series #1442-20, 2020

Oil, pigments (Mars Red, Ultramarine Blue R4,
Ultramarine Violet Medium, Titanium White, Iron Oxide
Black and Cobalt blue Greenish A) and alkyd on
canvas, 91x93 cm

Collection of the Artist

(n°36 p. 65 ; n°36 p. 335)
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Vicky Colombet (born in 1953)

From the Floating World Series #1446-20, 2020

Qil, pigments (Mars Red, Ultramarine Blue R4, Pale
Cobalt Blue, Cobalt Blue Greenish, Titanium White,
Iron Oxide Black and Mars Black) and alkyd on canvas,
91x93 cm

Collection of the Artist

(n°37 p. 65 ; n°37 p. 335)

Vicky Colombet (born in 1953)

From the Floating World Series #1441-20, 2020

Qil, pigments (Mars Red, Ultramarine Blue R4, Cobalt
Violet Medium, Cobalt Violet Brilliant Dark, Viridian
Green, Titanium White and Iron Oxide Black) and alkyd
on canvas, 93x91 cm

Collection of the Artist

(n°38 p. 65 ; n°38 p. 335)

Vicky Colombet (born in 1953)

From The Floating World series #1445-20, 2020

Oil, pigments (Mars Red, Ultramarine Blue R4,
Ultramarine Violet Medium, Titanium White, Iron Oxide
Black and Cobalt blue Greenish A) and alkyd on
canvas, 91x93 cm

Collection Catherine Oppenheimer

(n°39 p. 65 ; n°39 p. 335)

André Morain

Gérard Fromanger in his studio
Photograph

(n°42 p. 70 ; p. 340)

Dome of the hermitage of San Galgano in Montesiepi
in Italy, built in the 12th century

Photograph

(n°45 p. 74 ; p. 344)

Gérard Fromanger (born in 1939)

Sketch of the course of the Earth around the Sun
and on itself

Drawing

Collection of the Artist

(n°47 p. 76 ; p. 346)

Claude Monet (1840-1926)
Water Lilies, 1907

QOil on canvas, 92.1x81.2 cm
Houston, Museum of Fine Arts,
gift of Mrs. Harry C. Hanszen
(n°48 p. 78 ; n°48 p. 348)

Claude Monet (1840-1926)

Water Lilies, 1907

QOil on canvas, 107x73 cm

Jerusalem, The Israel Museum

(n°49 p. 78 ; n°49 p. 348)

Claude Monet (1840-1926)

Water Lilies, 1907-1908

Oil on canvas, 105x73 cm

Gothenburg, Gothenburg Kunstmuseum
(n°50 p. 78 ; n°50 p. 348)

Claude Monet (1840-1926)

Water Lilies, 1907

Oil on canvas, 100x73 cm

Paris, Marmottan Monet Museum
(n°51 p. 78 ; n°51 p. 348)

Gérard Fromanger (born in 1939)

Boulevards des Italiens (Boulevards des ltaliens series),
1971

Oil on canvas, 100x100 cm

Collection of the Artist

(n°52 p. 79 ; n°52 p. 349)

Gérard Fromanger (born in 1939)

Break the ice (Boulevards des Italiens series), 1971
Oil on canvas, 100x100 cm

Collection of the Artist

(n°53 p. 79 ; n°53 p. 349)

Gérard Fromanger (born in 1939)

Dying of Love, Marivaux (Boulevards des Italiens
series), 1971

Oil on canvas, 100x100 cm

Collection of the Artist

(n°54 p. 79 ; n°54 p. 349)

Gérard Fromanger (born in 1939)

Everything must disappear (Boulevards des Italiens
series), 1971

Oil on canvas, 100x100 cm

Collection of the Artist

(n°55 p. 79 ; n°55 p. 349)

Gérard Fromanger (born in 1939)

In China, at Hu-Xian (Desire is Everywhere series),
August 1974

Oil on canvas, 200x300 cm

Paris, Centre Pompidou, National Museum of Modern
Art, Industrial Design Centre

(n°56 p. 82-83 ; p. 352-353)

Claude Monet in front of his house in Giverny, 1921
Autochrome, 18 x 24 cm

Paris, Orsay Museum

(detail, p. 88-89)

Nousha Salimi
Vicky Colombet
Photograph

(p- 162)

Portrait of Claude Monet in his garden in Giverny
Paris, Library of the Institut de France
(p. 163)

Henri Manuel (1874-1947)

Claude Monet in his studio at Giverny, c. 1922
Photograph, 20x26 cm

Paris, Marmottan Monet Museum

(p. 208)

Claire Delfino

Gérard Fromanger in his studio, 2016
Photograph

Collection of the Artist

(p. 209)
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LIST OF THE EXHIBITED WORKS

Claude Monet (1840-1926)

On the Beach at Trouville, 1870
Qil on canvas, 38x56 cm

Paris, Marmottan Monet Museum
(p- 90-91 ; detail, p. 92-93)

Claude Monet (1840-1926)
Camille on the Beach, 1870

Qil on canvas, 30x15 cm

Paris, Marmottan Monet Museum
(p. 94-95 ; detail, p. 96-97)

Claude Monet (1840-1926)

View of the Vloozaan, 1871

Qil on canvas, 18x38 cm

Paris, Marmottan Monet Museum
(p. 102-103 ; detail, p. 104-105)

Claude Monet (1840-1926)

Impression, Sunrise, 1872

Qil on canvas, 50x65 cm

Paris, Marmottan Monet Museum

(cover, detall, p. 16-17 ; p. 20-21 ; p. 23 ; centre, p. 24-25 ; centre, p.
26-27 ;n°4 p. 32 ;n°14 p. 37 ;n°32 p. 62 ; n°43 p. 72 ; p. 106-109 ; p.
282-283 ; p. 286-287 ; p. 289 ; centre, p. 290-91 ; centre, p. 292-293 ;
n°4 p. 298 ; n°14 p. 303 ; n°32 p. 332 ; n°43 p. 342)

Claude Monet (1840-1926)

The Sailing Boat, Evening Effect, 1885

Qil on canvas, 54x65 cm

Paris, Marmottan Monet Museum

(n°40 p. 68 ; p. 118-119 ; detail, p. 120-121 ; n°40 p. 338)

Claude Monet (1840-1926)

The Cliff and the Porte d'Amont, Morning Effect, 1885
Qil on canvas, 50x61 cm

Paris, Marmottan Monet Museum

(p. 122-123 ; detail, p. 124-125)

Claude Monet (1840-1926)
Charing Cross Bridge, 1899-1901
Qil on canvas, 60x100 cm

Paris, Marmottan Monet Museum
(p. 126-127 ; detail, p. 128-129)

Claude Monet (1840-1926)

Charing Cross Bridge, Smoke in the Fog. Impression, 1902
Qil on canvas, 73x92 cm

Paris, Marmottan Monet Museum

(p. 138-139 ; detail, p. 140-141)

Claude Monet (1840-1926)

The Houses of Parliament, London, Reflections on the Thames,
1905

Qil on canvas, 81.5x92 cm

Paris, Musée Marmottan Monet

(p. 154-155 ; detail, p. 156-157)

Claude Monet (1840-1926)
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Boats in the Harbor at Honfleur, 1917
Qil on canvas, 50x61 cm

Paris, Marmottan Monet Museum

(p. 158-159 ; detail, p. 160-161)

Vicky Colombet (born in 1953)

Water and Light #1387-17, 2017

Oil, pigments (Ultramarine Blue, Cobalt Violet Brilliant Dark, Cobalt
Turquoise Light, Mars Black, Titanium White and Bluish Cobalt
Green A) and alkyd on canvas, 198.1x198.1 cm

Collection of the Artist

(p. 180-181 ; detail, p. 182-183)

Vicky Colombet (born in 1953)

Rising Sun #1427-19, 2019

Oil, pigments (Ultramarine Violet Medium) and alkyd on canvas,
182.8x182.8 cm

Collection of the Artist

(n°33 p. 63 ; p. 164-165 ; detail, p. 166-167 ; n°33 p. 333)

Vicky Colombet (née en 1953)

Evening Light #1449-20, 2020

Qil, pigments (Ultramarine Blue R4, Mars Red, Viridian Green,
Titanium White and Lithopone White) and alkyd on canvas,
198.1x198.1 cm

Collection of the Artist

(p. 184-185 ; detail, p. 186-187)

Vicky Colombet (born in 1953)

Sunset Series #1450-20, 2020

Oil, pigments (Cadmium Orange, Cadmium Yellow, Mars Red and
Titanium White) and alkyd on canvas, 182.8x182.8 cm

Collection of the Artist

(n°41 p. 69 ; p. 172-173; detail, p. 174-175 ; n°41p. 339)

Gérard Fromanger (born in 1939)

Hollow Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero and acrylic on woodcut, 122.1x60.1 cm

Collection of the Artist

(p- 210-211; detail, p. 212-213)

Gérard Fromanger (born in 1939)

Relief Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero and acrylic on woodcut, 122.1x60.1 cm

Collection of the Artist

(p. 214-215 ; detail, p. 216-217)

Gérard Fromanger (born in 1939)

The Sun Rises Every Day (Cut-up Landscapes series), c. 1966-
1967

Glycero and acrylic and sheet metal on woodcut, 124x82 cm
Collection of the Artist

(n°1 p. 18; p. 218-219 ; detall, p. 220-221 ; n°1 p. 284)

Gérard Fromanger (born in 1939)

Wavy Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero and acrylic and sheet metal on woodcut, 122.2x60.3 cm
Collection of the Artist

(p. 222-223; detail, p. 224-225)

Gérard Fromanger (born in 1939)

Cut-up Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero and acrylic on woodcut, 122.2x60 cm

Collection of the Artist

(p. 226-227; detail, p. 228-229)

Gérard Fromanger (born in 1939)

Light on Landscape. The Sun goes through the Window and Ends
up on the Painting (Cut-up Landscapes series), c. 1966-1967
Glycero and acrylic on woodcut, 122.5x60 cm

Collection of the Artist

(p. 230-231 ; detail, p. 232-233)

Gérard Fromanger (born in 1939)

Landscape in four, convex, in relief and slightly displaced (Cut-up
Landscapes series), c. 1966-1967

Glycero and acrylic on woodcut, 122.1x60.1 cm

Collection of the Artist

(p. 234-235 ; detail, p. 236-237)

Gérard Fromanger (born in 1939)

Landscape in four, concave, hollowed and slightly displaced (Cut-
up Landscapes series), c. 1966-1967

Glycero and acrylic on woodcut, 122.1x60.2 cm

Collection of the Artist

(p. 238-239 ; detail, p. 240-241)

Gérard Fromanger (born in 1939)

Painting Cut into Ten (Cut-up Landscapes series), c. 1966-1967
Glycero and acrylic on woodcut, 129.3x88 cm

Collection of the Artist

(p. 242-243 ; detail, p. 244-245)
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Gérard Fromanger (born in 1939)

Zoom on the Cloud. Landscape, Close-up on the Cloud on the
Earth (Cut-up Landscapes series), c. 1966-1967

Glycero and acrylic on woodcut, 60x122.2 cm

Collection of the Artist

(p. 246-247 ; detail, p. 248-249)

Gérard Fromanger (born in 1939)

Zoom on the Sun. Landscape, Close-up on the Sky and the Sun
(Cut-up Landscapes series), c. 1966-1967

Glycero and acrylic on woodcut, 60x122.1 cm

Collection of the Artist

(p- 250-251 ; detail, p. 252-253)

Gérard Fromanger (born in 1939)

Landscape, Zoom and Focus in the Italian Style (Cut-up
Landscapes series), c. 1966-1967

Glycero and acrylic on woodcut, 60x122.1 cm

Collection of the Artist

(p. 254-255 ; detail, p. 256-257)

Gérard Fromanger (born in 1939)

Painting Transformed by a Gesture (Cut-up Landscapes series),
c. 1966-1967

Glycero and acrylic on woodcut, 122.2x74.1 cm

Collection of the Artist

(p. 258-259 ; detail, p. 260-261)

Gérard Fromanger (born in 1939)

Impression, Sunrise 2019, 2019

Acrylic on canvas, 200x300 cm

Collection of the Artist

(p. 72-73 ; n°46 detall, p. 75 ; p. 262-263 ; detail, p. 264-265 ;
p. 342-343 ; n°46 detail, p. 345)
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