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Le musée Marmottan Monet, propriété de l’Académie des beaux-arts, est le dépositaire du premier fonds mondial 
K»µ\]YLZ�KL�*SH\KL�4VUL[��3H�KPќ\ZPVU�KL�ZLZ�JVSSLJ[PVUZ�JVU[YPI\L��KLW\PZ�KL�UVTIYL\ZLZ�HUUtLZ��H\�YH`VUULTLU[�
de l’artiste et de ce haut lieu de l’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 première exposition monographique dédiée à Claude Monet jamais organisée en Chine. 
L’événement, placé sous l’égide de l’Ambassade de France en Chine, célébrait alors le cinquantième anniversaire de 
l'établissement des relations diplomatiques entre les deux pays. Avec près de 400 000 visiteurs, il recevait un accueil sans 
WYtJtKHU[��JVUÄYTHU[�S»LUNV\LTLU[�K\�W\ISPJ�JOPUVPZ�WV\Y�S»HY[�L[�SH�J\S[\YL�MYHUsHPZL��

Depuis, la collaboration entre le musée Marmottan Monet, Shanghai TIX-Media, soutenue par l’Ambassade de France 
en Chine et le Consulat Général de France à Shanghai, n’a jamais été interrompue. La crise sanitaire du Covid-19 l’a 
même renforcée. Contraint de reporter en mars 2021 une exposition inédite de ses chefs-d’œuvre initialement prévue du 
���THYZ�H\����Q\PSSL[������n�:OHUNOHP��SL�T\ZtL�4HYTV[[HU�4VUL[�H�ZV\OHP[t��UVUVIZ[HU[�SLZ�KPѝJ\S[tZ�H\_X\LSSLZ�UV\Z�
MHPZVUZ�JVSSLJ[P]LTLU[�MHJL��THPU[LUPY�SLZ�SPLUZ�H]LJ�ZLZ�WHY[LUHPYLZ��(PUZP��\U�WYVQL[�H�t[t�JVUs\�K\YHU[�SL�JVUÄULTLU[��
L’exposition envisagée célèbre notre patrimoine de même qu’elle s’inscrit dans un prisme plus large et résolument 
actuel, en portant l’espoir d’un renouveau que symbolise la présentation d’Impression, soleil levant de Claude Monet 
pour la première fois en Chine.  

L’œuvre fondatrice de l’impressionnisme est le point focal de l’exposition d’où irradie une importante sélection de 
peintures composées par deux artistes contemporains français : Vicky Colombet et Gérard Fromanger. Ouvrant et 
clôturant le parcours du visiteur, ces peintres regardent la toile de leur prédécesseur à 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 à la réalisation de cette manifestation en particulier : Son 
Excellence Laurent Bili, Ambassadeur de France en Chine, Benoît Guidée, Consul Général de France à Shanghai,  
Myriam Kryger, attachée culturelle à 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’à la scénographe Margo Renisio 
dont l’engagement total a permis à cette exposition d’exception  de voir le jour.  
  
 

Patrick de Carolis
Membre de I'Institut

Directeur du Musée Marmottan Monet 
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�:\K�K\�ÅL\]L�ZWSLUKL\Y�KLZ�WH`ZHNLZ�X\L�Q»HP�JVUU\Z�WHY�SL�WHZZt���(\�SL]LY�K\�ZVSLPS�Z\Y�SL�ÅL\]L�SL�YV\NL�KLZ�ÅL\YZ�
S\PZHP[�WS\Z�X\L�SL�ML\��8\HUK�]LUHP[�SL�WYPU[LTWZ�Z\Y�SL�ÅL\]L�SL�]LY[�KL]LUHP[�JVTTL�ISL\ ». Les couleurs et la texture 
du chef d’œuvre de Claude Monet Impression, Soleil Levant, tout comme ces vers de Bai Juyi, célèbre poète de la 
Dynastie des Tang, sont une ode à la nature. C’est à travers les créations des hommes de lettres ou des artistes que 
nous pénétrons et admirons la nature. Bien qu’ayant vécu aux deux extrêmités 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 à travers le thème 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 œuvres 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 œuvres, 
K»HIVYK�JVUZPKtYtLZ�JVTTL��Kt]PHU[LZ�®�L[�Yt]VS\[PVUUHPYLZ��Z»PTWVZuYLU[�H\�ÄS�K\�[LTWZ�L[� Impression, soleil levant 
devint la plus emblématique d’entre-elles.
 
Un matin brumeux dans le port du Havre, un soleil rougeoyant qui apparait à l’horizon, un mauve mystérieux et un 
orangé caressant qui envahissent le ciel et la mer, les rides bleu cobalt et vert profond à la surface de l’eau qui ondule 
au passage des bateaux, tous les éléments de cette composition constituent une rupture avec l’académisme picturale 
sévissant depuis des siècles. Sous le pinceau de Monet qui fait surgir les évolutions de la lumière et des couleur au cœur 
KL�SH�UH[\YL�X\»PS�VIZLY]L��UP�JVU[V\YZ�WYtJPZ��UP�JV\SL\YZ�HѝYTtLZ��UP�Z\QL[Z�YLSPNPL\_�V\�OPZ[VYPX\LZ��UP�MHTPSSLZ�YV`HSLZ�
ou aristocratiques.

3H�JYPZL�ZHUP[HPYL�KL�SH�*V]PK�� �H�HќLJ[t�S»LUZLTISL�KL�SH�WSHUu[L�L[�SH�]PL�X\V[PKPLUUL�KL�UVTIYL\ZLZ�WVW\SH[PVUZ�[V\[�
au long de l’année 2020. La Chine est le premier pays à avoir maîtrisé l’épidémie et connu un retour à la normale, grâce 
n�\U�PTWVY[HU[�LќVY[�JVSSLJ[PM��+HUZ�JL�JVU[L_[L��:OHUNOHP�?PUO\H�+PZ[YPI\[PVU�.YV\W�L[�;P_�4LKPH��LU�JVSSHIVYH[PVU�H]LJ�
le Musée Marmottan Monet à Paris et grâce à la coordination et au soutien de l’Ambassade de France en Chine et du 
Consulat général de France à Shanghai, l’exposition Impression Soleil Levant a pu être montée et présentée pour la 
première fois en Chine. Cette exposition incarne notre engagement à promouvoir des échanges artistiques d’envergure 
L[�UV[YL�]VSVU[t�KL�KL]LUPY�\U�O\I�HY[PZ[PX\L�L[�J\S[\YLS�KL�[V\[�WYLTPLY�WSHU��3H�J\S[\YL�LZ[�\UL� S\TPuYL�X\P�ÄUPYH�WHY�
disperser la brume matinale et illuminer l'avenir

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

Cette œuvre, 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’œuvre 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 Française en Chine en novembre 2019 de développement de coopérations culturelles entre 
nos deux pays trouve ici une très belle concrétisation.  Partager avec le public chinois l’une des toiles les plus célèbres 
du monde, symbole de l’entrée dans la modernité artistique occidentale et qui, en raison de son importance ne voyage 
X\L�WV\Y�KLZ�YHPZVUZ�L_JLW[PVUULSSLZ��JVUZ[P[\L�\U�NLZ[L�MVY[�KL�KPќ\ZPVU�K\�WH[YPTVPUL�HY[PZ[PX\L�TVUKPHS�L[� PUJHYUL��
par la même, 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 particulièrement fécond entre le Musée Marmottan Monet et la société Tix 
Media. Six ans après avoir organisé, à l’occasion du cinquantenaire des relations diplomatique franco-chinoises, la toute 
première exposition monographique de Monet jamais présentée en Chine, le musée Marmottan Monet et Tix Media 
créent une nouvelle fois l’évènement avec Impression, soleil levant. 

Je remercie vivement Monsieur Laurent Petitgirard, secrétaire perpétuel de l’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 
W\� PYYHKPLY� SLZ�YP]LZ�T`[OPX\LZ�K\�ÅL\]L�/\HUNW\��1L�[PLUZ�n�ZHS\LY� SH�X\HSP[t�L[� SL�K`UHTPZTL�KL� SH�YLSH[PVU�X\P�Z»LZ[�
nouée entre le Musée Marmottan Monet et son partenaire chinois Tix Media, grâce à l’implication de son directeur M. Xie 
+PUN^LP�L[�KL�4TL�4HYPHUUL�4H[OPL\��KPYLJ[YPJL�ZJPLU[PÄX\L�K\�T\ZtL�4HYTV[[HU�4VUL[�L[�JVTTPZZHPYL�KL�S»L_WVZP[PVU����

Quittant son écrin parisien pour être 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 
célèbre du monde se lève aujourd’hui à Shanghai. Puisse cette exposition apporter la lumière de l’espoir et du renouveau 
après la tourmente dans laquelle l’épidémie de Covid 19 a plongé la planète.
 
  
 

 Laurent Bili
Ambassadeur de France en Chine
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Claude Monet (1840-1926)
On the Beach at Trouville, 1870
Oil on canvas, 38f56 cm
Paris, Musée Marmottan Monet



92 93



94


���������	ᓤe㣘ߠٸ

Ȩ⊤␖̷⮱ࢎㆠ㕣ȩ喑����Ꭱ

ጰ䲏⇦⩨喑ࣅ��ㆠfࣅ��ㆠ

ጡ叻喑⣈ᦖͦ㣘ࢇ➖亳

Claude Monet (1840-1926)
Camille on the beach, 1870
Oil on canvas, 30f15 cm
Paris, Musée Marmottan Monet



96 97



98


���������	ᓤe㣘ߠٸ

Ȩ༮᩼➦᪆യ̸⮱∝ᮑธ⇠ȩ喑㏓����Ꭱ

ጰ䲏⇦⩨喑ࣅ��ㆠfࣅ��ㆠ

ѓ᪓喑పუ㒻ᱜ亳

Claude Monet (1840-1926)
The Thames below Westminster, c. 1871
Oil on canvas, 47f73 cm
London, the National Gallery
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Claude Monet (1840-1926)
View of the Voozaan, 1871
Oil on canvas, 18f38 cm
Paris, Musée Marmottan Monet
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Claude Monet (1840-1926)
Impression, Sunrise, 1872
Oil on canvas, 50f65 cm
Paris, Musée Marmottan Monet
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Claude Monet (1840-1926)
Sunrise (Marine), 1872
Oil on canvas, 49f60 cm
Los Angeles, Getty Museum
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Claude Monet (1840-1926)
;OL�7VY[�VM�3L�/H]YL��5PNO[�,ɈLJ[, 1872
Oil on canvas 60f81 cm
Private collection
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Claude Monet (1840-1926)
;OL�ZHPSPUN�)VH[�,]LUPUN�,ɈLJ[�����
Oil on canvas, 54f65 cm
Paris, Musée Marmottan Monet
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Claude Monet (1840-1926)
-HSHPZL�HUK�7VY[L�K�(TVU[��4VYUPUN�,ɈLJ[� 1885
Oil on canvas, 50×61 cm
Paris, Musée Marmottan Monet
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Claude Monet (1840-1926)
Charing Cross Bridge, 1899-1901
Oil on canvas, 60×100 cm
Paris, Musée Marmottan Monet
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Claude Monet (1840-1926)
Charing Cross Bridge, London, 1901
Oil on canvas, 65f92.2 cm
Chicago, The Art Institute of Chicago, Mr. and Mrs. Martin A. 
Ryerson Collection
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Claude Monet (1840-1926)
Charing Cross Bridge, The Thames, 1903
Oil on canvas, 73f100 cm
Lyon, musée des Beaux-Arts
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Claude Monet (1840-1926)
Charing Cross Bridge, Smoke in the Fog. Impression, 1902
Oil on canvas, 73f92 cm
Paris, Musée Marmottan Monet



140 141



142


���������	ᓤe㣘ߠٸ

Ȩ䰫͚⮱పч๔࣓ȩ喑����Ꭱ

ጰ䲏⇦⩨喑ࣅ��ㆠfࣅ��ㆠ

亳➖ࢇ䭬ᑄᅁ喑Ⴖᓤ◵e侙ᅁ㒄⣝А㞧ᱜ߿

Claude Monet (1840-1926)
;OL�/V\ZLZ�VM�7HYSPHTLU[��-VN�,ɈLJ[��1903
Oil on canvas, 81f92 cm
Le Havre, Musée d’Art Moderne André Malraux
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Claude Monet (1840-1926)
London, Houses of Parliament. The Sun Shining through the Fog, 1904
Oil on canvas, 81×92 cm
Paris, musée d’Orsay
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Claude Monet (1840-1926)
The Houses of Parliament, Stormy Sky, 1904
Oil on canvas, 81×92 cm
Lille, musée des Beaux-Arts
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Claude Monet (1840-1926)
;OL�/V\ZLZ�VM�7HYSPHTLU[��3VUKVU��9LÅLJ[PVUZ�VU�[OL�;OHTLZ��1905
Oil on canvas, 81.5×92 cm
Paris, Musée Marmottan Monet
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Claude Monet (1840—1926)
)VH[Z�PU�[OL�/HYIVY�H[�/VUÅL\Y��1917
Oil on canvas, 50×61 cm
Paris, Musée Marmottan Monet
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Vicky Colombet (born in 1953)
9PZPUN�:\U�
������ , 2019
Oil, pigments (ultramarine violet medium) and alkyd on canvas,
182.8×182.8 cm
Artist's Collection
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Vicky Colombet (born in 1953)
:\UZL[�
���������:\UZL[�ZLYPLZ�� 2020
Oil, pigments and alkyd on canvas (Cadmium Orange,
Cadmium Yellow, Mars Red and Titanium White),
182, 8×182, 8 cm
Artist’s Collection
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Vicky Colombet (born in 1953)
:\UZL[�
���������:\UZL[�ZLYPLZ�� 2020
Oil, pigments (Cadmium Orange, Cadmium Yellow, Mars Red
and Titanium White) and alkyd on canvas, 
182.8×182.8 cm
Artist's Collection
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Vicky Colombet (born in 1953)
Forest #1402�18 , 2018
Oil, pigments (Mars Violet, Ivory Black, Mars Black red,
Bleu de Sèvres) and alkyd on canvas, 
162.56×157.48 cm
Artist’s Collection
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Vicky Colombet (born in 1953)
>H[LY�HUK�3PNO[�
�������� 2017
Oil, pigments (Ultramarine Blue, Dark Brilliant Cobalt Violet,
Light Cobalt Turquoise, Mars Black, Titanium White and Bluish
Cobalt Green A) and alkyd on canvas, 
198.1×198.1 cm
Artist's Collection
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Vicky Colombet (born in 1953)
,]LUPUN�3PNO[�
��� �����,]LUPUN�3PNO[�ZLYPLZ��2020
Oil, pigments (Ultramarine Blue R4, Mars Red, Virid Green,
Titanium White and Lithopone White) and alkyd on canvas,
198.1×198.1 cm
Artist's Collection
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Vicky Colombet (born in 1953)
Homage to Monet #1354-16, 2016
Oil, pigments (Violet Brilliant Dark - Malachite)
and alkyd on canvas, 
198.12×198.12 cm
Artist’s Collection
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Vicky Colombet (born in 1953)
Walking by the Yangtze #1357-16, 2016
Oil, pigment (Malachite) and alkyd on canvas, 
198.12×198.12 cm
Artist’s Collection
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Vicky Colombet (born in 1953)
Monet Serie #1419-19, 2019
Oil, pigments (Cobalt Oxide Green Blue, Iron Oxide Black, Viridian 
Green and Violet Cobalt Dark) and alkyd on canvas, 182.8×182.8 cm
Collection of the Artist
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Vicky Colombet (born in 1953)
Dancing Waters #1422-19,�2019
Oil, pigments (Ultramarine Blue R2) and alkyd on canvas, 
152.4×152.4 cm
Collection of the Artist
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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 ×198.1 cm
Collection of the Artist
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Gérard Fromanger (born in 1939)
Hollow Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.1×60.1 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Relief Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.1×60.1 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
The Sun Rises Every Day (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic and sheet metal on woodcut, 124×82 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Wavy Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic and sheet metal on woodcut, 122.2×60.3cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Cut-up Landscape (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 122.2×60 cm
Artist's Collection
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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, 122.5×60 cm
Artist's Collection
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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, 122.1×60.1 cm
Artist's Collection
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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, 122.1×60.2 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Painting Cut into Ten (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 129.3×88 cm
Artist's Collection
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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, acrylic on woodcut, 60×122.2 cm
Artist's Collection
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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, 60×122.1 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Landscape Zoom and Focus in the Italian Style (Cut-up Landscapes series), c. 1966-1967
Glycero, acrylic on woodcut, 60×122.1 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Painting Transformed by a Gesture (Cut-up Landscapes series),c. 1966-1967
Glycero, acrylic on woodcut, 122.2×74.1 cm
Artist's Collection
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Gérard Fromanger (born in 1939)
Impression, Sunrise 2019, 2019
Acrylic on canvas, 200×300 cm
Artist's Collection
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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 
9VUNZOLUN�*\S[\YHS�4LKPH�*V��3[K��[V�W\[�VU�[OL�ÄYZ[�L]LY�TVUVNYHWO�L_OPIP[PVU�VM�4VUL[»Z�^VYR� PU�*OPUH��;OPZ�
event, organized under the aegis of the Embassy of France�PU�*OPUH��JLSLIYH[LK�ÄM[`�`LHYZ�VM�KPWSVTH[PJ�YLSH[PVUZ�
IL[^LLU�[OL�[^V�JV\U[YPLZ��>P[O�ULHYS`���������]PZP[VYZ��P[�^HZ�HU�\UWYLJLKLU[LK�Z\JJLZZ��JVUÄYTPUN�[OL�*OPULZL�
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, 
������[OL�4\ZtL�4HYTV[[HU�4VUL[�^HZ�KL[LYTPULK�[V�THPU[HPU�P[Z�SPURZ�^P[O�P[Z�WHY[ULYZ��^OH[L]LY�[OL�KPɉJ\S[PLZ��
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 
[OPZ�ÄYZ[�L]LY�WYLZLU[H[PVU�VM�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 
WYPZT�VM�[OLPY�V^U�ZLUZPIPSP[ �̀�HUJOVYPUN�[OPZ�ZOV^�PU�[OL�WYLZLU[�I`�VɈLYPUN�[OLPY�V^U�ZPUN\SHY�]PL^WVPU[Z�

Our warm thanks go to all those who helped organize this very particular exhibition: His Excellency Laurent Bili, 
Ambassador of France in China, Benoît 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

Le musée Marmottan Monet, propriété de l’Académie des beaux-arts, est le dépositaire du premier fonds 
TVUKPHS�K»µ\]YLZ�KL�*SH\KL�4VUL[��3H�KPɈ\ZPVU�KL�ZLZ�JVSSLJ[PVUZ�JVU[YPI\L��KLW\PZ�KL�UVTIYL\ZLZ�HUUtLZ��H\�
rayonnement de l’artiste et de ce haut lieu de l’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 première exposition monographique dédiée à Claude Monet jamais 
organisée en Chine. L’événement, placé sous l’égide de l’Ambassade de France en Chine, célébrait alors le cinquantième 
anniversaire de l'établissement des relations diplomatiques entre les deux pays. Avec près de 400 000 visiteurs, il 
YLJL]HP[�\U�HJJ\LPS�ZHUZ�WYtJtKHU[��JVUÄYTHU[�S»LUNV\LTLU[�K\�W\ISPJ�JOPUVPZ�WV\Y�S»HY[�L[�SH�J\S[\YL�MYHUsHPZL��

Depuis, la collaboration entre le musée Marmottan Monet, Shanghai Rongsheng Cultural Media Co. Ltd., soutenue 
par l’Ambassade de France en Chine et le Consulat Général de France à Shanghai, n’a jamais été interrompue. La 
crise sanitaire du Covid-19 l’a même renforcée. Contraint de reporter en mars 2021 une exposition inédite de ses 
chefs-d’œuvre initialement prévue du 12 mars au 12 juillet 2020 à Shanghai, le musée Marmottan Monet a souhaité, 
nonobstant les difficultés auxquelles nous faisons collectivement face, maintenir les liens avec ses partenaires. 
(PUZP��\U�WYVQL[�H�t[t�JVUs\�K\YHU[� SL�JVUMPULTLU[��3»L_WVZP[PVU�LU]PZHNtL�JtSuIYL�UV[YL�WH[YPTVPUL�KL�TvTL�
qu’elle s’inscrit dans un prisme plus large et résolument actuel, en portant l’espoir d’un renouveau que symbolise la 
présentation d’Impression, soleil levant de Claude Monet pour la première fois en Chine.  

L’œuvre fondatrice de l’impressionnisme est le point focal de l’exposition d’où irradie une importante sélection de 
WLPU[\YLZ�JVTWVZtLZ�WHY�KL\_�HY[PZ[LZ�JVU[LTWVYHPUZ�MYHUsHPZ� !�=PJR`�*VSVTIL[�L[�.tYHYK�-YVTHUNLY��6\]YHU[�
et clôturant le parcours du visiteur, ces peintres regardent la toile de leur prédécesseur à 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 à la réalisation de cette manifestation en particulier : Son 
Excellence Laurent Bili, Ambassadeur de France en Chine, Benoît Guidée, Consul Général de France à Shanghai,  
Myriam Kryger, attachée culturelle à 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 
qu’à la scénographe Margo Renisio dont l’engagement total a permis à cette exposition d’exception  de voir le jour.  
  
 

Patrick de Carolis
Membre de l'Institut

Directeur du Musée Marmottan Monet 
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The famous Tang Dynasty poet Bai Juyi, in celebrating Jiangnan, wrote a poem that goes: “Fair Southern shore, 
^P[O�ZJLULZ�0�HKVYL��([�Z\UYPZL�YP]LYZPKL�ÅV^LYZ�YLKKLY�[OHU�ÄYL��PU�ZWYPUN�NYLLU�^H]LZ�NYV^�HZ�IS\L�HZ�ZHWWOPYL��
which I 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 
JVSVYZ�H[�[OL� PUZ[HU[�WYLZLU[LK�I`�UH[\YL��HUK�[OL�^OVSL�WHPU[PUN� PZ�HZ�ILH\[PM\S�HZ�[OL�WHPU[LY»Z�ÄYZ[�ZPNO[�VM�[OL�
scene.

0U�������K\L�[V�[OL�WHUKLTPJ��[OL�KHPS`�SP]LZ�VM�WLVWSL�PU�THU`�JV\U[YPLZ�OH]L�ILLU�HɈLJ[LK��(Z�[OL�ÄYZ[�JV\U[Y`�
to rise above the pandemic and restore normal life under strong leadership, China has demonstrated the value of 
JVUJLY[LK�LɈVY[Z��0U�[OPZ�JVU[L_[��P[�PZ�HSS�[OL�TVYL�H�OHYK�^VU�HJOPL]LTLU[�VM�:OHUNOHP�?PU/\H�+PZ[YPI\[PVU�.YV\W�
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 Impression 
Sunrise VU�P[Z�ÄYZ[�L_OPIP[PVU�PU�*OPUH��0[�HSZV�KLTVUZ[YH[LZ�V\Y�JVTTP[TLU[�[V�WYVTV[PUN�[OL�L_JOHUNL�VM�^VYSK�
JSHZZ�HY[�L_OPIP[Z�HUK�JVUÄKLUJL�[V�LZ[HISPZO�V\YZLS]LZ�HZ�HU�HY[PZ[PJ�HUK�J\S[\YHS�O\I��*\S[\YL�PZ�[OL�SPNO[�[OH[�^PSS�
eventually disperse the morning mist and illuminate the future.

I 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

�:\K�K\�ÅL\]L�ZWSLUKL\Y�KLZ�WH`ZHNLZ�X\L�Q»HP�JVUU\Z�WHY�SL�WHZZt���(\�SL]LY�K\�ZVSLPS�Z\Y�SL�ÅL\]L�SL�YV\NL�KLZ�ÅL\YZ�
S\PZHP[�WS\Z�X\L�SL�ML\��8\HUK�]LUHP[�SL�WYPU[LTWZ�Z\Y�SL�ÅL\]L�SL�]LY[�KL]LUHP[�JVTTL�ISL\ ». Les couleurs et la texture 
du chef d’œuvre de Claude Monet 0TWYLZZPVU, :VSLPS�3L]HU[, tout comme ces vers de Bai Juyi, célèbre poète de la 
Dynastie des Tang, sont une ode à la nature. C’est à travers les créations des hommes de lettres ou des artistes que 
nous pénétrons et admirons la nature. Bien qu’ayant vécu aux deux extrêmités 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 à travers le thème du ZVSLPS�SL]HU[.
 
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 œuvres 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 
µ\]YLZ��K»HIVYK�JVUZPKtYtLZ�JVTTL��Kt]PHU[LZ�®�L[�Yt]VS\[PVUUHPYLZ��Z»PTWVZuYLU[�H\�ÄS�K\�[LTWZ�L[�0TWYLZZPVU, 
ZVSLPS�SL]HU[ devint la plus emblématique d’entre-elles.
 
Un matin brumeux dans le port du Havre, un soleil rougeoyant qui apparait à l’horizon, un mauve mystérieux et 
un orangé caressant qui envahissent le ciel et la mer, les rides bleu cobalt et vert profond à la surface de l’eau qui 
ondule au passage des bateaux, tous les éléments de cette composition constituent une rupture avec l’académisme 
picturale sévissant depuis des siècles. Sous le pinceau de Monet qui fait surgir les évolutions de la lumière et 
des couleur au cœur de la nature qu’il observe, ni contours précis, ni couleurs affirmées, ni sujets religieux ou 
historiques, ni familles royales ou aristocratiques.

3H�JYPZL�ZHUP[HPYL�KL�SH�*V]PK�� �H�HɈLJ[t�S»LUZLTISL�KL�SH�WSHUu[L�L[�SH�]PL�X\V[PKPLUUL�KL�UVTIYL\ZLZ�WVW\SH[PVUZ�
tout au long de l’année 2020. La Chine est le premier pays à avoir maîtrisé l’épidémie et connu un retour à la 
UVYTHSL��NYoJL�n�\U�PTWVY[HU[�LɈVY[�JVSSLJ[PM��+HUZ�JL�JVU[L_[L��:OHUNOHP�?PUO\H�+PZ[YPI\[PVU�.YV\W�L[�;P_�4LKPH��
en collaboration avec le Musée Marmottan Monet à Paris et grâce à la coordination et au soutien de l’Ambassade 
de France en Chine et du Consulat général de France à Shanghai, l’exposition 0TWYLZZPVU :VSLPS�3L]HU[ a pu être 
montée et présentée pour la première fois en Chine. Cette exposition incarne notre engagement à promouvoir des 
échanges artistiques d’envergure et notre volonté de devenir un hub artistique et culturel de tout premier plan. La 
J\S[\YL�LZ[�\UL�S\TPuYL�X\P�ÄUPYH�WHY�KPZWLYZLY�SH�IY\TL�TH[PUHSL�L[�PSS\TPULY�S�H]LUPY

Li Shuang
Secrétaire adjointe du Comité du Parti et Présidente du Groupe de Distribution XinHua
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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 
JVVWLYH[PVU�IL[^LLU�[OL�[^V�JV\U[YPLZ��;OPZ�^PZO�ÄUKZ�HU� PUJYLKPISL�YLHSPaH[PVU�OLYL��:OHYPUN�^P[O�[OL�*OPULZL�
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 
JVTWHU`�;P_�4LKPH���:P_�`LHYZ�HM[LY�OH]PUN�VYNHUPaLK��VU�[OL�VJJHZPVU�VM�[OL�ÄM[PL[O�HUUP]LYZHY`�VM�-YHUJV�*OPULZL�
KPWSVTH[PJ�YLSH[PVUZ��[OL�]LY`�ÄYZ[�TVUVNYHWOPJ�L_OPIP[PVU�VM�4VUL[�L]LY�WYLZLU[LK�PU�*OPUH��[OL�4HYTV[[HU�4VUL[�
museum and Tix Media have once again created an event with Impression sunrise.

I 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.  I 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. 
;OHURZ�[V�[OL� PU]VS]LTLU[�VM� P[Z�KPYLJ[VY�4Y��?PL�+PUN^LP�HUK�4Z��4HYPHUUL�4H[OPL\��[OL�ZJPLU[PÄJ�KPYLJ[VY�VM�[OL�
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

Impression, soleil levant�n�:OHUNOHP�LZ[�\UL�L_WVZP[PVU�L_JLW[PVUULSSL�JVUs\L�KHUZ�SL�JVU[L_[L�PUtKP[�KL�SH�JYPZL�K\�
Covid 19 qui a ébranlé la planète. 

*L[[L�µ\]YL��X\P�Ä[�LU�ZVU�[LTWZ�ZJHUKHSL�LU�YHPZVU�KL�ZH�SPILY[t�KL�JYtH[PVU��H�KVUUt�ZVU�UVT�H\�TV\]LTLU[�
impressionniste. Le génie de cette audace initiale fut par la suite reconnu et Impression, soleil levant fut érigé au 
rang de chef d’œuvre universel.  

Le souhait exprimé dans le plan d’action pour les relations bilatérales entre la France et la Chine signé lors de la 
]PZP[L�K\�7YtZPKLU[�KL� SH�YtW\ISPX\L�-YHUsHPZL�LU�*OPUL�LU�UV]LTIYL���� �KL�Kt]LSVWWLTLU[�KL�JVVWtYH[PVUZ�
culturelles entre nos deux pays trouve ici une très belle concrétisation.  Partager avec le public chinois l’une des 
toiles les plus célèbres du monde, symbole de l’entrée dans la modernité artistique occidentale et qui, en raison de 
ZVU�PTWVY[HUJL�UL�]V`HNL�X\L�WV\Y�KLZ�YHPZVUZ�L_JLW[PVUULSSLZ��JVUZ[P[\L�\U�NLZ[L�MVY[�KL�KPɈ\ZPVU�K\�WH[YPTVPUL�
artistique mondial et incarne, par la même, 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 particulièrement fécond entre le Musée Marmottan Monet et la société 
Tix Media. Six ans après avoir organisé, à l’occasion du cinquantenaire des relations diplomatique franco-chinoises, 
la toute première exposition monographique de Monet jamais présentée en Chine, le musée Marmottan Monet et 
Tix Media créent une nouvelle fois l’évènement avec Impression, soleil levant. 

Je remercie vivement Monsieur Laurent Petitgirard, secrétaire perpétuel de l’Académie des beaux-arts, propriétaire 
du Musée Marmottan Monet, et Monsieur Patrick de Carolis, directeur du Musée, sans lesquels le soleil de Monet 
U»H\YHP[�W\�PYYHKPLY�SLZ�YP]LZ�T`[OPX\LZ�K\�ÅL\]L�/\HUNW\��1L�[PLUZ�n�ZHS\LY�SH�X\HSP[t�L[�SL�K`UHTPZTL�KL�SH�YLSH[PVU�
qui s’est nouée entre le Musée Marmottan Monet et son partenaire chinois Tix Media, grâce à l’implication de 
ZVU�KPYLJ[L\Y�4��?PL�+PUN^LP�L[�KL�4TL�4HYPHUUL�4H[OPL\��KPYLJ[YPJL�ZJPLU[PÄX\L�K\�T\ZtL�4HYTV[[HU�4VUL[�L[�
commissaire de l’exposition.   

Quittant son écrin parisien pour être 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 célèbre du monde se lève aujourd’hui à Shanghai. Puisse cette exposition apporter la lumière de l’espoir et du 
renouveau après la tourmente dans laquelle l’épidémie de Covid 19 a plongé la planète.
 
  
 

Monsieur Laurent Bili
Ambassadeur de France en Chine
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(M[LY�ÄYZ[�LU[LYPUN�[OL�JVSSLJ[PVU�VM�.LVYNLZ�KL�)LSSPV��
KVJ[VY�[V�[OL�0TWYLZZPVUPZ[Z�� Impression Sunrise�^HZ�
KVUH[LK�[V�[OL�4\ZtL�4HYTV[[HU�PU�� ���I`�=PJ[VYPUL�
HUK�,\NuUL�+VUVW�KL�4VUJO �̀�OPZ�KH\NO[LY�HUK�ZVU�
PU�SH �̂�;OH[�PZ�OV^�H�JHU]HZ�[OH[�JHU�PU�THU`�YLZWLJ[Z�
IL�JVUZPKLYLK�H�\UP]LYZHS� PJVU�MV\UK�P[Z�^H`� PU[V�[OL�
JVSSLJ[PVU�VM�[OL�(JHKtTPL�KLZ�ILH\_�HY[Z�
)`�NP]PUN� P[Z�UHTL�[V� 0TWYLZZPVUPZT� PU� [OL� SH[L�� [O�
JLU[\Y �̀� [OPZ�^VYR�JHTL�[V�Z`TIVSPaL�[OL�HZWPYH[PVUZ�
VM�H�ZTHSS�NYV\W�VM�HY[PZ[Z�^OV�� PU� [OL�THPU��WHPU[LK�
KPYLJ[S`� MYVT�[OL�Z\IQLJ[�� PU�UH[\YHS�KH`SPNO[��4HRPUN�
plein-air� VUL�VM� P[Z�JOPLM� JVUJLYUZ�� 0TWYLZZPVUPZT�
YL]VS\[PVUPaLK�[OL�HY[�^VYSK�
;VNL[OLY�^P[O�Le Déjeuner sur l’herbe� �3\UJOLVU�VU�
[OL�.YHZZ��I`�iKV\HYK�4HUL[� �������7HYPZ��4\ZtL�
K»6YZH`��� Impression Sunrise�THYRLK�[OL�ILNPUUPUNZ�
VM�TVKLYU�WHPU[PUN��
;OHURZ�HSZV� [V�*SH\KL�4VUL[»Z�JOVZLU� [OLTL�� [OPZ�
^VYR� OHZ�� V]LY� [PTL�� HJX\PYLK� HU� L]LU� IYVHKLY�
LTISLTH[PJ�X\HSP[ �̀�^P[O�[OL�YPZPUN�Z\U�JLSLIYH[PUN�[OL�
KH^U�VM�H�UL^�KH �̀�HUK��I`�L_[LUZPVU��YLUL^HS�
>P[O�V\Y�^VYSK�OHZ�ILLU�W\[�VU�ULJLZZHY`�OVSK�I`�
[OL�WHUKLTPJ��HUK�^P[O� [OL�HWWLHYHUJL�VM� [OL� MPYZ[�
UL^�WLYZWLJ[P]LZ�HYPZPUN� MYVT�[OPZ�OLHS[O�JYPZPZ�� [OPZ�
Impression��[OPZ�Z\U�YPZPUN��ZLLTZ�L]LU�TVYL�YLSL]HU[�
[OHU�L]LY�
7SHUULK�K\YPUN� [OL�WLYPVK�VM� SVJRKV^U� PTWVZLK� PU�
-YHUJL��HM[LY�*OPUH�� [OL�WYLZLU[H[PVU�VM� Impression 
Sunrise PU�:OHUNOHP�PZ�SPRL�H�ZPNUHS��(�OPNOS`�Z`TIVSPJ�
L_OPIP[PVU� [OH[�� [OYV\NO� [OL�TLZZHNL� JVU]L`LK�
I`�4VUL[»Z�THZ[LYWPLJL��JLSLIYH[LZ� [OL� PTWLYPV\Z�
ULJLZZP [` � [V� IYLHR� ^P [O� PZV SH[ PVU� � [V� YLZ\TL�

THE SUN RISES EVERY DAY
4HYPHUUL�4H[OPL\
+LW\[`�+PYLJ[VY��/LHK�VM�*VSSLJ[PVUZ�HUK�,_OPIP[PVUZ�VM�[OL�4\ZtL�4HYTV[[HU�4VUL[

�

PU[LYUH[PVUHS�L_JOHUNLZ�HUK�[V�[\YU�H�UL^�WHNL�
(UK� PU�VYKLY� [V�NYV\UK� [OPZ�L]LU[�TVYL� M\SS`� PU�V\Y�
WYLZLU[�� Impression Sunrise� PZ�UV[�VUS`�ILPUN�ZOV^U�
HSVUNZPKL�V[OLY�WHPU[PUNZ�I`� [OL�THZ[LY� [OH[�LUHISL�
\Z� [V�NYHZW�[OL�VYPNPUHSP[`�VM�OPZ�WHPU[PUN� PU� [OL�� [O�
JLU[\Y`� �^VYRPUN�V\[KVVYZ��Z^PM[ULZZ�VM�L_LJ\[PVU��
PUMS\LUJLZ� MYVT�(ZPH�HUK�3VUKVU��TVKLYUP[`���I\[� PZ�
HSZV�LJOVLK�I`�[OL�^VYRZ�VM�[^V�JVU[LTWVYHY`�HY[PZ[Z��
=PJR`�*VSVTIL[�HUK�.tYHYK�-YVTHUNLY�
)V[O�^LYL� PU]P[LK�I`�[OL�4\ZtL�4HYTV[[HU�4VUL[�[V�
JYLH[L�[OLPY�V^U�Impression Sunrise��0U�:OHUNOHP�[OL`�
HYL�WYLZLU[PUN�H�ZLSLJ[PVU�VM�JHU]HZLZ�[OH[�L_WHUKZ�
VU�[OPZ�HY[PZ[PJ�YLZVUHUJL�
,HJO�HWWYVHJOLZ�4VUL[»Z�[OLTL�PU�H�KPZ[PUJ[P]L�^H �̀�
*VSVTIL[�PZ�PU[LYLZ[LK�PU�[OL�SV^LY�WHY[�VM�OPZ�WHPU[PUN��
JVUJLU[YH[PUN�VU�[OL�YLÅLJ[PVUZ�VM� SPNO[�VU�[OL�^H[LY��
-YVTHUNLY�� MVY�OPZ�WHY[�� MVJ\ZLZ�H[[LU[PVU�VU�[OL�Z\U�
P[ZLSM�
)\[�[OLPY�KPɈLYLUJLZ�NV�M\Y[OLY�[OHU�[OH[��,HJO�W\YZ\LZ�
[OLPY�V^U�KPYLJ[PVU"�*VSVTIL[�JOVVZLZ�HIZ[YHJ[PVU��
-YVTHUNLY��ÄN\YH[PVU"�[OL�MVYTLY�WHPU[Z�SHUKZJHWL��[OL�
SH[[LY�� MPN\YLZ��4VYLV]LY��^OLYL�*VSVTIL[�^VYRZ�^P[O�
UH[\YHS�JVSVY�L_[YHJ[LK�MYVT�[OL�KLW[OZ�VM� [OL�LHY[O��
[OL�W\YL�TPULYHS�IHZLK�WPNTLU[�[OH[�ZOL�NYPUKZ��IPUKZ��
KPS\[LZ�HUK�HWWSPLZ��-YVTHUNLY�\ZLZ� PUK\Z[YPHS�WHPU[��
HWWSPLK�KPYLJ[S`�MYVT�[OL�[\IL�
@L[�MVY�HSS�[OPZ��IV[O�ZOHYL�[OL�ZHTL�WVPU[�VM�]PL �̂�;OL`�
NYHZW�[OL�TV[PM�ZLLU�MVYT�[OL�ZR`�VY�MYVT�ZWHJL�HUK�
LHJO�PU�[OLPY�V^U�THUULY�LZWV\ZLZ�V\Y�JVU[LTWVYHY`�
^H`�VM�WLYJLP]PUN�RUV^PUN� [OL�^VYSK��NVPUN�IL`VUK�
[OL�O\THU�ZJHSL�]PZPVU�VɈLYLK�PU�OPZ�KH`�I`�4VUL[�
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(� Z[H`� H[� [OL�/�[LS� (TPYH\[t� PU� 3L�/H]YL� HYV\UK�
5V]LTILY������WYV]PKLK�4VUL[�^P[O� [OL�Z\IQLJ[�VM�
OPZ�TVZ[� MHTV\Z�WHPU[PUN�� Impression Sunrise��-YVT�
[OL�^PUKV^�VM�OPZ� YVVT�� [OL�HY[PZ[�X\PJRS`�WHPU[LK�
H�]PL^�[V� [OL�ZV\[OLHZ[�VM� [OL�V\[LY�OHYIVY��ZLLU� PU�
[OL�LHYS`�TVYUPUN�OV\YZ��;OL�V\[SPULZ�VM� [OL�8\HP�H\�
)VPZ�VU�[OL�SLM[�HUK��VU�[OL�YPNO[��VM�[OL�8\HP�*V\YIL��
^OLYL�^VYR� PZ�\UKLY�^H �̀�Z[Y\J[\YL�[OL�JVTWVZP[PVU��
;OL� JLU[YHS� VWLUPUN� PUKPJH[LZ� [OL� SVJH[PVU�VM� [OL�
[PKL� SVJR� MVY� [YHUZH[SHU[PJ�ZOPWZ� [OH[�VWLUZ�VU[V� [OL�
)HZZPU�KL�S»,\YL��*YHULZ��ZTVRLZ[HJRZ��HUK�THZ[Z�HYL�
IH[OLK� PU� [OL�]HWVYZ�HUK�TPZ[Z�VM�HU�H\[\TU�KH^U��
;OL�YV^IVH[Z�VM� MLYY`TLU� PU� [OL� MVYLNYV\UK�HUK�[OL�
IYPNO[�VYHUNL�Z\U�HUK� P[Z� YLMSLJ[PVUZ�^LYL�HKKLK�H[�
[OL�LUK��^OLU�4VUL[�^HZ�JVTWSL[PUN�OPZ�WPJ[\YL��
7HPU[LK�PU�Q\Z[�H�ML^�OV\YZ��[OPZ�OHa`�PTHNL�Z\YWYPZLK�
]PL^LYZ�^P[O�[OL�\U\Z\HS�MYLLKVT�VM� P[Z�OHUKSPUN��;OL�
HY[PZ[�KLJPKLK�[V�PUJS\KL�P[�PU�[OL�ÄYZ[�L_OPIP[PVU�I`�[OL�
:VJPt[t�(UVU`TL�KLZ�(Y[PZ[LZ�7LPU[YLZ��:J\SW[L\YZ��
.YH]L\YZ� L[� 3P[OVNYHWOLZ�� OLSK� PU�5HKHY»Z� MVYTLY�
Z[\KPV�PU�������>OLU�LUQVPULK�[V�JVTL�\W�^P[O�H�[P[SL�

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

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

MVY�[OL�JH[HSVN\L��HUK�YLJRVUPUN�[OH[�[OL�^VYR�JV\SKU»[�
KLJLU[S`�WHZZ� MVY� H� ]PL^�VM�3L�/H]YL��OL�JHSSLK� P[�
0TWYLZZPVU��;OL�[LYT��ZWYPUNPUN�MYVT�[OL� QHYNVU�\ZLK�
I`�WHPU[LYZ��OHK�ILLU�HU�HY[PZ[PJ�^H[JO^VYK�ZPUJL�[OL�
TPKKSL�VM�[OL�JLU[\Y �̀�YLÅLJ[PUN�[OL�NYV^PUN�PU[LYLZ[�PU�
JHW[\YPUN�[OL�H[TVZWOLYL�VM�H�ZJLUL��VY� PTWYLZZPVU��
YH[OLY�[OHU�NP]PUN�H�WHPUZ[HRPUN�KLZJYPW[PVU�VM�UH[\YL��
:LU[�[V�YLWVY[�VU�[OL�L]LU[�I`�[OL�ZH[PYPJHS�THNHaPUL�
3L�*OHYP]HYP�� [OL� ]LY`� JVUZLY]H[P]L� 3V\PZ� 3LYV`�
PTTLKPH[LS`�THKL� [OL�JVUULJ[PVU�IL[^LLU� [OL� [P[SL�
JOVZLU�I`�4VUL[�HUK�[OL�JVU[YV]LYZPHS�HZWPYH[PVUZ�VM�
`V\UN�WHPU[LYZ�JOHTWPVUPUN�[OPZ�WYHJ[PJL�VM�V\[KVVY�
^VYR�� 0[�WYV]PKLK� [OL� PUZWPYH[PVU� MVY� [OL� [P[SL�VM�OPZ�
IP[PUN�HY[PJSL��¸3»L_WVZP[PVU�KLZ�PTWYLZZPVUUPZ[LZ¹��(WYPS�
�����������(�ML^�KH`Z�SH[LY�[OL�JYP[PJ�1\SLZ�*HZ[HNUHY �̀�
H� MLY]LU[�JOHTWPVU�VM� [OLZL�HY[PZ[Z��\ZLK� [OL� [LYT�
0TWYLZZPVUPZ[Z�^P[O�H�WVZP[P]L�TLHUPUN��-YVT�[OLU�VU�P[�
KLZPNUH[LK�[OL�NYV\W�MVYTLK�I`�4VUL[�HUK�OPZ�MYPLUKZ��
;VKH �̀�HSS�[OPZ�PZ�Z`TIVSPaLK�I`�Impression, Sunrise��

4HYPHUUL�4H[OPL\
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*SH\KL�.LSStL��RUV^U�HZ�*SH\KL�������������
Seaport with the Embarkation of the Queen of Sheba������
VPS�VU�JHU]HZ���� ��í� ���JT��3VUKVU��;OL�5H[PVUHS�.HSSLY`

CLASSICAL COMPOSITION
(U�LTISLTH[PJ�ÄN\YL�VM�JSHZZPJHS�SHUKZJHWL�WHPU[PUN�PU�[OL���[O
JLU[\Y �̀�*SH\KL�.LSStL��RUV^U�PU�,UNSHUK�HZ�*SH\KL��^HZ�HU
LZZLU[PHS� YLMLYLUJL� MVY�HU`�-YLUJO�WHPU[LY� ZWLJPHSPaPUN� PU
ZLHZJHWLZ��/PZ� PUMS\LUJL�JHU�IL�VIZLY]LK� PU�[OL�^H`�4VUL[
JYLH[LZ�H�JVTWVZP[PVU�ZPTPSHY� [V�[OH[�VM�OPZ�Seaport with the
Embarkation.

1VZLWO�4HSSVYK�>PSSPHT�;\YULY�������������
Whalers (Boiling Blubber) Entangled in Flaw Ice, Endeavouring to 
Extricate Themselves��L_OPIP[LK�����
VPS�VU�JHU]HZ��� � í����JT��3VUKVU��;OL�;H[L�.HSSLY`

THE DISSOLUTION OF FORMS AND RADICALISM
4VUL[�KPZJV]LYLK�;\YULY»Z�WHPU[PUN�K\YPUN�OPZ�ÄYZ[�Z[H`�PU�3VUKVU�
PU�������/PZ�V^U�^VYRZ�UV^�JOHUNLK�ZPNUPÄJHU[S`�HZ�OL�ZV\NO[�[V�
YLWYLZLU[�^OH[�OL�OPTZLSM�JHSSLK�¸�LɈLJ[Z�VM�MVN�¹��KPZZVS]PUN�MVYTZ�
PU�[OL�TPZ[�VY��HZ� PU� Impression Sunrise�� PU�[OL�ZTVRL�ILSSV^PUN�
MYVT�[HSS�MHJ[VY`�JOPTUL`Z�

2H[Z\ZOPRH�/VR\ZHP���������� ��
Hokusai gofu. Album of drawings by Hokusai, J����� ���Z[�LKP[PVU�
WYPU[������í�����JT��7HYPZ��T\ZtL�4HYTV[[HU�4VUL[

JAPONISM
+\YPUN�[OL�4LPQP�LYH�������� �����[OL�KPZZLTPUH[PVU�VM�1HWHULZL�HY[��
LZWLJPHSS`�H[�^VYSK»Z�MHPYZ��ILNHU�[V�OH]L�H�JVUZPKLYHISL�PUÅ\LUJL�
VU�WHPU[LY�V]LY�[OL�ZLJVUK�OHSM�VM�[OL�� [O�JLU[\Y`� PU�[OL�^LZ[��
;OL�WYPU[Z�VɈLYLK�H�]P]K�PTHNL�VM�[OL�3HUK�VM�[OL�9PZPUN�:\U�HUK�
4VUL[�^HZ�HTVUN�[OL�HY[PZ[Z�^OV�HWWYLJPH[LK�[OLT��/PZ�JVSSLJ[PVU�
PUJS\KLK�[OL�HSI\T�VM�/VR\ZHP�KYH^PUNZ�YLWYVK\JLK�HIV]L�

*SH\KL�4VUL[�������� ���
;OL�/V\ZLZ�VM�7HYSPLTLU[��3VUKVU��9SLÅLJ[PVUZ�VU�[OL�;OHTLZ��� ��
VPS�VU�JHU]HZ������í ��JT��7HYPZ��T\ZtL�4HYTV[[HU�4VUL[�

A SPECTRAL VISION
4VUL[�MPYZ[�[YH]LSSLK�[V�3VUKVU�PU�������/L�^HZ�MHZJPUH[LK�I`�[OL�
ZWLJ[HJSL�VM� [OPZ�JP[`�^OLYL�[OL�\YIHU�HUK�THYP[PTL�^VYSKZ�JHTL�
[VNL[OLY�HUK�^V\SK�NV�IHJR�[OLYL�ZL]LYHS�[PTLZ��/L�^HZ�WHY[PJ\SHYS`�
Z[Y\JR�I`�[OL�MVN��IV[O�[OL�UH[\YHS�]HYPL[`�HUK�[OL�PUK\Z[YPHS�ZTVRL�[OH[�
JSVNNLK�[OL�JP[ �̀�;OL�LɈLJ[�VM�\UYLHSP[`�[OH[�YLZ\S[LK�THKL�H�SHZ[PUN�
PTWYLZZPVU�VU�OPT��0U�-YHUJL��P[�^HZ�PU�3L�/H]YL�[OH[�OL�MV\UK�[OPZ�
ZHTL�ZWLJ[YHS�]PZPVU��^OPJO�OL�WHPU[LK�TVZ[�MHTV\ZS`�PU� Impression 
Sunrise�

Impression Sunrise
,QÀXHQFHV

,\NuUL�)V\KPU��������� ��
The Port at Antwerp Seen from the 
Northern Citadel������
VPS�VU�JHU]HZ����í�����JT��T\ZtL�KL�
:VPZZVUZ��3HZHUUL�*VSSLJ[PVU

OUTDOORS AND ATMOSPHERE
(�ZLSM�[H\NO[�WHPU[LY�VM� SHUKZJHWLZ�
HUK�ZLHZJHWLZ��,\NuUL�)V\KPU��^OV�
^HZ�RUV^U�HZ� [OL�¸�2PUN�VM�:RPLZ�¹��
^HZ�4VUL[»Z�ÄYZ[�THZ[LY��>P[O�OPT��[OL�
`V\UNLY�HY[PZ[�SLHYULK�HSS�HIV\[�V\[KVVY�
WHP[PUN��THRPUN�X\PJR�YLUKLYPUNZ�IHZLK�
VU�KPYLJ[�VIZLY]H[PVU�VM�OPZ
[OLTL�HUK�W\[[PUN� [OL�LTWOHZPZ�VU�
Z\I[SL�LɈLJ[Z�VM�SPNO[�
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I��/HUK�VWLYH[LK�YL]VS]PUN�JYHUL��
0SS\Z[YH[PVU�MYVT�[OL�IVVR�I`�iTPSL�*��KL�)LH\JHTW�HUK�5��3L�
.YP_�� �7L[P[L�/PZ[VPYL�K\�/H]YL� 0SS\Z[YtL��WYLMHJL�I`�4��3V\PZ�
)YPUKLH\��3L�/H]YL!�(��)V\YKPNUVU���� ����������������������������������������
3L�/H]YL��4\UPJPWHS�3PIYHY`

;OLZL�JYHULZ�HUK�THZ[Z�PU�4VUL[»Z�WHP[PUN�HYL�ZPNUZ�VM�[OL�THQVY�
ILPUN�[V�LUSHYNL�3L�/H]YL»Z�V\[LY�OHYIVY�[V^HYKZ�[OL�ZV\[O��^OPJO�
OHK�ILLU�ILN\U�PU������
0[�^HZ�HYJOP]L�KVJ\TLU[Z�SPL�[OLZL�[OH[�^LYL�\ZLK�PU������^OLU�
[OL�TV[PMZ�WHPU[LK�I`�4VUL[�^LYL�PKLU[PÄLK�MVY�[OL�ÄYZ[�[PTL�

J��3L�/H]YL��[OL�.YHUK�8\HP��J��� ��
7VZ[JHYK
3L�/H]YL��4\UPJPWHS�(YJOP]LZ

;OL�IPN�^OP[L�I\PSKPUN�H[� [OL�JLU[LY� PZ� [OL�/�[LS�KL�
S»(TPYH\[t�
^OLYL�4VUL[�Z[H`LK�PU������HUK������

H��;OL�6SK�6\[LY�/HYIVY�VM�3L�/H]YL�MYVT�[OL�9VVM�VM�[OL�4\ZtL�
KLZ�)LH\_�(Y[Z��J��� ��
7VZ[JHYK
3L�/H]YL��4\ZL\TZ�VM�(Y[�HUK�/PZ[VY`�

;OPZ�WVZ[JHYK�VɈLYZ�H�WHUVYHTPJ�]PZPVU�VM�[OL�V\[LY�OHYIVY�H[�3L�
/H]YL�� SVVRPUN�LHZ[�;OL�WOV[VNYHWO�^HZ�[HRLU�MYVT�[OL�YVVM�VM�
[OL�-PUL�(Y[Z�4\ZL\T��ULHY�[OL�/�[LS�KL�S»(TPYH\[t��^OLYL�4VUL[�
Z[H`LK��0U�[OL�JLU[YL��0U�[OL�TPKKSL�KPZ[HUJL�^L�JHU�ZLL�[OL�iJS\ZL�
KLZ�;YHUZH[SHU[PX\LZ�VWLUPUN�VU[V�[OL�)HZZPU�KL�S»,\YL�KVJR�

K��;OL�7VY[�VM�3L�/H]YL��4HJOPULY`�VU�[OL�8\HP�H\�)VPZ��SH[LY�JHSSLK�8\HP�KL�
)YVZ[Y�T
7OV[VNYHWO
3L�/H]YL��*/9/�¶�-\UKZ�:VJSL[

;OL�THJOPULY`�^P[O�P[Z�JOPTUL`�PU�[OL�JLU[LY�VM�[OL�WOV[VNYHWO�KH[LZ�MYVT�
+LJLTILY�������0U�4VUL[»Z�WHPU[PUN�P[�JHU�IL�ZLLU�PU�HJ[PVU�VU�[OL�KVJR�[V�
[OL�SLM[�VM�[OL�iJS\ZL�KLZ�;YHUZH[SHU[PX\LZ�

Impression Sunrise
Motif
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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� �HUK�7VY[�K\�/H]YL��,ɈL[�KL�
Nuit (ill.6) – to a campaign that Wildenstein placed in the 
spring of 1873. 1 

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 6 ; September 3, 1893, at 5:30 a.m. for Sunrise 

DATING IMPRESSION SUNRISE
Donald W. Olson 
Professor of Physics and Astronomy, Texas State University

2

in ࠫZNrYKZ[YHUK  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 9 ; and December 
28, 1960 at 4:14 p.m. for Moon and Half Dome 10 ).
Our most recent publication 9 was a study of Monet’s 
1883 Étretat, Soleil Couchant (ill.3).11  A site visit to 
[OL�KPZ[PUJ[P]L�JSPɈZ��HYJOLZ��HUK�YVJR�MVYTH[PVUZ�VM�[OL�
Normandy coastline allowed us to determine Monet’s 
precise location on the beach at Étretat. 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.
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THE SUN IN THE MIST

Impression, Soleil Levant WVZLZ�H�T\JO�TVYL�KPɉJ\S[�
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 I 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.13

Wildenstein’s 1974 catalogue raisonné gave more 
detailed information about the location, and stated 
that: “Monet occupied a room in the Hôtel de l’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. ”15 

The caption to the painting’s illustration in the catalogue 
now read: “Cat. 263 – Impression, soleil levant, 1873.” 16

at Rouen and Le Havre.”21 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 l ist ing a different year: 
“Impression, Soleil Levant. 1873” and “Soleil Levant, 
Marine. 1873.” 22

3

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”. 18  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 Hôtel de l’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 
/H]YL��,ɈL[�KL�5\P[������� ”19

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”.20

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 

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 
/H]YL�THRL�P[�LHZ`�[V�ÄUK�O\UKYLKZ�VM�WVZ[JHYK�]PL^Z�
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 Émile-André 
Letellier and Étienne 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 Écluse de 
la Floride leading into the Bassin de Mi-Marée or the tide-
gate called the Écluse des Transatlantiques leading 
into the Bassin de l’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

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 Émile 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’Illustration in 

4

5

6

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 Hôtel de l’Amirauté: an annex at Grand Quai 41, 
the main building at Grand Quai 43, and an annex at Grand Quai 45.

April 1874 and again in January 1878, along with a 
view of the project (ill.9) in 1878 as seen from the top 
ÅVVY�VM�H�I\PSKPUN�VU�[OL�.YHUK�8\HP�25 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 “Hôtel de l’Amirauté au 
Havre.” 26 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 

7
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9

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’Illustration, 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 l’Avant-Port à 
4HYtL�/H\[L�HWWLHYLK�PU�3»0SS\Z[YH[PVU�MVY�1HU\HY`����������HUK�ZOV^LK�[OL�WYVNYLZZ�VM�[OL�^VYR�HZ�ZLLU�MYVT�[OL�[VW�ÅVVY�VM�H�
building on the Grand Quai. The remaining semi-circular outline of Quai Courbe can still be discerned even at high tide, but much 
VM�[OL�LHY[O�MVYTPUN�[OPZ�X\HP�^HZ�YLTV]LK�PU�[OL�^HNVUZ�VM�H�ZTHSS�YHPSYVHK�SPUL��5LHY�[OL�SLM[�ZPKL�VM�[OPZ�^VVKJ\[��Ä]L�ZHPSPUN�
ZOPWZ�JHU�IL�ZLLU� PU�[OL�YLJ[HUN\SHY�LUJSVZ\YL�JHSSLK�)HZZPU�KL�4P�4HYtL��JVTWSL[LK�I`������HZ�VUL�VM�[OL�ÄYZ[�Z[LWZ� PU�[OL�
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.

These 19th-century photographs show the Hôtel de l’Amirauté with the hotel name prominent on the façade. 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 Hôtel de l’Amirauté, with the 
hotel name prominently displayed on the façade. 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 Hôtel 
de l’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 
45.27 
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 Hôtel de 
l’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

14

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 Hôtel de l’Amirauté 
to the east end of Quai Courbe points in the direction of 
azimuth 122°, measured from true north. As observed 

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 
THZ[�OLPNO[Z�VM�HIV\[�ÄM[`�TL[LYZ��[OL�RUV^U�KPZ[HUJL�
of 550 meters from the hotel to the center of the Bassin 

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.

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 Hôtel de l’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.
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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 
OHYIVY�JOHUULS�^HZ�UV[�Z\ɉJPLU[S`�KLLW�HUK�[OL�NYLH[�
ships would run aground. A noteworthy hydrographic 
feature of Le Havre is that the tide curve (ill.15) can exhibit 
H�ULHYS`�ÅH[�TH_PT\T�ULHY�[OL�[PTL�VM�OPNO�[PKL��-VY�H�
long interval of time called the “high water stand” the 
water level remains nearly constant. Émile 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 l’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 

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 Émile 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 très-avantageuse pour la 
navigation; elle permet de laisser les bassins ouverts pendant trois heures 
environ.”]

15

Émile Letellier, The Clapeyron traveling through the Écluse des Transatlantiques lock. Port of Le Havre, entrance to the Bassin de l’Eure, circa 1880-1890. Photograph, 20.5×29 cm. Le Havre, 
Bibliothèque 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 Écluse des Transatlantiques leading to the Bassin de l’Eure. The photographic view looks toward the northwest, with an arrow marking the main 
building of the Hôtel de l’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.

16

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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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 Hôtel Blanquet in Étretat, with a corner of the main building visible at the far right.
Top right: The main building of the Hôtel Blanquet in Étretat. Monet made multiple visits to the Hôtel Blanquet. He took some views of the bay and harbor from the main building and created 
V[OLY�WHPU[PUNZ��L�N���>�����HUK�>������MYVT�H�YVVT�VU�[OL�\WWLY�ÅVVY�VM�[OL�HUUL_�
Bottom left: the Hôtel de l’Amirauté and its annexes, at Grand Quai 41, 43, and 45 in Le Havre. Monet’s letters prove that he resided at the Hôtel de l’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 Hôtel Continental near the breakwaters on the north jetty in Le Havre. 
4VUL[�Z[H`LK�PU�[OL�/�[LS�*VU[PULU[HS�K\YPUN�H�]PZP[�[V�3L�/H]YL�PU�SH[L�1HU\HY`�VM�������,HJO�YVVT�VU�[OL�ZLH^HYK�ZPKL�VM�[OPZ�ÄYZ[�JSHZZ�OV[LS�MLH[\YLK�H�IHSJVU`�V]LYSVVRPUN�[OL�LU[YHUJL�[V�[OL�
outer harbor (avant-port)��)HK�^LH[OLY�MY\Z[YH[LK�[OL�HY[PZ[»Z�LќVY[Z�K\YPUN�[OPZ�1HU\HY`������3L�/H]YL�[YPW��;OPZ�OV[LS�PZ�UV[�H�JHUKPKH[L�MVY�[OL�]PL^WVPU[�VM�Impression, Soleil Levant, the because 
Hôtel Continental did not open its doors until June 1882.
Bottom right:�[OL�:H]V`�/V[LS�PU�3VUKVU��V]LYSVVRPUN�[OL�;OHTLZ��4VUL[�THKL�YLWLH[LK�]PZP[Z�[V�[OPZ�ÄYZ[�JSHZZ�OV[LS��/L�^VYRLK�MYVT�[OL�IHSJVUPLZ�VM�YVVTZ�����HUK�����[V�JYLH[L�[OL�ZLYPLZ�
paintings depicting nearby Waterloo Bridge and Charing Cross Bridge.

True north is at the top of this map showing Le Havre harbor in the 1870s. The dot indicates the position of the Hôtel de l’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 at 8:00 a.m. to 8:10 a.m.
1872 November 11-15 at 7:25 a.m. to 7:35 a.m.
1873 January 25-26 at 8:05 a.m.
1873 November 14-20 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.

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.29

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.” 31

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 
PUÅ\LU[PHS�
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 

19

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.”34

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.” 35

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. 36

 
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 
IVVR��VɈLYPUN�OPZ�[OLVY`�YLNHYKPUN�[OL�VYPNPU�
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

20

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 albumen
WOV[VNYHWO��JPYJH������¶�KPZWSH`LK�ÅHNZ�[V�PUKPJH[L�[OL�Z[H[L�VM�[OL�[PKL��[V�^HYU�ZTHSS�IVH[Z�
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, Vue de l’Avant-Port du Havre. ;OL�KPќLYLU[�WLYZWLJ[P]L�MVY�[OL�SPNO[Z�
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 
ULHY�(YNLU[L\PS�� �;OPZ�ÅVH[PUN�Z[\KPV�^HZ�[OL�Z\IQLJ[�
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 Hôtel Blanquet in Étretat, and likewise multiple 

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 Mâture, with the machine à mâter prominent in the foreground. Mariners 
used this apparatus, shaped like a gigantic “ ” 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 
^LZ[��^P[O�[OL�ZOLLYO\SR�HUK�[OL�KPZ[PUJ[P]L�WYVÄSL�VM�[OL�3L�/H]YL�;Oto[YL�
visible in the distance.
Bottom: Claude Monet, Le Bassin du Commerce, Le Havre. The slightly 
KPќLYLU[�WLYZWLJ[P]L�KLTVUZ[YH[LZ�[OH[�4VUL[�[VVR�OPZ�]PL^�MYVT�H�WVZP[PVU�
somewhat to the left of the location used for the center photograph.

21

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.

22
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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 Hôtel de l’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 Hôtel 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 
Hôtel 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). 42 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 

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 l’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.

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  th is  canvas is  r is ing,  as 
Edmond Renoir thought, or setting has also caused 
considerable discussion.  Since all arguments must 
ultimately be settled by geography at Le Havre, I 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. “45

Probably the most inf luent ia l  assert ions 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.” 47 In a note, Rewald reiterates that in W263 “the 
sun seems to be setting rather than rising.” 48  
9L^HSK»Z�PU[LYWYL[H[PVU�OHZ�ILLU�PUÅ\LU[PHS�HUK�VM[LU�
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 W263.49 Many subsequent authors have likewise 
followed Rewald by describing W263 as a sunset 
painting. 50

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 
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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�HS^H`Z�YPZLZ�ÄYZ[�HUK�HSZV�ZL[Z�ÄYZ[��
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 

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. 52 
The Bulletin International de l’Observatoire de Paris 
collected daily observations at 8 a.m. from stations 
throughout France, including Le Havre. 53 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. 54

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. 55

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 

between the north jetty and the south jetty. The waters 
just north of the north jetty instead formed the bathing 
beach for the Hôtel 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 François 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. 51

A canvas by Eugène 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 

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).” 57 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. 59 At 8 a.m. on January 24, the Le Havre observer 
reported strong winds and the sea running with large 
swells [“Forte houle”] 60, 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. 61 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. 62 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. 63 The journal 
L’Univers Illustré 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.” 64
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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. 65 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.”66 
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.67

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.68

�

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 
TL[LVYVSVNPJHS�HUHS`ZPZ�PKLU[PÄLZ�[^V�WYVTPZPUN�KH[LZ�PU�
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. 69

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. 70

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 

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 
TLHU�[PTL��^P[O�H�SLZZ�[OHU�VUL�TPU\[L�KPɈLYLUJL�MYVT�
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 

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, 
MVNN �̀�ÄUL�B¸:,��MHPISL¹D
[“Brumeux”] [“Belle”]

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

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 71 gives reasons for preferring 1872 and argues 
[OH[�P[�ZLLTZ�KPɉJ\S[�[V�X\LZ[PVU�[OL�KH[L�¸��¹�LU[LYLK�
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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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.” 1 In the Renaissance painters began to 
invoke their use of science (geometry, optics, anatomy) 
[V�KLÄUL�[OL�MV\UKH[PVUZ�VM�[OLPY�HY[��HUK�[OLYLMVYL�VM�
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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Marianne Mathieu
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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 
HY[PZ[PJ�KPZJPWSPUL�� 0[�^HZ�[OL�RL`�[V�[\P[PVU�VM� [OL�ÄUL�
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.
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THE SITUATION OF THE ARTS IN FRANCE IN 
THE MID-19TH CENTURY

In the mid-19th century, the Académie and École 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 

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. 
0U������[OPZ�YLZ\S[LK�PU�[OL�TVZ[�MHTV\Z�JYPZPZ�HɈLJ[PUN�
[OL�PUZ[P[\[PVU!�[OL�Q\Y`�YLQLJ[LK�[OYLL�VM�[OL�Ä]L�[OV\ZHUK�
works presented to it and the protest was so intense that, 
a week before the opening of the Salon, the emperor 
Napoleon III 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 l’herbe by Édouard 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”

25 26

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 
*HIHULS��PSS�����WLYMLJ[S`�L_LTWSPM`�-YLUJO�VɉJPHS�HY[�VM�
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 
[OL�VɉJPHS�:HSVU��I\[�VU�JVUKP[PVU�[OH[�[OLPY�^VYR�IL�
approved by the admissions jury.

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 Eugène 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 François 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. I 
was born undisciplined; never would I bend, 
even in my most tender youth, to a rule. What 
little I know I learned at home. College always 
felt like a prison for me and I 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 
[OL�JSPќZ� PU�[OL�MYLZO�HPY�VY�ZWSHZOPUN�HYV\UK�
in the water. Up to the age of fourteen or 
fifteen, to my father’s great despair, I lived 
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this rather irregular but very healthy life. In 
between time, I 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. I decorated the margins of my 
textbooks. I decorated the blue paper of my 
exercise books with fantastical ornaments 
and I 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,” 

the municipality refused to give him a grant to study 
painting in Paris. Monet therefore trained on the 
THYNPUZ�VM�[OL�VɉJPHS�PUZ[P[\[PVUZ��3PRL�,\NuUL�)V\KPU�
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. 

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 
^LYL�YLWSHJLK�I`� PUÄUP[LS`�]HYPLK�ZOHKLZ�VM�IS\L��YLK��
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 

:LPUL�H[�/VUÅL\Y (Norton Simon Museum, Pasadena) 
and La Pointe de la Hève 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. 

27 28 29
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These repeated rejections prompted him and his fellow 
refusés�[V�ÄUK�H�^H`�VM�YLHJOPUN�[OL�W\ISPJ�KPYLJ[S`�I`�
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 

under this banner at 35 Boulevard des Capucines, 
in premises made freely available to them by the 
WOV[VNYHWOLY�5HKHY� �PSS������4VUL[�WYLZLU[LK�Ä]L�VPSZ�
and seven pastels. One, The Luncheon (Frankfurt, 
Städelsches 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 �PSS�����ZOV^Z�OPZ�^PML�*HTPSSL�PU�H�ÄLSK�VM�ÅV^LYZ�
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, “ [...] 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 I 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 
MVY�[OL�ÄYZ[�[PTL�VU�^OH[L]LY�Z\YMHJL�¹�3V\PZ�3LYV`�^HZ�
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 

catalogue.’
‘IMPRESSION, Soleil levant.’
‘Impression, I was sure of it. I was just telling myself 
that, since I was impressed, there had to be some 
impression in it… and what freedom, what ease of 
workmanship! Wallpaper in its embryonic state is more 
ÄUPZOLK�[OHU�[OH[�ZLHZJHWL�»¹
The highly pejorative term forged by Leroy illustrates 
the position of traditionalists such as Émile 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 
H�ZTVV[O�L_LJ\[PVU��I\[�[V�IL�ZH[PZÄLK�^P[O�H�NLULYHS�
aspect. Once the impression is captured, they declare 
their role terminated. […] If one wants to characterize 
[OLT�^P[O�H�ZPUNSL�^VYK�[OH[�L_WSHPUZ�[OLPY�LɈVY[Z��VUL�
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.

30

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

2  Claude Monet, “Les années d’épreuve,”  interview with François Thiébault-Sisson, Le Temps, no. 14414, Monday 26 November 1900.



328 329



330 331

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 
NYV\UK�I\[�ÅVH[LK��WVPZLK�VU�[OL�^H[LY�[OH[�VJJ\WPLK�
two thirds of the canvas. Between the sky and the 
water, cutting off the horizon, a confused mixture of 
masts, of cranes and factory chimneys in a gray and 
blue mist. Mauve smoke rose from the chimneys, their 
ZOHKV^Z�HUK�[OLPY�YLÅLJ[PVUZ�PU�[OL�^H[LY�VM�[OL�IHZPU��
turning violet under the multicolored, unstable sky in a 
mix of grays, oranges and purples. 
Quick, he must seize what was changing, this breaking 
day. Sweeping oblique strokes for the sky, a dark 
patch for a little boat in the center of the canvas and 
for its two figures, one sitting, the other standing, 
wielding the steering oar. A smaller mark, not as dark, 
MVY�H�ZLJVUK�IVH[��H�IP[�TVYL�KPZ[HU[�VU�[OL�SLM[��(�ÄUHS�
NYH`�THYR�SVZ[�PU�[OL�YLÅLJ[PVUZ�VM�[OL�THZ[Z�MVY�H�[OPYK�
boat lined up further back, along the same diagonal.
Hatchings, slashes, sweeping movements—a feverish 
rush of touches to capture the moment: the disc of 
WPUR�VYHUNL�Z\U� PU�[OL�TH\]L�TPZ[�HUK� P[Z�YLÅLJ[PVUZ�
PU�[OL�IHZPU��9LÅLJ[PVUZ�[OH[�JVTL�KV^U�MYVT�[OL�Z\U�
and become more interspersed and fainter towards the 

Vicky Colombet in her studio
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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 
SVVRPUN�V]LY�H�IPN�JHU]HZ�[OH[�ZOL�OHK�SHPK�V\[�ÅH[��0[Z�
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.   
6Y�[V�Z[H`�[OLYL� PM� [OL�LɈLJ[�ZLLTZ�YPNO[��+YPWZ��[YHPSZ��
shimmering, waves, movements like those of water or 
YLÅLJ[PVUZ�VU�^H[LY�
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

32



34

35

36

38

37

39



336 337

not just abandon yourself? To the river, for example, to 
its soothing, elementary power, and bring it onto the 
canvas. Something had clicked.
“I 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 representat ions 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 
[V�UH[\YL·HYL�WHY[�VM�OLY� SPML�HUK�HYL�YLÅLJ[LK�PU�OLY�
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, 
YLJVTWVZPUN�[OL�[YLLZ��OV\ZLZ�HUK�ÄLSKZ�[OH[�ÅHZOLK�
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, 

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 
OLY�JVSVYZ��MVY�L_HTWSL��I`�SPM[PUN�[OL�KPɈLYLU[�JVIHS[Z��
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 
[OL�NHaL�T`Z[LYPV\ZS`�ÄUKZ�P[ZLSM�IHJR�PU�[OL�^VYSK�VM�
[OVZL�YLÅLJ[PVUZ�VU�[OL�:LPUL��
Or take Water and Light, from 2017, a large canvas 
(1.98 m × 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. 

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 
IYVHK�^OP[L�THYNPUZ�VU�LP[OLY�ZPKL�� SPRL�H�YLÅLJ[PVU�PU�
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 

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) 
HUK� ILMYPLUKLK� MLSSV^� HJ[P]PZ[Z�+LSWOPUL�:L`YPN��
Ioanna 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 
+PTPLY��=PJR`� ZOV^LK�OPT� [OL� ZTHSS� KYH^PUNZ�ZOL�
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 
TPULYHS�JVSVYZ�[OH[�ZOL�ZH^�+PTPLY�NYPUK� PU[V�WV^KLY��
measure out and dilute. This was a new world. She 
decided she would be an artist.
*VSVTIL[»Z � M P YZ[ � JHU]HZLZ� YLM SLJ[LK� +PTPLY »Z�
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, 
JOLZ[U\[�[YLLZ��ÅVJRZ�VM�NVH[Z�HUK�ZOLLW��)\[�HSZV�[OL�
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 
[V�JVUJLU[YH[L�VU�ÄUKPUN�P[��Q\Z[�SPRL�[OVZL�VYWOHUZ��/LY�
painting, which tended towards abstraction, now struck 
OLY�HZ�[VV�LɈVY[M\S��[VV�SVHKLK��6]LY^YV\NO[��SHIVYPV\Z��
She had to lighten, simplify. Besides, why always dwell 
on difficulty, the way her father had taught her? Why 
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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.
;OPZ�PZ�UV[�[OL�NHYKLU�H[�.P]LYU �̀�/LYL�^L�^PSS�UV[�ÄUK�
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: 

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 
YLÅLJ[�[OL�Y\W[\YLZ�VM�[OL���Z[�JLU[\Y �̀�;OL�LHY[O�[VKH`�
PZ�Z\ɈLYPUN�HUK�UH[\YL�HZ�4VUL[�RUL^�P[� PZ�[OYLH[LULK��
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.
Co lombet ’s  pa in t ings ,  wh ich  a re  constant ly 
reminding us of the permanence and the fragility of 
the elementary, recall all this. The sun rises in the 
IYLHJOLZ�VM�JVSVY��[OL�YP]LY�ÅV^Z�VU�[OL�JHU]HZLZ�HUK�
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 Italian 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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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 × 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 I 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 

MONET/FROMANGER: THE POETICS OF COLOR
IMPRESSION SUNRISE, 1872/2019
Marianne Mathieu
+LW\[`�+PYLJ[VY��/LHK�VM�*VSSLJ[PVUZ�HUK�,_OPIP[PVUZ�VM�[OL�4\ZtL�4HYTV[[HU�4VUL[

Gérard Fromanger in his studio
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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. I am 
Pesquet. And that’s not all! I have a little piece of card 
that I have kept about me for years on which I drew 
the earth’s movement around the sun and about itself 
(ill.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-Élysées 
are doing 30 km/s. That’s really an incredible thought! 
Nowadays, I think of the earth as an interplanetary rocket 
and that is new. So, I have an ‘impression, sunrise’ in this 
idea that I 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 II. 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 Chaumière 

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 
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[OPURLYZ�.\`�+LIVYK�HUK�9VSHUK�)HY[OLZ�[OLVYL[PaLK�
[OPZ�WOLUVTLUVU�HUK�+LIVYK� MVYNLK�[OL�JVUJLW[�VM�
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 
;LJOUPJVSVY��^OPJO�WYLZLY]LZ�HUK�PU[LUZPÄLZ�[OL�^VYSK»Z�
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 

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 
OLHY[�PZ�YLK�HUK�[OL�ISVVK�[OH[�ÅV^Z�PU�OPZ�]LPUZ�RLLWZ�OPT�
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 École 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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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 
ÄKLSP[`�[OL�KPɈLYLU[�LɈLJ[Z�ZLLU�MYVT�TVYUPUN�[V�UPNO[�

(ill.48-51). 
Fromanger also aligns colors as he does canvases. 
The Boulevard des Italiens 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 
JVSVYZ�VM� [OL�ÄYT�3LMYHUJ�)V\YNLVPZ��;OLYL�^HZ� [OL�
whole rainbow. Four yellows, four reds, four blues, 
etc. I took this range as an abstract model, because 
I 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, I start by painting the setting, 
the boulevard, to which I 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. I have 
an abstract, unreal vision of the color, which I 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 
[OPZ�^H �̀�HUK�IL`VUK�[OLPY�KPɈLYLUJLZ�� [OLPY�WHPU[PUN�
JHU�IL�KLÄULK�HZ�H�WVL[PJZ�VM�JVSVY��

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��[OLZL�ÄN\YLZ�WHZZ�[PYLSLZZS`�[OYV\NO�OPZ�
work as a constant that earns him the title of painter of 
[OL�Z[YLL[�HZ�ÄN\YL�

In many respects, Fromanger is the antithesis of 
Monet. Their motifs differ: Monet paints nature, 
-YVTHUNLY�[OL�O\THU�ÄN\YL��;OLPY�JVUJLYUZ�HYL�HSZV�
opposed: where Monet seeks to capture the moment 
HUK�[OL�ZPUN\SHYP[`�VM�H[TVZWOLYPJ�LɈLJ[Z��-YVTHUNLY�
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: I want 
to represent what is alive between myself and the 

object (…) I 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 
WPJ[\YLZX\L��:V�OL�OHZ�[V�L]HJ\H[L�P[��;OL�ÄN\YLZ�[OH[�
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 
ISHURZ�V\[� [OL�ÅLZO�HUK�WLYZVUHS� MLH[\YLZ��/L�KVLZ�
not paint particular individuals but anonymous, 
\UP]LYZHS�ÄN\YLZ��;OL�ZHTL� PZ� [Y\L� MVY� [OLPY�ZL[[PUNZ��
The streets of Paris (France), Hu Xian (China) (ill.56) 
and Abidjan (Côte-d’Ivoire) 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 
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Le Havre, the Grand Quai, c. 1900
Postcard
Le Havre, Municipal Archives
(n°2 detail, p. 28 ; n°3 detail, p. 294)
 
Claude Monet (1840-1926)
;OL�*SPɈ��i[YL[H[��:\UZL[��1883
Oil on canvas, 55×81 cm
Raleigh, North Carolina Museum of Art
(p. 31 ; p. 297)

Claude Monet (1840-1926)
Sunrise (Marine), 1872
Oil on canvas, 50.2 × 61 cm
Los Angeles, Getty Museum 
(n°5 p. 32 ; p. 110-111 ; detail, p. 112-113 ; n°5 p. 298)

Claude Monet (1840-1926)
;OL�7VY[�VM�3L�/H]YL��5PNO[�,ɈLJ[��1872
Oil on canvas 60 × 81 cm
Private collection
(n°6 p. 32 ; p. 114-115 ; detail, p. 116-117 ; n°6 p. 298)

View of The Grand Quai at Le Havre, c. 1875
Photograph
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°7 p. 33 ; bottom, p. 36 ; p. 299 ; bottom, p. 302)

Harbor Expansion Works: Plan of the New Outer 
Harbor of Le Havre
in L’Illustration, April 18, 1874 and January 5, 1878
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°8 p. 34 ; n°8 p. 300)

Harbor Expansion Works: Present Appearance of the 
Le Havre Outer Harbor at High Tide
in L’Illustration, January 5, 1878
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°9 p. 34 ; n°9 p. 300)

Claude Monet (1840-1926)
The Grand Quai at Le Havre, 1874
Oil on canvas, 61×81 cm
St. Petersburg, the State Hermitage Museum

(n°10 p. 35 ; top, p. 36 ; n°10 p. 301 ; top, p. 302)

View of the Hôtel de l’Amirauté
Photograph 
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°11 p. 35 ; n°11 p. 301)

Raoul Lefaix (1866-1941)
L’Hôtel de l’Amirauté, 1928
Photograph on paper glued in the album Le Havre en 
1928, 20×14.5 cm (album: 32×22.5 cm)
Le Havre, Municipal Library 
(n°12 p. 35 ; n°12 p. 301)

Étienne Théodore Quinette de Rochemont (1838-1908)
Tide Curve, 1875
in Notice sur le port du Havre, Paris: Imprimerie 
Nationale, 1875
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(p. 38 ; p. 304)

Émile Letellier (1833-1893)
;OL�*SHWL`YVU� [YH]LSPUN� [OYV\NO� [OL� iJS\ZL� KLZ�
Transatlantiques lock. Port of Le Havre, entrance to the 
Bassin de l’Eure, c.1880-1890 
Photograph, 20.5×29 cm
Le Havre, Municipal Library 
(p. 39 ; p. 305)

Views of the hotels where Monet stayed in France 
and in England
Photographs
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°17 p. 40 ; p. 306)

Plan of the Le Havre Harbor, 1870s
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(cover, n° 18 p. 41 ; p. 307)

Claude Monet (1840-1926)
The Bassin du Commerce, Le Havre, 1874
Oil on canvas, 37×45 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 
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°20 top, p. 43 ; top, p. 309)

View from the Semaphore Building, c. 1880
Photograph 
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(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, 60×102 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
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(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
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°21 middle, p. 44 ; middle, p. 310)

The Museum and the Quai of Le Havre, c. 1900
Postcard
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°22 top, p. 45 ; top, p. 311)

Claude Monet (1840-1926)
The Museum at Le Havre, 1873
Oil on canvas, 75×100 cm
London, The National Gallery, bequeathed by Helena 
and Kenneth Levy, 1990
(n°22 bottom, p. 45 ; bottom, p. 311)

View of the South Jetty on the left and the Semaphore 
building on the North Jetty, c. 1880
Photograph
*VSSLJ[PVU�VM�+VUHSK�>��6SZVU
(n°23 bottom, p. 46 ; bottom, p. 312)

Gaspard Félix Tournachon known as Félix Nadar 
(1820-1910)
Façade of Nadar’s studios at 35, boulevard des 
Capucines, Paris, 1870
Photograph
7HYPZ��5H[PVUHS�3PIYHY`�VM�-YHUJL��+LWHY[TLU[�VM�4HWZ�
and Plans
(n°24 p. 50 ; p. 320)

Alexandre Cabanel (1823-1889)
The Birth of Venus, 1863
Oil on canvas, 130×225 cm 
Paris, Orsay Museum 
(n°25 p. 52 ; p. 322)

Thomas Couture (1815-1879)
Romans during the Decadence, 1847
Oil on canvas, 472×772 cm
Paris, Orsay Museum 
(n°26 p. 53 ; p. 323)

Édouard Manet (1832-1883)
Luncheon on the Grass, 1863
Oil on canvas, 208×264.5 cm
Paris, Orsay Museum 
(n°27 p. 54 ; p. 324)

Claude Monet (1840-1926)
Women in the Garden, c. 1866
Oil on canvas, 255×205 cm
Paris, Orsay Museum 
(n°28 p. 55 ; n°28 p. 325)

Claude Monet (1840-1926)
Le Boulevard des Capucines, 1873
Oil on canvas, 80×60 cm
Kansas City, The Nelson-Atkins Museum of Art
(n°29 p. 55 ; n°29 p. 325)

ILLUSTRATIONS
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Claude Monet (1840-1926)
Poppy Fields, 1873
Oil on canvas, 50×65 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, 91×93 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, 91×93 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, 91×93 cm 
Collection of the Artist
(n°36 p. 65 ; n°36 p. 335)

Vicky Colombet (born in 1953)
From the Floating World Series #1446-20, 2020
Oil, pigments (Mars Red, Ultramarine Blue R4, Pale 
Cobalt Blue, Cobalt Blue Greenish, Titanium White, 
Iron Oxide Black and Mars Black) and alkyd on canvas, 
91×93 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
Oil, pigments (Mars Red, Ultramarine Blue R4, Cobalt 
=PVSL[�4LKP\T��*VIHS[�=PVSL[�)YPSSPHU[�+HYR��=PYPKPHU�
Green, Titanium White and Iron Oxide Black) and alkyd 
on canvas, 93×91 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, 91×93 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 
+YH^PUN
Collection of the Artist
(n°47 p. 76 ; p. 346)

Claude Monet (1840-1926)
Water Lilies, 1907
Oil on canvas, 92.1×81.2 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
Oil on canvas, 107×73 cm
Jerusalem, The Israel Museum
(n°49 p. 78 ; n°49 p. 348)
Claude Monet (1840-1926)
Water Lilies, 1907-1908
Oil on canvas, 105×73 cm
Gothenburg, Gothenburg Kunstmuseum
(n°50 p. 78 ; n°50 p. 348)

Claude Monet (1840-1926)
Water Lilies, 1907
Oil on canvas, 100×73 cm 
Paris, Marmottan Monet Museum
(n°51 p. 78 ; n°51 p. 348)

Gérard Fromanger (born in 1939)
Boulevards des Italiens (Boulevards des Italiens series), 
1971
Oil on canvas, 100×100 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, 100×100 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, 100×100 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, 100×100 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, 200×300 cm
Paris, Centre Pompidou, National Museum of Modern 
(Y[��0UK\Z[YPHS�+LZPNU�*LU[YL
(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, 20×26 cm
Paris, Marmottan Monet Museum
(p. 208)

*SHPYL�+LSÄUV
Gérard Fromanger in his studio, 2016
Photograph
Collection of the Artist
(p. 209)
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Claude Monet (1840-1926)
On the Beach at Trouville, 1870
Oil on canvas, 38×56 cm
Paris, Marmottan Monet Museum
(p. 90-91 ; detail, p. 92-93)

Claude Monet (1840-1926)
Camille on the Beach, 1870
Oil on canvas, 30×15 cm
Paris, Marmottan Monet Museum
(p. 94-95 ; detail, p. 96-97)

Claude Monet (1840-1926)
View of the Voozaan, 1871
Oil on canvas, 18×38 cm
Paris, Marmottan Monet Museum
(p. 102-103 ; detail, p. 104-105)

Claude Monet (1840-1926)
Impression, Sunrise, 1872
Oil on canvas, 50×65 cm
Paris, Marmottan Monet Museum
(cover, detail, 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)
;OL�:HPSPUN�)VH[��,]LUPUN�,ɈLJ[, 1885
Oil on canvas, 54×65 cm
Paris, Marmottan Monet Museum
(n°40 p. 68 ; p. 118-119 ; detail, p. 120-121 ; n°40 p. 338)

Claude Monet (1840-1926)
;OL�*SPɈ�HUK�[OL�7VY[L�K�(TVU[��4VYUPUN�,ɈLJ[, 1885
Oil on canvas, 50×61 cm
Paris, Marmottan Monet Museum
(p. 122-123 ; detail, p. 124-125)

Claude Monet (1840-1926)
Charing Cross Bridge, 1899-1901
Oil on canvas, 60×100 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
Oil on canvas, 73×92 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
Oil on canvas, 81.5×92 cm
Paris, Musée Marmottan Monet
(p. 154-155 ; detail, p. 156-157)

Claude Monet (1840-1926)

)VH[Z�PU�[OL�/HYIVY�H[�/VUÅL\Y� 1917
Oil on canvas, 50×61 cm
Paris, Marmottan Monet Museum
(p. 158-159 ; detail, p. 160-161)

Vicky Colombet (born in 1953)
Water and Light #1387-17, 2017  
6PS��WPNTLU[Z��<S[YHTHYPUL�)S\L��*VIHS[�=PVSL[�)YPSSPHU[�+HYR��*VIHS[�
Turquoise Light, Mars Black, Titanium White and Bluish Cobalt 
Green A) and alkyd on canvas, 198.1×198.1 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, 
182.8×182.8 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
Oil, pigments (Ultramarine Blue R4, Mars Red, Viridian Green, 
Titanium White and Lithopone White) and alkyd on canvas, 
198.1×198.1 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, 182.8×182.8 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, 122.1×60.1 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, 122.1×60.1 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, 124×82 cm
Collection of the Artist
(n°1 p. 18 ; p. 218-219 ; detail, 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, 122.2×60.3 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, 122.2×60 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, 122.5×60 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, 122.1×60.1 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, 122.1×60.2 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, 129.3×88 cm
Collection of the Artist
(p. 242-243 ; detail, p. 244-245)

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, 60×122.2 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, 60×122.1 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, 60×122.1 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, 122.2×74.1 cm  
Collection of the Artist
(p. 258-259 ; detail, p. 260-261)

Gérard Fromanger (born in 1939)
Impression, Sunrise 2019, 2019
Acrylic on canvas, 200×300 cm
Collection of the Artist
(p. 72-73 ; n°46 detail, p. 75 ; p. 262-263 ; detail, p. 264-265 ; 
p. 342-343 ; n°46 detail, p. 345)

LIST OF THE EXHIBITED WORKS
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Soissons, Museum of Soissons / Musée de Soissons / 

Bruno Arrigoni: center bottom p. 24-25; centre bottom 

p. 290-291

St Petersburgh, The State Hermitage Museum / 

Photograph © St Petersburg, The State Hermitage 

Museum / photo by Vladimir Terebenin: 10 p. 35; top p. 

36; 10 p. 301; top p. 302

Private Collection / Bridgeman Images ©: 6 p. 32 p. 

115-117 ; 6 p. 298

��*��+LSÄUV���7HYPZ4H[JO���:JVVW!�W���� 

© Ali Elai (Camerarts): p. 189-191; p. 193-195

© André Morain: p. 70 ; p. 340

*VSSLJ[PVU�+VUHSK�>��6SZVU!�JV]LY"�W�����������HUK�

12 p. 35, bottom p. 36, p. 37, p. 38, p. 40-41, top and 

middle p. 43, top and middle p. 44, top p. 45, bottom p. 

46, p. 299, p. 300, 11 and 12 p. 301, bottom p. 302, p. 

303-304, p. 306-307, top and middle p. 309, top and 

middle p. 310, top p. 311, bottom p. 312

© Nousha Salimi: p. 162

© Guo WeiQian : p. 92-93; p. 96-97; p. 104-105; p. 

120-121; p. 124-125, p. 128-129, p. 140-141, p. 160-

161; p. 166-167; p. 174-175; p. 182-183; p. 186-187; p. 

212-213; p. 216-217; p. 220-221; p. 224-225; p. 228-

229; p. 232-233; p. 236-237; p. 240-241; p. 244-245; p. 

248-249; p. 252-253; p. 256-257; p. 260-261; p. 264-

265 (all details) 

© Bryan Zimmerman: p. 58-60; 35 p. 64; p. 65; p. 69; p. 

169-171; p. 173; p. 177-179; p. 185; p. 328-330; 35 p. 

334; p. 335; p. 339

© All rights reserved: p. 74; 52-55 p. 79; p. 344; 52-55 

p. 349

Chicago, The Art Institute of Chicago / Photo © 

bridgeman feature: p. 131-133

Gothenburg, Gothenburg Kunstmuseum / Photo © 

AKGimages: 50 p. 78; 50 p. 348

Houston, The Museum of Fine Arts / © The Museum 

of Fine Arts, Houston, Gift of Mrs. Harry C. Hanszen, 

68.31: 48 p. 78; p. 48 p. 348

Jerusalem, The Israel Museum / Photo © Israel 

Museum, Jerusalem: 49 p. 78; 49 p. 348 

Kansas City, Nelson-Atkins Museum of Art / Photo © 

image courtesy of the Nelson-Atkins museum of art, 

media services / photo: jamison miller: 29 p. 55; 29 p. 

325 

Le Havre, Museum of Modern Art André Malraux / 

Photo © RMN-Grand Palais / Gérard Blot / Christian 

Jean: p. 143-145/ CHRH – Fund Soclet: d p. 26, d p. 

292 / Museum of: Art and History: a p. 27, a p. 293 / 

Municipal Library : b p. 27, p. 39, b p. 293, p. 305 / 

Municipal Archives: c p. 27, p. 28, c p. 293, p. 294

Liege, BAL - Museum of Fine Arts / © Liège (Belgique), 

Musée des Beaux-Arts/La Boverie: p. 42; detail, 

bottom p. 44; p. 308; bottom p. 310

Lille, Museum of Fine Arts / Photo © RMN-Grand 

Palais / René-Gabriel Ojéda: p. 151-153

London, The National Gallery / © The National Gallery, 

London : top p. 24; bottom p. 45; top p. 290; bottom p. 

311 / Photo © AKGimages: p. 99-101;

London, The Tate Gallery / © London, The Tate Gallery: 

bottom p. 24; bottom p. 290

Los Angeles, The Getty Museum/ © Los Angeles, The 

Getty Museum: 5 p. 32; p. 111-113; 5 p. 298 —

Lyon, Museum of Fine Arts / Photo © RMN-Grand 

Palais / René-Gabriel Ojéda: p. 135-137 

Paris, Centre Pompidou, National Museum of Modern 

(Y[�� 0UK\Z[YPHS� +LZPNU�*LU[YL� �� 7OV[V���*LU[YL�

7VTWPKV\��45(4�**0��+PZ[��945�.YHUK�7HSHPZ� ��

Philippe Migeat: p. 82-83; p. 352-353

Paris, Library of the Institut de France / Photo © RMN-

Grand Palais (Institut de France) / Gérard Blot : p. 163

Par is ,  Marmottan Monet Museum /  © Musée 

Marmottan Monet, Paris: top p. 25; p. 68; 51 p. 78; p. 

91; p. 95; p. 103 p. 119; p. 123; p. 127; p. 155-157; p. 

159; top p. 291; 40 p. 338; 51 p. 348

Par is ,  Marmottan Monet Museum /  © Musée 

Marmottan Monet, Paris / Photo Christian Baraja 

: cover; p. 16-18; p. 20-21; p. 23; center p. 24-25; 

bottom p. 25; center p. 26-27; 4 p. 32; p. 37; p. 62-63; 

34, p. 64; p. 72-73; p. 75-76; p. 106-110; 139; p. 165; 

p. 181; p. 197-199; p. 201-203; p. 205-207; p. 208; p. 

211; p. 215; p. 219; p. 223; p. 227; p. 231; 235; 239; 

243; 247; 251; 255; 259; 263; 282-284; p. 286-287; p. 

289; centre p. 290-291; bottom p. 291; centre p. 292-

293; 4 p. 298; p. 303; p. 332-333; 34 p. 334; p. 342-

343; p. 345-346

7HYPZ��5H[PVUHS�3PIYHY`�VM�-YHUJL���7OV[V���)U-��+PZ[��

RMN-Grand Palais / image BnF: p. 50 ; p. 320

Paris, Orsay Museum / Photo © Musée d’Orsay, 

+PZ[��945�.YHUK�7HSHPZ���7H[YPJL�:JOTPK[!�W������ ��

Photo © RMN-Grand Palais (musée d'Orsay) / Hervé 

Lewandowski: p. 52-53; 28 p. 55; p. 56; p. 147-149; 

p. 322-323; 28 p. 325; p. 326 / Photo © RMN-Grand 

Palais (musée d'Orsay) / Benoît Touchard / Mathieu 

Rabeau, p. 54, p. 324; 

Phi ladelphia, Phi ladelphia Museum of Art /  © 

Philadelphia Museum of Art: Bequest of Mrs. Frank 

Graham Thomson, 1961, 1961-48-3: bottom p. 43, top 

p. 46;  bottom p. 309;  top p. 312 

Raleigh, Museum of Art / © B North Carolina  Museum 

of Art, Raleigh, USAPurchased  with funds from the 

State of North  Carolina/Bridgeman Images: p. 31, p. 
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