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INTRODUCTION 

I
t is a pleasant but far from simple task to pick one hundred 'great' artist5 from hundreds 
of others. Evetyone has a range of favourites, and a geographical spread is necessaty too. 
\Nith the early settlers, the European art tradition crossed the Atlantic to the New \Vorld, 

and travelled with traders to the Far East. This book helps to show how that tradition was re­
interpreted in different locations. L1evitably, my editors and I had to make many reluctant 
omissions, and tl1e constraints of copyright affected the choice of twentieth-century and 
contemporary artists. However, the selection that follows is intended to take readers on a 
wide-ranging journey tlu·ough tl1e stoty of western art, with the aid of one hundred examples 
of its leading e:-:ponents. For tl1e most part, tl1ey have trained, im1)ired or influenced one 
another from the thirteen til centuty to tl1e present day. It is a fascinating, ever-developing 

part of our lives that we shall never tire of looking at. 
Major exhibitions are a feature of galleries in every principal city nowadays. Curators put 

years of planning and negotiation into assembling 'blockbuster' shows of both old and 
modern masters, whose works are borrowed and transported all over the world. Yet we must 
remember tl1at we can go to the same galleries at other times, simply to view their standing 
exhibitions; and tl1e youngest of gallety visitors are often given a special welcome. National 
and provincial galleries not only house famou5 works but al5o give us the opportuJuty to 
discover tl1e paintings of less well-known artists. These people frequently worked alongside 

the great names, sharing ideas and teclmiques, sometimes in 
the role of teacher or pupil. 

Standing in fi·ont of a Renaissance picture by the likes of 
Botticelli or Mantegna, for example, it is hard to imagine that 

the painters and sculptors we adnure were originally 
classified as 'mere' craft5men. Most came from humble 
backgrounds and were accepted into a studio around the age 
of nine. At first, they earned their keep by cleaJung a11d 
running errands, gradually working up from apprentice to 
journeyma11 a11d finally master. The fresco painter Cemlini 
has left tlus daunting account of the Renaissance apprentice's 
n·ai1ung schedule: 'Start first of all by grinding colours, 

Detail fiv111 The 1\olystic Nathojty (1500) by 
Sandra Botti«Ui 



boiling up glue, mixing plaster, then going on to prepare panels, re­
touching them, polishing them, applying gold leaf, learning how to 
grain. Then another six years to study the use of colom, the 
application of mordants, to find out how to paint draperies and folds 
and how to work in fresco. And all the time you must practise 
drawing ... work-day and feast-day.' 

If an artist graduated to set up his own studio, the process began all 
over again with swanns of apprentices sunounded by the tools and 
matetial~ of the bu~iness, in pur!>uit of lucrative conunissions. TI1e 
masters who became Comt painters had rather moresecmity- as long 

as they pleased their patrons - but their status was often that of a 
setvant or palace workman. Some fresco painters, for example, were 
paid only by the atnom1t of wall they covered. Occasionally, an astute 
at·tistlike Crat1ach or Rubens was elevated to the rank of diplomat. 

The more we examine the great artist5 of all periods, the more we 
appreciate that, no matter how sublime their work, they were 
touched by the event~ of history as much as the next person. Their 
lives were dismpted by wat·s, transformed by scientific discoveries, 
cut short by the medieval plague or twentieth-century influenza. 

To treat our subject5 as fully as possible, each one occupies their 

Detail take~~ from Marie de 
Medici Disembarking at 
J\<larseilles After Marriage 
To Henry IV of France by 
Peter Patti R11bem (1622-2 5) 

own double-page spread containing two pictures, a commentary and a timeline that point5 to 
the principal event5 of his or her life. The selection of some less fatniliat· pictures will, I hope, 

broaden appreciation and encomage a fresh approach. Occasionally, I have combined a pair, 
where the com1ection is pat·ticularly interesting or usefnl. VVhere the commentaty mentions 
an at·tist with his or her own entry in the book, that natne appeat·s in bold type for easy 
reference. For the satnereason, the arrat1gement is alphabetical, incidentally making for some 
remat·kable neighboms. 

It is hoped that tlus book may be enjoyed as a reference by student5 and practising artist5, 
and a compatuon to tl1e general reader who loves looking at pictmes atld is interested in 
finding out how skills and personal style come through in service of the creative process. 

Charlotte Gerlings 2005 
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FRAANGELI CO 

Bont Guido di 
Pietro in Viahio di 
MugeUo, 1iLramy 

Ennrs Dominican 
11/0JTn.rhy nt 
Fiel·oie, JTJ!IIT 

Flomm' 

Papal politic.r exile 
11J011ks w Foligno, 
in Umbria 

Plagtte drive.r them 
to Corrona 

Rt•ttrrns iong-ten11 
to Fie.ruie, bero111es 
F?·n Giovanni 

Commissioned tiJ 

pailtt the 
Linen workers' 
Triptych 

Cornmissioned by 
Cosi11Jo de' Jliledid, 
deroTiiteJ ((mvent 
of Sal! Marco, 
Flonm.ce 

hwited ro Rome by 
Pop<' Ettgmit« IV. 
Paints po1t:rnit of 
Charle.r VII of 
Fnmce 

Begins fresfoes in 
CapeUa di Sal! 
Bn'zio, Orvieto 

Trauels to Ro11le 
with pttpil Gozzoli 
fQ paint fresroes of 
SS Stephm and 
Lrrdlnma in 
Vatican:, CapeUa 
f\licroiina 

Ret:ttrns to Fie.wk, 
elected Prior 

Retttrns to Rome 
where he dies 

Deposition ofChri~t (detail) (1436-4)) 
The fresax!s in tht• convent uf Snn lHm·ro d£'Ct.Jrated both the 
cumnumnl .\pnces and the 1tttJts' private ail\·, wht•re rhq 
were designed to £'11£VUFage meditation. F1·a A1t.J,reiico:r 
expe1iem:e as an illtmJinaun· shows in his thiJt , pnxise 
application of paint. It U>a.r an ideal method for detailing 
wingfoathen· mt.d embroide1y, aud weJJ .wu·ted tv 
background feat:ttres, as sh(J"tJJJt. in this detail 

F 
~a Angelico and his_ brother Bencdetcn 
JOmed the Domm1can Order of 
Preachers together in 1407. At their 

monastery m Ficsole, the young men were 
directed w illuminating manuscript.~, and it is 

possible they remaincx·l in artistic partnership 
for most of their lives. 

Fra Angelico soon f,'llincd a reputation tOr his 
technical skills in composition and (1)1our and 

was promoted to overseeing a busy work.~hop 
inside the Order. His religiou_~ title was Fra 
Giovanni but the other friars nicknamed him 

'Angelico' lor his piety and the beautiful work 

that he produced. He is reputed never to have 
altered or rcrnuchcd any of his paintings, firmly 
believing that to do so would have been af,'3inst 
God\; will. 

Nothing is known of Fra Angelico\; early 
teachers, other th>m the influence he shows of 
the Sienese school. Angelico and Benedetto 

pn)bably made the leap w 11•11-sL-ale fresco 
painting during the five years that their order 
was exiled in the Urnbrian hill town of Foligno. 

Gio tto's frescoes at A~sisi would have been 
within easy rc•ch and the brothers arc certain to 

have visited them. 
Once he had moved to Florence at the 

invitation of Cosimo de' Medici and started 

decorating the convent of San Marco, Fra 
AngeliL'O\; h>mdling of form, perspective >md 

colour developed even further. BenedettO is said 
to have worked alongside his brother on the vast 
San Marco commission1 and one of their 

apprentices was the young Benozw Gozzoli. 



The Altarpiece of San Mareo (1436-45) 
Fm Angeliro had an i11110Vative approach tv wmpositi<m and he is a ·edited with 
tht• in:vention. of tht• sacr.J convCr!>'a zionc, a device which places nii the figures 

in a painting dose to (JJte anotbe1; as though in anrcil'rSnti<m .. Aithou.gh the 
Re11ni.umue 1/Jetmt a str<mgr11we to·wanls htmHmi.mJ, F1·n Angelico:\· iJ.:trrk 

maintained n finn n!Verence firr the Clnistinn ideal 



10 

1H2(l) 

1546(1) 

1554 

15S9 

H70 

1)11(1) 

1623 

162S 

SOFONISBA ANGUISSOLA 

BorJZ in Cn'11JOJTa, 
Lombanly, 
daug/;ter of a 
leather and .rilk 
deale•· 

Studies art under 
Campi 

Meet.< 
M icbelangeki in 
Ro11le 

Appoimed Comt 
pai11ter by 
Philip ll of Spa ill 

Marries Sidlimz 
n<Jbieman Don 
Fabrizio d<' 
Moncada, widowed 

Retttrns tv 
Cn•r11ona. )\t/nrries 
ship:~· captain 
01·nzio Lumeilin(),l 
settles in Genoa. 

Virited by 14m 
Dyck 

Die.r in Pale171IO 
Philip ll of Spam with the Order of the Golden Fleece (1565) 
AnJ,>tti.•>ola} life at the Spanish Court began in 1559, wbe~~ sbe um introduced 
as an. m ·ti.\1 nkeady worthy of the highe:.t Tegmrl. Angui£\·oln 111atfe rtutch use uf 
the balflengtb portrait tbrougbout her cm~e.· 

S 
ofonisba Anf,'Uissola was one of seven 

children - six girls and a boy - whose 
enlightened father h>HI his f•rnily 

educated in accord with RemliS.~Jnce humaniSt 
principles. T his resulted in two of his daughters, 
Sofonisba and Elena, going w study for 

three years with the relmowned Lombardy 
artist, Bernanlin<> Campi. 

T hanks w the progressive attitudes of 

Anguissob's flther and Campi, the admission of 

girls w painters' studios became acceptable. 
However, they were still nOt allowed t<) be(,.,me 

workshop apprentices and work alonf,'Side the 
men. This very much restricted women in the 

subjects they could paint- no nude males, for 
example- and so Anguissola fOtmd her niche in 

portraiture. She gave early notice of her 
inn:ractivc •ppr<>llCh with an unusual double 
portrait entitled Bemm·dino Ca11Jpi Painting 

Sofimisba Anguis.roin. 



Anf,'Uissola\; unique style was also 

hist<>rically sif,'llificant. Firsdy, she undermined 

the rigid artificiality of fashionable portra iiS; 

and Set.'Ondly, she demonstrated what lcmale 

sensibility could bring in the way of emotional 

candour to the 1>1sk of Clpturing a likeness. 

Through her many self-portraits, she wa.~ 

caretUI ro emphasize her own refined chlmlcter; 

in those stirring tirn£S, it was stiU important to 
convey modesty and vir111e. 

The Ga.me of Chess (15 55) 
77n·ee of the AngttiJsoia sbten~ Lucia, E1tropa nnd J'1iJu!JCJa, play che.\'.\"1 while 
their i!!JVerne.n· /(J()ks on .. Their older si\ter Sofonisba, one of the flnt women to 

gain an intenuttionni Teptttation. as n painte1; had a 11101-veUous ability to 
cnptm-r ht~r .ritte1·s' expn.'.\Yions m1d to Tegisur tl;eir emotions 

Anf,'llissola\; client made her fa mOlL~ all over 

Europe, bringing her into contact with 

l\•lichclangclo at the start of her career and 

Van Dyck near the end. In between, she was 

llppointed not only Court pllinter to Philip II of 

Spain but also lady-in-waiting to two successive 

queens. lnrerestingly, she received a salary as 

la dy-in -waiting; her aristocratic status 
prevented her from selling her works and they 

were always made as f,>ifts to those concerned. 



1527 

1549 

1558 

1562 

1564 

1566 

1569 

1510-71 

1516 

1580 

1587 

1591 

1593 

GIUSEPPE ARCIMBOLDO 

Bunt Giuseppe 
Animbddo in 
ArfiimT) SOil of a 
painter 

W€Jrk ing 11s fit the1·'s 
nssistnJT.t at Nlilnn 
Cathedml 

Designs tnpest:Jy fo,. 
Como f..'athedml 

Arloves to Prague, 
ht•ro111es Cottrt paiJtter 
tv F erdi11a11d I 

Remains Court 
painter V.Jht•n 

Maximilian II 
mcreedr Ferdinand I 

Tr111Jel.r to ltnly 

Pre.rn1ts Jltfa.r:i111iiinn 
ll with Seasons a11d 
Four ElemeniS 

Orgnnhes t'u.VJ 1·oyal 
weddings 

Rtw111i11s Cottrt 
pailtter when Rtuwlf 
II mmedr 
Maximilian II 

Emwbled by 
Empero,. Rttdolf II 

Leaves Prague for 
Milan 

Send\· Vcrtumnus tfJ 

Pragtte, elevated to 
Cottnt Pnlati11e 

Dies of kidney 
dist'aJe in J\t!J1nn 

Vcrtwnnus (derail) (1591) 
A rnagnificntt portrait of Rudolf 1/ tu the mzdent Ro11lnJZ god of vegetation and 
the chmr.gi11g seasons. Vcrtumnus ums nLw the l)"Tilboi ofcmmm'rce. The 
i7npero•·wrt.r delighted with the idl'll of himself a.r theembodimmt of 
fruitfulne.(r, hanmmy and a .rt:rong economy, and promptly awarded 
A,.dmbddo the title ofCotmt Palatine 

G
iuseppe Arcimboldo was an artist of 
great ingenuity. Pre-dating the 

SurrealistS by over 3 00 years, his 
compositions of painted flowers, vegetables, 
and other more bizarre objects took the 

sixtr:enth-century Hapsburg Court by storm. 
T hree successi ve emperors, Ferdinand I, 

M,lximilian ll and Rudolf ll, became devotees 
of his extr•ordinary portrait series. 

In I 562, Arcimboldo a nswercd an imperial 

invitation and left Milan for Prague. T here he 
assumed the post of Court painter and 

decorator, events org.mizcr, costwnc dcsif,'llCr 
and all-round art adviser. 

Along with royal weddings, festivities at 

Court consisted of pageantS and tournaments. 

The Ultizi in Florence has a red leather folder, 
dedicated to Rudolf II. Inside arc 148 of 

Arcimboldo's pen and w>t~h sketches detJiling 
costumes and 'props' f()r various events based 
on classical allegory. T hese extravag>l nzas were 

dcsi gned to display the Hapsburgs' dynastic 
power to hundreds of high-ranking guestS. 

The U ffizi portt<Jlio is a very rare item, as 
little of Arcimboldo~ signed work survives, 
nor did he lea vc any writings, a !though he is 

known to have been hif,>illy et!ucated. His 
talents spanned the arts, sciences, engineering 
and philosophy; he was a true ' Renaissance 

man'. Yet for no obvious reason, his work sank 
into obscurity until rediscovered in the 
nineteenth century. 

Water fivm 'The Four ElemeniS' (1566) 
As a yomtg 111/lll, Arci111bddo prti17ted .1tnined gla.ofin· Milan cathedrn4 but it wa.r 
th•vugh tape.rtJy de.1igu that hin·ichly omnmmtttl .rt:yle emerged, to Tlllltttre in the 
painted .w!1iesof'Scasons' nnd 'Elements'. ATci111boldo was to rop)' Water 111111~y 

tintes, for gifo tv imp•~s.r their•-.cipimti with the gl01)' of the Hapsbttrg.r 





1410(?) 

1445(?) 

1451 

1458-60 

1460-68 

1470 

1475 

1475-79 

1485-1 

1490-H07 

1)06 

1516 

GIOVANNI BELLINI 

Bunt in Venice, 
son of painter 
Jaropo Bellini 

GiovaJmi and 
brotber Gmtile 
bt>gin work 11s 

Jncopo)· nssi.\1tmts 

A1nntegnn 111nnie.r 
tht•ir .\i.,1er and 
becomes lmtin.g 
infJutwce 

In Pndua with 
i\1muegnn 

Rt•tttrn..r to Venia•, 
work.f tm jiH t 
mnj<n- rommi.rsians 

E.1tab/i.rhe.f OWl! 

workshop. Vi.>its 
Ri111 ini and 
H•snro, sees work 
of Vmt tier Weydm 

Engage.r with 
Flemish tedmique 
when J\llessiJra 
introduces oil 
pninti1Zg to Venice 

Resurrection, 
first Venetian 
painting e:recu.red 
in oil glaze.r 

Paints p<ntTnhs 
and alkgfJde.r as 
weU ns ,-l'fig iotts 
mbjectr 

GiorgNme and 
Titian among his 
pttpil.r 

Vi.>ited by Diin•r 

Dies ill Venice 

Doge Leonardo Loredan (c. /50 I) 
The Tiller of Venia ·wem·sgold dmnnsk nJbes1 nn imptnted 
jflbric that .\7'gJtified the pnhperi~r of Venice liS fl CV11r.TIU/JriaJ 

antre. BeUini n~produa•d the effict by pni'ITting the }'mface 
•vttgh~' in o1"ller to caleb the light 

G
iovanni Bellini is re~ponsible for 
rmsmg the standard of the Venewm 
school of painting to the point where 

the city rivalled Florence as a centre of 
Renaissance excellence. His father, brother and 

brother-in-law were artists too, but it is the 

latter, Andrea Mantegna, who initially spurred 
Bellini on to painting landscapes and defining 

the mood of a picture. 
Like a II his Italian contemporaries, Bellini 

was accustomed tO working in water-based 

tempera, either on wooden panels or plaster 
walls. However, once he had seen the work of 

Rogier \'311 dcr \<Veyden, he was eager to try the 
Flemish oil glazing technique brought tO Venice 
by Antonclla da Messina in 1475. 

Bettini W}L~ always experimenting. Now, with 

the rich tra nsluccnce of oil gla zcs at his 
fingertips - rcvca ling new depths oo fiuniliar 
colours and dcrmmding a different type of 

bnL~hwork - he uncovered a wealth of 
possibilities. \-\'hen Bellini learned how tO 

transhnc the Venetian play oflight between sky 
and water, he had tbe key tO all the subde 
harmonics and brilliant colours tbat would 

come tO Sif,>nify the school of Venice for the ncxr 
two centuries. 

Bellini influenced doc course of European 

painting through the young painters 
apprenticed to his workshop. Two of doc most 

fa rnotL~ were Giorgione and Titian, whose later 
rivalry he wok in his stride. On a visit to Venice 
in 1505, Durer reported, 'he is very old and still 

he is the best painter of them all'. 



l\•ladonna of the Mcadow (c./ 505) 
&•Bini~· Nlndomtns wen: virtually his trndeT!utrk1 ns wtts the .\"erettit:y tmd 

tmdmw.w with which be portrayed them. Here tbecbild ]e>'ILf slaps blissfully 
1mde·r his 1110thed· gaze while dniiJ' lifo goes <nt bebhtd them. in (JJU! of the nrti.,t:r 
exquisite llmd.n-apes. o,.~, the brooding •·nvm 11/Td the sok7111Z pose oft be Vhgin 

hint at the day on Cnlum)', wbm this sn11Je sOil wiU lie dead in her lap 



16__ 

17)7 

1771 

1774-87 

1783 

1789 

1790-93 

1794 

1800-03 

1803 

1804-08 

1818 

1827 

WILLIAM BLAKE 

Bunt in Lo11don, 
son of a hosier 

Apprmticed fin · 
Jeven )'enr.r to 
engrllVer Bas ire 

Opnt.r mtd nms a 
London print shop 
until dettth of 
brother Robert 

1\tlanie.\· CntlJerhte 
Boucbe1; his m·tiJt-
assistant. Publishes 
fint book of j}()£7/IS, 

Poetical Sketrhes 

Publi.rhes Songs 
of Innocence 

Engrave.\· key prose 
work, The 
Marriage of 
Heaven and Hell 

Publishes Songs 
of Experience, 
including 'Tht• 
1j•ger' 

Token ttp by 
pttf1·01! WiUiam 
Hayley. Blakes 
1/JO'lle to Feiphn111, 
Sussex 

Charged with 
treaso11. tit 
Chiche.11er and 
acquitted 

Pttbli.rhes Milton, 
including 
'Jer.ruakm' 

Blake:,- w01·k 
gathers young 
disciples, including 
Samuel Palmer 

Dies ht Umdtm 

Virgin and Child in Egypt (/810) 
Oneoffottr .>irnila•·pahlth!J,'-' that Blake made;,, gratitude tv a patron, 
Tho111a.r Btttt!l~, who supported hi'fll by sending his .\·on for drawing le.(wn.r. Blake 
thought itr1w1·e ethical to paint in tempera, n water-based rm•diu111, ti;an oii1 tts 
it was 111011! demanding of the artist:\· skill 

W
illiam Blake- engr•vcr, painter, 
poet and mystic visionary- wrote, 
illustrated an d printed his own 

books. It was his belief that the imagination was 
superior to, and more real than, the rationalism 
and materialism of his day; he found himself 
~irrnly outside the cultur•l mainstream in the 
Age of Enlightenment. He w>t~ also a supporter 

of the French and AmcriL'lln Revolutions. 

He counted Royal Academicians john 
Fh1xman and Henry Fuseli among his ck>sest 
friends, even though he had dis liked liJrmal 

schooling himself. Blake cia imed ro have seen 
ghosts and angels since childhood- even that he 

had spoken w the Virgin Mary - so it is clear 
that Fuscli~ f.mtasy art was in tunc tNith and 
inlluenced hi s own. The muscular nudes of 

1\<lichelangclo arc another dear inspiration, 



but these he had known t<Jr many years thmugh 
his collection of engr•>inf,'S. 

Blake's special printing process involved 
tm nsferring reversed images of his wor(l~ and 

pictures onoo copper plate in an acid -resisting 

ink. After etching in acid, it produced a relief 
image, which could yield dozens more copies. 
Blake and his wife hand -coloured each print 

indi>idually, using chc-•p camelhair brushes. 

Newton (1795) 
In thiJ· ia1J:.re, W'1J ttcromplirhed colour prilu, Isaac 1\lewum. is shf/Um bw1'/y 

mtio11alizi"g the tmiverse with the aid of 11 pnh· ofrorttpa.ues. Blake divided the 
btUkgrotmd imo OJ/<! bright 1111d o11e dmk section, impling that the great 

1/Jathemnticinn nud ph],sici.\t brought not eniightntmen.t bu.t n J§Jdie.r:i night-time. 
Blake beliell<'d that t1rtists aknw were mpnble of divim imight aJtd that the soul Wtt.< 

a/-Uifl)'.r strttggling to fret• itself from the ronfines of 1T!n.wn mtd oTgnnized n!ligion 

Another of his techniques was more akin oo 
monoprinting. He took impressions direct 
from lhe painted surf•ce of stout pMteboard 

and refined lhe details in ink and extm paint. 
Perversely, if Blake had been rich enough to 

afford letterpress printing and fine painting 
materials, his work would surely have lost its 
idiosyncratic edge and the tangible sense of 

involvement with his message. 



IS 

1822 

1841- H 

1848 

1849 

1853 

1855(?) 

1860-80 

1889 

1894 

1899 

ROSA BONHEUR 

Bunt 1Hnrie-
Rosalie BonhettF in 
Bordenu.:r, 
daughter of a 
lmtdscttpe pnime~· 

ExhibiiY regularly 
n t the Pm·ir Salon 

A·warded fin1 Gold 
Medal by pn11«i 
that i11duded 
Corot, Delacroix 
and lngres 

Takes OVl'r forbn ·:\· 
mt school on his 
dellth 

T he Horse Fair 
wins acclaim tiJtd 

private view by 
Qtti!f!Jl Victoria 

Btt)'S chateau. 1wm· 
Fontninebk•au, 
.rhm~d with 
Nttthalie M icn.r 

Work se/Lr chiefly 
in Englnlld 

Death of Nathalie 
Mica.<. Relationship 
e.rtnbli.rhed with 
An11n Elizabeth 
Klmupke 

Tlnvttgh E111press 
Ettgbtie, becomes 
fin1 WOTI/1111. 

nwnnled Grand 
Cniss of Fn•Jtch 
Legion of Hon()m· 

Dies in i\IJeimz, 
Fontnin ebk• au 

Ploughi ng in Nivemai~ (1848) 
One af &mJJem·'s most celi•brnted pninting,r. It is based on Bonbettr's awn 
.rt:ttdies1 mtd ni.w inspired by Poltt'lj a set'f!1tteen..th-centtcry Du.tcb animal 
pnimet: The nobility of these huge laboming nnimnl.r appear.r to .\1trptH.r the 
effectiveness ofthe 111e1t ddving thnn. 

T
he eldest of four children -all of them 
artists- Rosa Bonheur decided early to 

specialize in !tainting and sculpting 
animals. Her father encouraged her by alkJwing 

a sheep to be kept (m the balcony of their sixth­
tloor Paris aparttnent. 

Bonhcur~ unconventionality was a keynote 

tO her tife: she wore cropped hair, smoked in 
public and, when visiting sla ughterhouses and 
marketS to srudy animal anatomy, carried 
authorization by the Paris Prcfecn~rc to wear a 
man's tr<ll~~crs and smock in public. T he same 

outfit worn w the theatre drew loud complaints 
from a man in the next box, until he was tokl 
that she w>t~ the famous artist. 

Bonhcur communicated a directness and 

honesty with her animal subject.~, so 
refreshingly free from the social conventions 

that she had to contend with herself a~ they 
were. Her work wa s acclaimed by the Salons 
and she made a good living from it, while 

steering dear of the complex sentimentality of 
the age. 

There was no room t(Jr sentimentality at her 

cha reau where she housed a menagerie that 
included a pair of lions, a stag, cattle, numcr<)LL<; 

dOf,>'S and a parrot. T he chateau was also home to 

a free art school; Bonheur " "J S a sym1Yathetic 

teacher, just as her father had heen. She wa s 
well-known lilr her generosity towar<l~ artist.~ in 
difficulty and lilr making provision for everyone 

who worke<l for her. 



Buffulo Bill (1889) 
A portmitofCokmel WiUinm F. Cody, otherwi.re lnwum 

ns the shuwman 'Bttjfnlo /Jill'. 1bispo1trnit wa.r11Jnde after 
Cody~· visit ro &mhettr's rbntenu, dming the Ettropenu. tour of his W t1d 
West Exbibitibll in 18 89. After &mhettr's death, it wa.r nprodu«d a.r a 

po.11er adwrti.ring the sbow:r umr of 1905 



20 

1450(?) 

1480(?) 

1486 

1504 

1516 

HIERONYMUS BOSCH 

Bunt Hierollymu..r 
van Aken in :r­
Ht•1tognrbo..rch1 s(m 
of a painter 

Manie.r Alq•t 
GoynertY Vtl;T. den 
AtJeervemU' 

Joilts Brotherhood 
of Otw Lady 

Last Judgement 
CUT!nllissioned bJr 
Philip I ofSpafn 

Dies in :\·­
He?togenbo.rch 

King Gaspard, Adoration of the Magi (detail) (151 0) 
&H>-h:r late?· UV!1·b depicted fewer and largerfigttres playing out 
a single event. Gmpnrd is one fJf the J\1ttgi in Bosch}· v enritm of 
the Adoration. Behhtd hffiJ., his page Ute an a bizarre thonty 

hettddre.rs, -9~11bolic of the on~• crown that Ch,·ist will ever wear 

H
ieronymus Bosch cannot be 
(:ategorized. lie links back to the 

mm1aturc narratives seen on 

illuminated manuscripts at the same time as 
anticipating the pms and l"'ns of Dutch genre 

painting. His family were lay members of the 

Brotherhood of Our Lady in 's-Hertogcnbosch. 

This Catholic f,>TOup worked fi)r the cultural 

benefit of the city where Bosch lived and died. 

Bosch\; unbridled imaf,>ination explodes as he 

depicts life as a (,·mtimr•l Struggle between man 

and his inner nature. There arc rmmy theories 

about his astonishing vision; one of the most 

persistent being that his s ymbolism encodes the 

doctrines of a heretical Gnostic sect called the 

Cathars. V\'hatcver Bosch believed, he had an 

acute awareness of human psychology. He uses 

f• rniliar proverbs and fi>lklore to conunent on 

the human con<tition. His obscrva tions - spread 

across thousands of indivi<hr•l tif,•ures in the 

rcerning panels of his triptychs- :,>re continually 

surfacing, as: if to admonish the viewer or 
proclaim a revelation, and then diving again 
inw the tumult. Bosch painted ttl/a prh11a, that 

is directly onto a f,>TOtmd with no undcrpainting 

or glazes, a method which called for expert 

brushwork. 

The register that rCC()rds his death describes 

Bosch as a 'distinguished painter'. H e w» S 

certainly a strong intluence on Bruegel the 

Elder and his allegories of village life. Later, 

Bosch\; r•• intings were avidly collected by Philip 

ll of Spa in, before the PrOtest» nt Reforrna tion 

finally dismissed him to obscurity. 



The Garden of Earthly Delights (c./500) 
One of the be!lt i..?urrJ.m of &sch:,· painth~~·, thi.r is the ceJtf1-e pam•/ of a huge 

pmwramic trip~rch. 11Je ro111position i\· 11/0.\terfuJ in the way he 1111111ipulate.r the 
piccw~-plrure bet"<llee/1 the vie-<1Jer nnd dijfermt kvel.r of activity in the pictttre. 
Argu1nents am.tinueover Hosch:\· intentions with this work, bet"l1Jeen those who 

believe it shuu•s a "i.J.,VJrld engaged in sinful plen.mn:s and those who rhink it is how 
btmumity 111ight have lived without the FnU of Adam mtd Eve 



1445 

1461-
67(?) 

1467-
10(?) 

1470 

1472 

1474 

1476-77 

1481-82 

1482-85 

1484-92 

1491 

1497 

1510 

SANDRO BOTIICELLI 

Bunt A lessand•·o di 
Mm·ia~to Filipepi 
in Fkn-ence, son of 
a tmTJU!1' 

Apprellficed to 
Fnt Filippo Lippi 
as a pain.ter 

A:;.wdntes ·with 
A11tonio PoUaittolo 
aud 1/eJTOcrbio 

Sets up work.rbop 
in F/onwce, 
n•a: ives ~fi"nt 
coT! nil iss ion 

Berome.r membe1· of 
St L-uke:r Guild 

Pai71fs St 
Sebastian for 
Santa 1\tlmin 
i\1aggion•, Florence 

Pni11t.r p<rrtrnit of 
Giuliano de'Medici 

In Rome, decorates 
cbnpel of Pope 
Sixttts V, Jarer 
1101/Jed the SiJtine 
Chapel 

Paints allegoriml 
·works 

Pnilt.ts nitmpieces 
for st/verai 
Florentine chmrhes 

Bero111es follower of 
Sm.io11mvia 

Tlnvw.r works o11to 

'&mfires of tbe 
Vflnih'e.r' 

Dies in Pion.wce 

Primavera (detail) (c. /478) 
The grace, coioudng nrtd tlrnperit•s of the Fiortt figure were ietnned 
fivm Filippo Lippi. Botticellix em·~· talent for d1·1ru>ing ·was probab~· 
fo.•1ered by tbe Po/laiuiJio brotber.r, wbo.re work 11sgoldrmitb.•· and 
engmvers Teqtu'n:d drafr.mumsbip oftt high tnrier 

D 
uring his lite Botticel~ was connected 

with three major philosophies. His 

early pictures are standard Madonnas, 

made for f,'ttilti~ and private clients. However, 

Botticelli's relationship with conventional 

Christianity underwent radical adjlL~trnent when 

he won the patronage of Florcnti ne ruler, 
Loren,<) de' Medici. 

De' Medici advocated humanism through the 

Neo-Pbtonists, the scholarly f,>Toup of men he 

collected around him. Their aim w>t~ tl) marry 

classical philosophy with Christianity lor an 

entirely new view of the universe; one where 
paganism was respected and allegory taught life~ 

lessons. T his period yiekled BotticcUi's celebrated 

'pa~n' work\, The Bi1thof14-Jtusand Primtwern. 

Everything change<! again in 1491, following 

the death of Lorenw. Girolamo Savonarola, 

fanatical vicar-general of the Dominicans, 

arrived t() claim Florence back for Christ. 

Savonarola instituted the infamous 'Bon tires of 
the Vanities' and Botticelli, now one of his 

fOllowers, ohcdiendy threw several of his own 

drawings and pa intin!,'S intO the flames. The 

remaining pictures of his career are noticeably 

more sober in tone. 

Botticelli's most famoLL~ pupil wa~ Filippino 

Lippi, son of Filippo. 



Tbc 1\Iystic N ativity (1500) 
The inscription •~foning to the Apocn()'p.re and 'trouble.r of Italy' is in both G1·eek 

mrd Latin. BoN:ia;Ui has used an archaic device that 1/Jagnifies the Virgin nnd 
Child; alttJgerheJ; the pictttre is ctJ.IiJt.gfor a 1'Ptltrn ro 1/Jedievai 1110rnii"9' 



FRAN~OIS BOUCHER 

1703 

1720 

1723 

1728-31 

1131 

Bunt in Pan's, .wm 
of /Ill embroideJ)r 
de.rign<'r 

Apprenticed a.r all 
engraver to C11rs, 
inter enters studios 
of L.ertJO)fJTe 

Winr the Pdx de 
Rome 

Studies iJt. Rome 

Admitted ro the 
Acadbuie Royale 
ns n his to?)' painter 

1133 Manie.r Made­
Jt•mme /Juserm, 
they latRr have 
ti7J~e children 

1734 

1150 

1755 

1765 

1110 

Bero111-e.r a J\rlemb£'1' 
of the Acttdnuy 
and, iate1; 
Professor and 
Rerro•· 

Gains pntronagt' of 
Madtmude 
Porupad<Jttr 

Bero111-e.r direcro1· of 
the Royal Gohelim 
foetor)• 

M11de Pint: 
Pniltter tv Umis 
)(V 

Dies in Pan's 

Odalisquc (174>) 
Bouche>· ndmh~d Wilttetm, who.re ·work he >t:udied n11d •~produ«d as 
mgravii!J!! in his youth. !·i<r<lleveJ; the wmtnl odali.rtjltR.r thnt Bottcher produced 
for Louis )(V and vmiotts other private dients were a fm· f1J fiv111 the 
Academy-approved fete g-abnre, which hm·ked bnck tv an era of rottrtly love. 
His seductive yotmg 7l/0111nn are vt'1)' 11/Uch of their own time: 'The pretty thing 
i.r the soul of the nge-nnd the gettius of Bottcher' 

F
rench art of the eighteenth century wok 

its cue 6-om the hedonistic court at 
Vers>~illes and especially from Louis 

J\'V\; mistress Madame de Pompadour, whose 

favourite arti~L was Fran\ois Boucher. 

Boucher was the supreme exponent of 

Rococo, a luxurious decorative style, which 
domina ted the we>~lth iest horne interiors. 
Already an excellent draughtsrnan, he trained 

with Lemoyne, the ceiling artist at Versailles; 
from Lemoyne he learn eel a versatile technique 
that he applied w a II the decorative arts he was 

eng-•ged in, 6-orn t!pcstry to porcelain designs. 
After three years in Rome, Boucher tried 

demonstrating his seriousness with a few history 
paintings. But they were not to the current tJStc 

or fashion of the time, so he went for the most 

Iuera rive commissions and won fame with his 

scnsutm~, light-hearred mytholof,>ical subjects: 

goddesses and cupids cavorting h>~ppily 

amongst the douds mirrored the self­
indulgence of the French aristocracy. 

Aca dernic objections were raise<!, both to 

Boucher's subject matter and usc of colour, but 
these were as much against the self-made 

Marquise de Pompadour\; powerful patronage 
as af,'llinst Boucher himself. After all, was it not 

usually aristocratic 11un who commissioned 
pictures of enticing, pearly nudes? 

Boucher was very hard working; he would 

often spend twelve hours a day at his e>lscl and 
ran a busy studio where Fn1gonard was one of 
his pupils. He did have a beautiful wife with 

expensive tastes that he was obliged to ple-ase, 
but declared he would never wish tO exchange 

his career for "ny other. 



Madame de Pompadour (detail) (c./758) 
77n·ough &mche~; Madame de Po11Jpadottr saw a 11/eam of part:rrt)'ing her.relf 

n.r F1·m1ce:,· nmbassndo1· of the nTts. He was 1UJf keen on painh'ng portraits and 
hz letters :ihe confided th£')' were not exact likenesses but .rhe didn't 111ind so ioJ:g 

11.r thty prQjected the n'ght i71lnge. H l'H! .rhe is as a ·wQmmt of iitermy 
11«0111piislnnents. Expert Tenderi11g of her i!fJWJl1l!11lind\· tts that, with hi.r 

fa the.· all embroide~y designet; it is like!y that Bouche.· stmJ and handled fine 
fobn'csfro111 an. early age 



1}25(?) 

1}40(?) 

1}51 

1552 

1}51- 54 

1}54- >5 

1}58 

1}63 

1564 

1}68 

1)69 

PIETERBRUEGEL THE ELDER 

Bunt in Brtteghel 

Appremiced to 
leadi11g Antwerp 
mti.\t Coeck vmt. 
Ael.rt 

Berome.\· a Mnste·r 
of the An t".;;e~p 
Guild 

Tottrs ltnly 

Sttl)'S iJT. Ro111-e, 
t:raveis home via 
Swiss Alp.r 

Works in A11t:"urerp 
with Hiero1tymus 
C«k, engraver 
a11d publisher 

Pint pai~tting, 
Proverbs 

Manie.r !'vltl)'ken, 
dtmghter of Coeck, 
they .rettle in 
Bnts.rel\· 

Bhth of .\·em PieteJ: 
Acquire.r wen/thy 
fJIItrmt) 1Viroiaes 
]ongheli11ck 

Bhth of .rOll Jan 

Dies in Bntssels 

Parable of tbc Blind (detail) (1568) 
A detail from Bruegel:r last rllf#or ·work n{enin.g ro a quotation from 
lvlatthe-.;/ r J!!'·'pel: 'If the blind lead the blind, both .rha/1 foil into the ditch.' In 
this solemn nUegOJ)' for the htunmt. }ituatitm the string of1tnforttmate people, 
each by clinging blindly to the 1u•xt, are jeoptmlizing their ow11.ralvationmther 
than u.vnking it out jo1· th£''1/Jseives 

A 
remarkable fact about Pieter Bruegel is 
that after tnlVelling extensively in Italy 

he returned home ll) then resume work 
m an unaltered Flemish style. His Italian 

sketchbooks were full of the grandeur of the 
Alps rather than copies of Renaissance art. 

Bruegel the Elder was nicknamed 'Pca.~ant' 

because he liked to go in disguise among 
ordinary working people. Hew;~~ actuaUy one 
of a group of distinguished Flemish hmnanists, 

which included the geogr•pher Ortcfius, also 

Plantin the printer and Goltlcius the engraver, 
so it would be a mistake to confuse him with one 

of his peasant figures. 
He began painting compa rativcly hne; 

Prwerb.r dates from 1558. It set a J>Jttem for 

combining realism and imagination, doubtless 
inspired by Bosch. Similarly, Bruegel's 

characters often point to morals and make 
satirical observations on life, although Bruegel\; 
approach is .-.ther more gentle than Boschk 

Three robust exceptions arc The FaU of the 



Rebel Angel.r, The 11-ittmph of Death and Mt1d Meg 

(Dull Griet). In fact, the ~lrst nightmarish 

image was attributed t<> Bosch until rcframing 

revealed Bmegcl!; sif,'flature. His vengeful Mad 

Meg may be a rclcrencc to the terrors of the 

Spanish Inquisition. 

Bruegel made socia I and political protestc~ as 

rcadily as he celebrated the joys of living. In 
painting he t()und a vita I means of expressing his 

inner and outer vision: 'In all my works there 

was more thought than painting.' 

Children's Games ( 15 60) 
Brtt.l>geH .rkiJJ ·with gnrre same.r such 11.r thiJ· oue, depicting htmdn:ds of little 

people acting ottt a cntniogtte ofpthtinU!s, Wnl· honed while he wa.r mt engr!IVer 
with tiJe Ant"<1Jerp publi.rhe1; Hie>VIZJ'fllt<r Cock. Hi.r figttre.r m·e .rolid with little 

111odelling but they m~ v.IOI1derfully lively; and beytmd the fi/Jli11ation of 
identifJring aU the ga111es and activities, the vie-clH!r i.r treated to 11 cotroincing 

.rf:/t'et per.rpective Oil the>·ight, tmd a delightful gli111p.re of typical Flemi.rh 
landrcnpe on the left 



1691 

1119 

1720 

1725 

1130-39 

1140-41 

1142 

1146 

1151 

1155 

1761 

1168 

ANTONIO CANALETTO 

Bunt Giovmmi 
A11tonio Ca11ak in 
Venia, son of a 
scene painter 

11-twel.r with [ttther 
to Rome on theatre 
business 

1\Tame 11.mnrled ht. 
Tegi.rter of 
Venetian paituers' 
guild 

Four vxwk.r 
cwnn issiom.>d for 
111erchnnt Stefmw 
Conti 

Studio ·woTks for 
the English 11101·ket 

Trtwel.r Bn11Ttn 

Canal rowards 
Padua 

Paints Roman 
Tllins sn·ies foT 
patrol! Joseph 
S111ith 

Pir:.t vi.fit to 
Lomkm 

Retttrns briefly tv 
VeJtice befon• 
nw1nining ilz 
England 

Ret:ttrns to Vt•nia 
pe1711tntentiy 

Elected ro Umetian 
Acade11Jy of Fine 
Am· 

Die.r of feve• · ht 
Venia• 

Eton CoUege (c./7 54) 
This vie-<lJ of the fm11uus English public school mar 
Whtdsw was painted tvwm·dr the md of Cimalettv Y 
>111)' in Englrmd, which bod begttn in 1746 

A
ntonio Canl>letto chose to paint his 
native city, Venice, knowing it could 
make him plenty of money. His fOrmula 

- masses of detailed architecture, shimmering 
waters and blue slcies- went down well "ith the 

English nobility doing the Grand Tour. So well 
that, at one stage, J oseph Smith, the British 
consul-in-\a.".:titing, was acting as his agent. 

In time, Carr•lettO rctincd his output tO suit 
the market even better. His repertoire grew It> 

include popular Venetian festivals and 

ceremonies and he was willing to (YJ int an entire 
series of vedute (city views) in a unit(.lnn size, to 

furnish any Sl»tcly home. 
Canaletto made no secret of his rclia nee on 

the ctmJera obscttra (see page 1 98 fi>r a definition 

of this device), especially at sketchbook s~»ge. 

The C> mera itself was well known, and first 
record~"<! in 1550. Canaletw ~»ught others how 
to use it and thus render perspective 

convincingly. His nephew, Bernardo Bellottn, 
proved an excellent pupil and evenwally painted 

for crowned heads all over Europe. 
\Afar in Europe in 1740 <:tisruptcd filreign 

tn1vcl and it was a time to seck out English 
clients at home. From 1746, Canaletto lived in 
London for almost ten years, working for 
patrons such as the Hanoverian Duke 

of Richmond. 
Always the best customers of Canaletlt>, the 

sale of Joseph Smith's entire collection tO 

George Til in 1762 brought to England 
the world's tinest selection of his paintings 

and drawinf,'S. 



Basin ofSt Mark's Square, Venice (detail) (c./745?) 
The vie-u1 that so 111nny Grand Tottrilt.r fTirJei /ed to see, and 
buy- OJt ctm:vas. It was not 'tmkmrum, for I!Jttbusinstic d ients 

w take their Cannlettos home before the paint bnd dlied 



3 

JS1:J(?) 

JS84-88 

JS92 

JS96 

1}99-1600 

1600-4)6 

1606-09 

1610 

MICHELANGELO MERISI DA CARAVAGGIO 

Bunt in 
Cnrtwaggio, 1U!I1r 

Nlilau, sun of an 
mrhitect 

0Jphmmf, traiJT.ed 
tmdeT Pete1zana, a 
pupil ofTit;a, 

Goe.r w Rume 

Arfeets first patron, 
Cardinal del 
Monte 

Pin-t public 
coT! nil iss ion 

bwolued in 
ai111inai nctivih'es1 

flees Rn1ue fin-
Naples 

11-rroel.< to Malta, 
SJracttse1 1\tlessina~ 
Palermo and 
Naple.r ttgah! 

Receive.< papal 
pankm. Die.< of 
111nlnTiai fever in 
Po1·w En·o/e Boy With a Ba.~kct of Fruit (1591-4) 

The bu;1 wbo luok.r a.r if he could be offering him.relf w the vie-<1Je1· ttlong with the 
fruit, is pos:ribiy a seifp<nt:rnit. Camvaggio would have been m·ormd 21 years of age 
but already dtmum.rt'ratetl mt ns.rttFmue in. hmtdling the exhnn.es of light and .fhndU"clJ 
kuq-um m· chiaroscuro 

C 
aravaggio's early education m 
Lombardy gave him a passion for 
rca lism and a dislike of idealization; 

later, in Rome, he would discover that these 
were revolutionary conceptS. The models 

chosen for S>lints and suppliL'antS in his religious 
pictures were genuine peasants with rags, 
wrinkles and dirty fcc~ Not surprisingly, this 

upset orthodox patrons and members of the 
public alike, who preferred the contrived 
elegance of Mannerism tO Caravaggio\l down­

to-earth observation. 

Caravaggio himself very much admired 
1\•liche langelo Buonarroti and paid homage 
to him several times. The angel's hands in The 

lmpimtion of St Mrttthm•, painted for the 
Contarelli Chapel, recalls God:r c,·eation of 

Ada11J. on the Sistine Chapel ceiling; and in St 

John the Baptist (Yimth with Ram), the boy poses 
exactly like one of the igmtdi, also on the 

Sistine cci ling. 
It appears that Car•vaggio\l method was to 

paint directly from his models, with no 

preparatory dnl wing. This indicncs the ll~ of 



lenses as a technical aid. I lis patron, Cardinal 
del Monte, is known to have had some C.\l'ertisc 
with optics and may have provided the 

artist with equipment that would have 
projected the images direcdy onto the canvas, 
helping t<> reproduce pointS of high contrast 

and forcshortl!ning. 
By upholding his own aesthetic values and 

avoiding any consolatory approach to his 
subject.~, Caravaggio quite literally placed art 
in a new light. The fresh immediacy of his 

work suited the aims of the Catholic 

The Supper at Emm•ms (detail) (1)96-1602) 
7be gestm~.' in this pirtttre tell tts a gtvat den/. 7be otttstretrhed handr of the 

disciple tm the dghr, nltd thafe of the other gdpping his chah; captttre the 
inmudiate 11101/U.'Ilt of 1'erognitioJt, ns the bemrliess )'Oilth the)' 111d nhng the 

Toad ?TVeaLr himself to be the ?V>1tnrcted Cbri>1 by blessing the meal. The still­
lifo of fruit makes biblical Teformces W mtored life a11d expetttttiomfulfilled, 

whiM the apples - >JWtboLr of temptation- nwtailt noticeably blighted 

Counter-Reformation too, as they hoped 
that dramatic imagery in their churches 
could be used tO tempt people back from 

dour Protestantism. 

Caravaggio combined a short, wild, 

occasionally criminal life with an iconoclastic 
attitude. His inllucnce lived on in the studios of 

tbc Gentileschi family, particularly that of tbc 

remarkably talented Artemisia Gentilcschi. 
Caravaggio's works continue tO resonate, 
specitlcally with film-makers such a.~ Pa.~lini, 

Jarman and Bercnlucci. 



3 

1819 Bunt in Aix-en-
P1VV!!JTff, son of a 
bmllwr 

1852- 9 Stttdies at CoUege 
Bomfxnt witb 
Emile Zoin 

1859-61 Stttdies lttw at A ix 

1861 Studies art in 
P oris, ?l'NtnzJ f(J 

Aix 

1862-70 Rejected by P11ris 
Salon. H·muo-
PrttsYinn wm· 
d1ives him tv 
I'EsttUjtte. Meer.; 
HorteJtse Piquet 

1812 Bhtb of.•vn Pmd 

1873-79 In P<mtoi\·e and 
Atrot'rs-.wtr-Oise 
with Pissaro 

1880-88 Lives hzi'EstaqiU.' 
n11d later 1/JOVi':i tv 
Gnrdnmu 

1886 1Hanies Ho1ten..w!. 
Father dies leavi"g 
him an i11be1i tance 

1895 Fir.\t one-'!1Jfl1t 

show at Ambroise 
VoU11rd GaUe~J, 
Pm·is 

1906 Dies of pnetmum.in 
inAix 

Still Life with P ots and Fruit (/ 890-94) 
A study of shape, volume mtd roiom; nil 111ilmtely m·rnnged, to iUu.rtrnte 
pnfertiy Chamte:r oum. V..'oTds: '71·eat nnttt?-e by menn.r of the qiinde1; the 
.1phe~~, the ro1w, eue~ytbing brottght i11to prope1· penJ>ettiw ... directed 
rowmrls a cent:nJ poi·nt.' 

P
aul Cezanne was a shy, irritable man 

who, afi:er a discouraging start in the 
early 1860s - a forbidding fHher, 

examination failure and Salon ref<Lo;als-scarcely 

seemed destined for la sting recognition. 

Acclaim W}L~ hard won, talcing over thirty years 

of disciplined work before his first one-man 

exhibition in 1895; filllowing which, younger 

artists like the N abis formed an enthusiastic 

clique, alert to Cezanne's pushing of the 

bounda ries beyond airy Impressionism. 

Ccza nne knew that the theories of Parisian 

academic; and critics, let alone public opinion, 

were not sympathetic to his ideal of 'the logical 

development of cverythi ng we see and feel 

through the swdy of nature'. It was his desire 

filr this essential harmony, expressed by colour 

as tOne, which drew him back tO his bek)v~-<1 

Proven~e in 1 882. T he rcclLL~C who wished 'to 

make of Impressionism something solid and 

durable' eventua lly went much further, 

providing the impetus for Cubism, Abstn>ction 

and the gamut of avant-garde experimentation. 

Renoir asked: 'How on earth docs he do it? 

He cannot put two touches of colour on Ill a 

canvas without its being already an llChicvcment.' 

In the Park of Chat eau Noir (c. /895) 
Cezlllm.e' ln11d.rcapes oftbis period wn~ solidi)' built fivm pltme.r ofcolom; but 

'111od11lntitm.' ·wa.r aiv.lii)'S Cizmme's keyuwrd and bt' worked patches of.mbtie 
em·th hues roht$rentiy aiong.,ide stronger tones of gret'Jl aud blue for 11 .\'U.prntll'~Y 

fmaghtntive evocation of his 11ntive cottJT.ti)'Side 





~3 JEAN-BAPTISTE SIMEON CHARDIN 

1699 Bunt in Pan's, .wm 
of a cabinet 111aker 

1114(?) Srtn-ts tmining 
and u.YJrking as 
1·e.~1orer 

1724 

1728 

Admitted tv the 
Acadbnie de 
Sahtt-Lrtc 

Discwered by 
Nirolas de 
Largilliin at 
Salon de] etm«sse. 
Eluted tv Fmtch 
Acade111y 

1131 Manie.r 

1133 

113> 

1140 

1144 

1151 

1161 

1161 

1119 

MmJ,rtterite 
Saimmrl 

Ttrrns to geml! 
paiming 

Den th of Ulife nnd 
t;-<))() daughter . .-

Prese11t.l!d to Louis 
XV 

1Hanies F1·mtrvist!­
Mmgtterite Pouget 

Retttrns to 
painting still life 

Beromes official 
hanger nt Paris 
Salon 

Denth of.rM 
Piem!-Jean 

DieJ in Pan's 

The Ray (1728) 
One of the pair (the othe~· .,,..,. Le Buffet) that Chardin .111b111itted to the 
F1·e11ch Academy u;hen 1\lico/a.r de LargiUii!re fint disrovered him armmg 
otheryormg hopefuls, at the Salon de Jetmes.re. People had 111is1akm the 
cll1tvtlsesfor Flemish .\1iU lifi•s aud they ·we11' considered NJod enough rtJ go 
jorw11rd irnllu'dlilteiy 0.\· Cbtnr!iJt.:r diploma pieres 

C 
hardin was the least ostentatious of 

eighteenth-century French 1r•inters 
but is often cited, with ~Vatteau, as the 

grelltrst. Larer admirers of his domestic scenes 

were Courbet, Van Gogh and Gez.anne. 
There is no hint of Rococo gaiety in 

Chardin's pictures, despite the exhubemnce 
shown by other artists of his day such as 
Boucher and Lll ncret. 

To begin with, he produced still-lifes of 
animals and fruit, similar tO the [>'Jir that won 
him his place at the French Academy. Then 
came his genre period, with a nod to the Dutch 
school but none of the heavy humour. 

own petit bourgeois holl~hold were his focus, 

and made their way Onlt> the walls of wealthy art 
lovers all over Europe. He had an instinct for 
relling tbc exact moment when a look or gesture 
could he crystallized for posterity. l()gether 

with that gift, he had evolved " special 

technique, ll~ing thick layers of pigment and 
thin, luminous glazes tO produce jll~t tbc right 
texturesllnd play oflight. 

Chardin's handling of tonal values were 
impressive enough, but the writer Diden)t 
called him 'the great sorccror' because his 

pictures offered so much more. Without 
preaching or f•lse sentiment, he tllpS intO a 

For eight years, the activities of Chard in's consciousness beyond outward appeamnces. 

The Young Artist (17M) 
Cbm-di11.:\· trdiJt.SOJt, Pierre-Jean) mvtmd the llgeofn'VeJt. Dressed ht a blue 

uw1dng apron, he is pictm~d with a stick of Ulhite chalk in a holdet; .rtJtdying a 
d1·1rudng in fiv7Tt o[hi111. Pittrre-Jt•nn did iJr. fnctgru-clJ ttp to be an nrti!J1 aud 

was Jiving in. Vim ice in. 1767 ·wht•n he died in111J'.\1eriottJ cfrcttiiJ!tlaJta's 
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124)(?) 

1272 

1277-81 

1101-02 

1102 

GIOVANNI CIMABUE 

Bunt Cemti di 
Pepc in Flormre 

Active in Rome 

Aaive in Florena• 
n11d An·isi 

Arrive in Pis11 

Dies in Pisa 

T he Santa Croce C rucifL, (c. 1272) 

The cruafiYitm of Cbri.~1 was 11111njor th£?1/f! for Cimttbue and he is believed tiJ 

have painted the mbject several time.<. Tbe pathu.< of this graceful figttre is· 
echoed by the glief of the 111ottme" in the panel.< olt either side. &verely 
damaged by the Amo flood i" 1966, the cmdfix ha.r since bem •·e.110red 

G
iovanni Cimabuc, a Florentine 

painter and mosaicist, was a 

forerunner of the Renaissance. T here 

arc few recorded details of his life, but he did 

tn>vel 10 Rome in 1272, where politiL'lll and 

rcligioLL~ rcfi'>rm was in the air under the new 

pope, Gregory X. Gregory was a man of large 

ide,.~. He called for a General C.ouncil in Lyons, 

which turned out to he a high-water mark of the 

Middle Ages. 

There in Rome, Cimabue discovered that 

even the artistS were eager for change. Muralists 

were exploring ways of bringing more realism 
inti) their work. T here was a stn)ng desire to 

move away from the tra<titional tlatness of 

Byzantine art and Cima hue sympathized. 

One of his principal works is the Set of 

frescoes th;lt he and his pupils painted for the 

church ofSt Francis at Assisi, between 1277 and 

128 1; another is his apse mosaic in Pisa 

Cathedral, depicting St John the Evangelist and 

completed in 1302. vVhile remaining faithf<d to 

the Byzantine tn>dition, Cimabuc contrived to 

give forms a new dimension, acknowledging 

space and distance. 

So the rna~ter paved the way for his most 

f• mou.~ pupil, G iotto. It is said that they met 

one day on the Bologm> roa d. Giottr) was a 

shepherd hoy, scratching the picwre of a sheep 

onto a rock and, rccogn izi ng his talent, 

Cirnabuc invited him ro hecome his apprentice 

in Florence. 



Tbc Santa Trinita J\<ladonna (c./280) 
Ci111nbue:rpioneering design softened Byzantine rtw1rtn11entaiity and ronverted 
it t(J 11Jo1·e em·tbly drmmsionr. A lthough the foldr of the Virgin's cloak m·e .1tiU 
defhwd with gold lines, the dmpe1y bang.< quitenat.ttrnlly; m1d the jt1ce.r have 

exchmzged the formality of iron.~· for tl1U.'W wm7nth of expression 



38. 

1600 

1612 

1611- 26 

1626 

1621 

1629 

1613 

1635 

1653(?) 

1682 

CLAUDE LORRAIN 

Bunt Claude 
Gellie in 
Chamagm·, 
Lorrn.in 

01phnned 

Studies in Rome 
with lmulscnpist, 
TaJsi 

To Nnnq fin · 
apprenticeship with 
Deruet 

Retttrns to Rome 

JN!1'111111Te11fiy 

Fin1 dated work, 
Lant1.~ctpe with 
Cattle and 
Peasants 

Joins painten' 
Academie tk 
Snhu-Lttc 

Begim Lihcr 
Veritatis, 11 1-ectn·d 
of his trlVn. work 

Bh1h of daughter 
Agne.re, though 
Clttttde Te111nins 
'IIJJ1/JOJ'Ti£•d 

Dies in Rbme 

View of Seaport with Mist Effect (c. /630) 
A t)'pical Clntttk senJxnt vie-<lJ, with toll buildhtgs jla11king the 
composition nnd light flooding the whole .<eme jru111 n poi111 jt<rt above the 
lm·izun. 1bi.r picture nl.ro illustrates ho-<1J depth is achieved by looking 
tow1mlr the hl1"0' ho•·iwn through 11 grndunl foding of.rbnrp outlhte and 
strong co/om· 

C 
laude Lorrain~ chief contribution to 
classical landsca pe painting was his 

masterly treatment of light. Although 

nOt formally educlted, Cbude knew the stories 

that provided his themes &om mythology and 

the Bible. He would adapt the settings- pastoral 

or coastal - for an opportunity w expk)it light 

and atmosphere or perhap.~ strecrh to a br<r.H'I 

horizon. But aJways, the basic inspiration was 
the Campagna, the stretch of low-lying 

(1)untryside around Rome, steeped in antiquity. 

Ti ssi, Claude's early teacher, gave him lessons 

in perspective and composition, fi!,'<tres and 

animals. Claude then progressctl to paint seaports 

and, &om around 1640, tO monumental 

land~capes with rivers winding through tall trees. 

A decade later, his \nlrk bCL"rne stiU more epic; 

rather solemn and mysteriOlL~ and paintrd on 

large canvases with a cooler palette. 

Cia ude\; patrons generally carne from the 

French or Italian ariswcmcy. He painted rapidly 

&om necessity, but never neglecred a thorough 

prepan>tion through dmwing, especially from 

nature. Sometimes h c pain ted outdoors, to 

observe sunrise and sunset at first hand. 
Claude and Poussin dominated the 

seventeenth centuty in this genre and spawned 

many imitarors. In 1635, to keep track of his 

output and !,'llard against l(>rgcry, Claude began 

recording his commissions in a sketchbook 

called the Librn Veritnti.r, the 'book of truth'. 

Financially secure, he led a quiet life and 

n ttore<l only two srudcnts. His workswenton to 

inspire generations of artiste~, like "Vattcau, 

Wilson, Turner and Cole; nor should 

we overlook his cn!huing in t1 ucncc on 
eighteenth- and nineteenth-century English 

lan(l~ctpe !,'llrdcners. 



Landscape with the Nymph Egeria (1669) 
One of Claude:,· later and inrge.\t cmwa.ws sh<rrJJ.r Egerin 

innJtJU1"1tingfor her dead bttsbmtd, the king of Rome. Themes of grief and 
ro11so/ation are echoed throughout n tightly orgtmized rollmr .rchem<-, 

11/iJdttlatingfr"'" dndt to light. Tbe Ytock element,-of a Claude landscape are 
unified by a soft h'ght stren711ing rowmrls the vie-u;e1; v.;hose eyes m·e gently 

guided mvund a series of.\71lnil, poetic vignettes 



1801 

1818 

1823 

1826 

1829 

1840 

1 841~2 

1848 

THOMAS COLE 

Bont Bolton, 
England, son of n 
ruam(actttrer of 
textiles 

Family emigrates 
to USA 

Studies at 
Philadelphia 
Acadwq ofA1t 

St•tt/es in CntskiU.r, 
co-fotmd\· Hudson 
River School 

11-rroe/s to Ettrope, 
111eets Constabk, 
Lm.J.rn:ua: and 
Titn1e1· in Umdon 

WOrk bero11w· 
iurreasingiy 
Teiigious 

RL'Vi.1itr E'ltrope 

Dies in New Yrwk 
Niagara Falls (1867) by Frederick Church 
Mm11'1" of fJ11110rn111i<· ltmd.rtYtpes, C'bttrch 'Wtl.f the 011/y pupil of Cole a11d 
Tesponsibie for sorm! 1.1/0JT.de1ftti images uf pre-industrial Americn1 in the 
Rommttic tradition. His NiagarJ Fallsn'17ders this 1110st Jpt•ctnculnr 
plmumunO/t with a typicaUy insph~d and na:omplished handling of light, 
.\pace mr.d ·water 

W
ith no formal training, the k>under 

<~f the in8uential, Hudson River 

School, Thomas Cole, learned the 

basics of oil painting from an itinerant 

portraitist in Ohio. He follow~"<! that with a self­

taught dra\\1ng prOf,'TamrriC that would serve ro 

underpin all his landscape work. 

Cole's progress tO IUD recognition w:l~ rapid. 

His paintings resulting from his first trip up the 

Hudson to the Catskill Mountains earned an 

enthusiastic reL>cption in New York. By 1829, 

when Cole visited Europe, he w:l~ regarded as 

America~ leading painter of awe-inspiring 

scenery, single-handedly responsible for 

introducing the notion of the Romantic 

landscape. As one who had grown up in ll 

manufacturing environment, Cole was very 

sensitive tO the effects of industria tization and 

dangers of city sprawl. 

Cole returned tO America with ambitiOlL~ 

plans tOr a history-style allegoriL'lll series, 

entitled The Comye of E111pin•. How(.·vCr7 his 
p~ltrOnS preferred his views of American nature~ 
which they revered almost a.~ rctigious images. 

After another trip ro Europe in 184 1-2, Cole 

adoptl!d the prodigio<L~ly talente<l Frederick 

Church (1826-1900) as his pupil. Following 

Cole~ startlingly early death in 1848, Church 

showed himself well able to carry on the 

Ilu<L~m River tra<tition. Like Cole, he prepare<! 



for his studio works with hiking and sketching 
e'T'~"<Iitions. A brilliant dnlftsman and colourist, 
he took himself much fttrthcr than his tCllthcr; 

w exotic k>L'llrions in South America where he 
found a veritable paradise, and once on a long 
trip right around the shores of the 

Mediterranean Sea. 

StJohn the Baptist in the \<\rtJdem ess (detail) (1827) by Thomas Cole 
Painted in !Ve-,;; York, bet-u;t•en Cole:\· hi~txnic t?ip 11p Tiver and his first visit to 
Europe, this demomTrates the Httdsou River Schoon· treatrmmt of tlu! m.vesom-e 

A111ericnn ·wildenre.n·. It nor only fed the wonder of traveUers, with in sMn'ng 
1/IOttntnhTS and pltmging wateJfaiis, but aLw .ftirred their souls in ronf£'11lPiation 

of 'God in JVatmr/ 
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1116 

1196- 98 

1800 

1802 

1816 

1824 

1828 

1829 

1831 

1837 

JOHN CONSTABLE 

Bunt in Emt 
Bergholt, sun of a 
corn 111erchmu 

Takes JessQJts fivm 
John Thomas 
Smith a11d /at~•; 
GewgeFnm 

Enters Royal 
Academy SchooLr, 
LoJUum 

Paints first vt•nrion 
of Dedham Vale 

Elopes u>ith and 
1tllnTies 1Hnria 
Bidnw/1, they settle 
in Ltmdt.m 

TheHaywain 
wim gold 1/Jedal ar 
the Pm·ir Salon 

lt1m·itl dies ofTB~ 
leavhtg Com table 
with seven. children. 

El~cted a Royal 
Acadnnidnn.. 
Pai71fs Hadl~igh 
Ca.~tle 

Paints Salisbmy 
Cathedral 

Dies in Umdon 

Study of Sky and Trees 
For Comtable, 'si..J'ing' 111eant 11111king srllltli oil .\tudies of doudr, whh fuJi 
notes wn'tten on tlu! back. 1jrpicaUy1 ht• cwered -red primer in thick st:rokes 
and ovedapping colotm, which gave depth tv tbe cloud Jiwmntion. ?bey 
·were not 11.ecessnn'!y part of m~y larger cmllptJ.\1'tkm) butn!corded the 
1·eality of weathn; light and co/om· in a particular ptttch of.rky 

J 
ohn Constable based his paintings on 

sketches done outdoors, directly from 

nature. A~ a student he had dutilitlly copietl 

the landscapes of Van Ruisda el and other 

masters but- although he admired them greatly 

- he refused tO create work in the sa me style, 

saying, ' It would be <:tishonest tO wear Claude\; 
coat and call it mine.' 

Constable's method depended on using 

'divided tOneS' (pure COlOurs jLLXtaposed to 

recreate lhe vibrancy of external light) laid on 

with rapid brushstrokes. Such a daringly orif,>inal 

approach \\"JS criticized by lhe English Academy 

but aecla imed by the French. It was Paris !hat 

gave Constable due recognition - and a gold 

medal - when 1be Hny<Eain was exhibited in 

1824. D clacroix and Gericault became insl:lmt 

devotees of his Romantic naturalism. 
1be Haywain came from ConStable's London 

Studio, where he had tived since his marn;lge in 

18 16. All lhe pictures lha t he rra in red !here 

relied on skillful preparation from full-size 

sketches, and many of the canvases were "six­
footers'. Only when ConStable had pieced 

wgcther" sketch in sulticient det>1il tO refresh 

his memory, was he prepared t<> begin work. 

Sa(Uy, few bought Constable's work in his 

lifutime, l(>rcing him to rely on the generosity of 

others. His long-llwaitcd admission to the Royal 

Academy carne in 1829, alter years of failure to 

acknowledge his dediL'lltion to interpreting lhc 

mutability of landscape; and jLL~t when large 

swathes of it were being swallowed up by lhc 

industrial revolution. 



The Cornfield (1826) 
The iJtbabiti'd landscape was Con..\1nble }· am .. \tant nnd 1/JO.\t inti11lnte theme. 

The Jane to the ronifield is the .\111/Je one the artist foJIITt.Ved w Jchoo~· this is the 
Suffolk tbttt he cm,-ied i11 hi.r berm aU his lifo. The Cornfield rmces JL'Vernl 

point.r in time nJTd .\pace. The vertical fin71Jnt :.teen the viewer's gaze, fiv111 tht• 
boy at the st:renm, to the 11/0Jl Tenping the corn and finaUy, to the cbttrch toWt'r 

among the trees. The Romn11tic poet Word11vorth mbscribed to the fimd that 
pttrchnsed this pictm~ fin · the E11glirh Nntitmal GnUe~y 



1796 

1822 

1825- 28 

1828- 34 

1813 

1834 Olld 

1843 

1847 

1848 am/ 
1849 

1850 

1854 

1862 

1875 

JEAN-BAPTISTE CAMILLE COROT 

Bunt in Pan's, .wm 
of a dmpe~· a11d a 
r11iliiner 

Quits as dmpe1·:~· 

appre11tice to .rtud)' 
mttmder Bertin 

Fin11 v isit to Rome, 
v ia S·witzerltmd 

Trtwels rotmd 
F1·ance 

Wins medal 11r 

Sa kin 

R<'Vi.,it> I til~' 

Awarded LegiM of 
Houottr 

Meet,; 1beodm~ 
Rousseau.. Elected 
rm.>t11be1· of Sni<m. 
jwy 

Meet.;MiUet 

Vi.rits Belgittm m1d 
Holln11d 

Meet,; Com·bet. 
Vish.r Engln11d 

Dies in Pan's 

The Wheelbarrow (1881) by Camille PiS>1trro 
/..ike Arfj/Jet and Dmtm.ieJ; Pissnnv shared a profottnd 1l!spert for working 
people; 11101~ than that, be uw.< involved i11 .wcinli.rt politics. A lthough be 
knew han/ship him.relj; uumunl u.VJrl< i.ou.-ver portrayed ns han·b o1· 

dmmming: 'Work i.r a wonderful •·egulntrn· of mind a11d body. I forget n/1 
soJ-rtrUJ1 griefi bittentess mtd I even ignQre them nltogt'ther in. the joy of 
U'OTking.' Hnt> a V..'011JOJT. jJimsesutith an m71lfttl ofstrtrt)) ttnder what 
.11tgJ,re.rt; a trim11phnl m·ch, fo1711ed by the apple tJ·ee.r 

T
he works of Camille Corot ha rrnonizc 

wich those of his nineteenth-century 

French con""rnporaries, nl chcr like the 

man himself, who was a kind and generous 

friend to many. Yet his art does not belong to any 

single category, de.-.-pitc his later acq traintancc 

wich the Barbizon Sch<:xJI. Orif,>inally a ttnlCtcd by 
watcrcolourist B<mington's lightness of tOuch, 

Corot recognized chc rx)ssibilities of lan<l<;capc 

painting, and chat chcy were tOo often ignored in 

fiwour of a standard classical interprecttion. 

After his first visit to Italy, which was w 

prove so crucia I to his dcvelopmen t, Corot 

produced rich tonal work chat acknowk-dgcd 

the tra ditions of Pous.<;in and Claude and 

borrowed clements of Romanticism. It led ro 

success in the Salons and even influenced 

C&.<anne and the post-IrnprcssionisiS. From 

the 1850s onwards, Corot bCf,'lln t<> paint lL'ling 

as many a.~ twenty tones very close to one 
another, resulting in a delicate silvery look chat 

rna de trees look particularly attmctivc. C'.orot was 

greatly admired by the Impressionist.<;, and 

Bcrchc Morisot IK-e-a me one of his pupils during 

chc 1860s. 

Camille Pi.s.~arro ( 183 1- 1903) was born in 
the \Vest Indies and arrive<! in Paris in 1855. He 

met Monet at the Academic Suisse, and was 

in8ucnccd, like most young painters, by C',orot 

and C ourbet. Corot's key advice w him was to 

'study light and tnnal values: execution and 

colour simply add charm'. Pissarroshowcd at all 

eight Impressionist exhibitions and bcca me a 

"'lucd mcnwr tO Cezanne and Gauguin. A<; 
well as teaching, he was always eager to learn 

new techniques, such as Scurat's pointilii.m1. 



Apple P icking in Ariccia (c. /86 7) by Camille Corot 
0Jte of Corot's silue1y Janduapes, ht which ht• captures a fleethtg 111oment 

oflight and 1/JOVrmwtt ·with such delicary that his apple picker rould 
nl111ost be taken fo1· one of the nymphs ina Claude scenario. Her hazy 

presettce here scaT«~)' hiJT.ts ttt C(n-Ot~· inter showing ns a co111pelling 
painter of portrttits and studies of ·worneJt 



1182 

1798 

1800 

1800-01 

1803 

1807 

1809 

1812- 22 

1811- 20 

1823 

1834 

1841 

1842 

JOHN SELL COTMAN 

Bunt in 1Vorwich, 
S01l of a silk rnerce1· 

Srttdies in London 
with Ghtin:\· cirde 
ofwntercoiom· 
mtiso.· 

Pint exhibition nt 
Royal Acndem;) 
LoJUum 

Tottrs Bn'tain) 
bt•comes drawing 
/:lf/()1' 

Joins Sketching 
Societ;y hz Unu/on 

Rt•tltn"s to 
1Vorwich to tt•nch, 
sets up i111t1ge 
iibrmy for students 

lV!anies Ann 
Miles 

Based in 
Ym711o11th, chit.fly 
priltt:tllnkil•g 

Time tvttrs of 
Non11andy yield 
t-u:o volttr!J-e.\' of 
etrhingr, published 
in 1822 

Rt•tttrns to 
1Vorwich to Te.\111/Je 

paiming 

Berorn-esfir:.1 
Dr1r<1Jing Master 
nt Kinger College 
School, Lo11don 

Final visit to 
No•folk, 111nkes 
studies for 
lmulsrapes 

Dies in Umdtm 

The Marl Pit (c./809-10) 
A1·otmd 1804, Cotmnn:r .rt:yleewlwd tv thnmofjlttt :umes of 
tTi1u.sluuJT.t coiom·tmd drn111ntic iigh t mtd shade, and he tvmbined these 
t-wYJ elemertt~i to rn.•nte his di.\1htctive vi.wmi patterns. '"/Vis devt•iopment 
1110.11 probnb~' rn111e about tbrough his ns.wdntion with John Vnrle;1 a 
fell<ru>11m11be1· of tl;e Lwuum Sketrbing Society 

L
ooking back at the llgc of sixty,John Sell 
Cotman said, 'I never knew the time 

when I was not fond of drawing, and 

hllve heard my mother say I drew long beli>rc I 

could speak.' These words C<mtlnn what we 

know of Cotman: lhe popular teacher set up a 

circub ting library of over 1000 images for 

studentS It> practise from, and his ttlent for line 

illustration extended tO tine printmaking, 

catering t() the taste for European culture 

acquired by those who had rnll(le the Grand Tour. 

J-Iowcvcr, Cotman is best known as one of 

the essentially English, Norwich School of 

landscape rrainters, which he and 'Old' john 

Crome led from 1803. They drew inspiration 

from Dutch paintinf,>S of tla t land and big slcics, 

which cvokt-cl their own Norfolk countryside. 

Cotman's basic technique - including 

r>• inting outdoors with a limited palette - w;~~ 

learned in his teens at lhe open studio ofGirtin, 

whose brief career profi>undly inllucnced all 

British wa tercolouristS. Cotman showed a very 
precise C(mtrol in lhe way he 'held out' his white 

areas, rather than wa shing ("Oiour over all and 
scraping or sponging back w the white paper <>t 

a later stage. His choice of particular 

•iewrx>incs, high and low, gave scope for his usc 

of abstract pllttcrning in areas of shade ;md 

rcllcction. This, and his characteristic broad 

washes, were compared at the time to the 

emerging works of Chillll and Japan and quite 

startlingly prefigure lhe modernistS. 



T he ChirkAqucdu('t (r. l f/ 10) 
The 11/0JTtlm.en.tniiry of this Welsh nquedua b· ntrcntunretl iu riJe tlm111nr ir 

nvpping; its "'"he>· are doubly emphm'ized by the /(fVJ vii.'Wf)(Jillt, •mirrored in 
thew om: It is likely that the image was 111ntlewitb the nit/ oft he C;lmCr" 

Iucida - n pri.I71J. that ptvjected mt image on tv 11 Jlnt sheet of drawing paper - n.r 
the brother ofCotmnu)·jrimd, John vnrley, hilt! ·rete lilly tlevelop<·d II relesropir 

version. &th deviter require rotJSitkmble skill to rm 



1819 

1841 

1844 

1841 

184,V 

185:1 

1855 

1856-69 

1810 

1811 

1812 

181J 

1811 

GUSTAVE COURBET 

Bunt in Ornan.\~, 
S01l of n fanner 

Srttdie.r law in 
Pm·is but changes 
to pailllillg 

Self portrait 
ncrepted by Pm·i.r 
Sawn 

L(JI)er Virginia 
Binet bears him a 
son 

Pan's 1T!Vaitttiott, 
nbdirntkm of Louis 
Philippe 

Meets patron 
A lfi~d BmJ'n-' 

Stages exhibitiM 
in PlfVilion of 
Rea/inn, Pnri.r 

11-twe/.r Europe 

Active Republican 
nfte•· defeat of 
Napoleon Ill 

lmprisom:d for .ri:r 
1/J01Tth.r, fined for 
rrooiutian/11)' 
adiuitie.r with 
Pan's CortmJ tote 

Den tb of son 

Fh'es ro exile in. 
Swit=dmtd 

Dies of d1vp.\)' in 
La Totw-de-Peilz 

The Painter:~ Studio (detail) (1855) 
These figttre.\· appear at the a'11tn.• of a huge canvas rneasttring 12 x 20 
feet. Although be had .rttulied lnrge-.fCak picttrre.r in the Louvre (Cow·bet 
was 11/0stiy self taught), this rom position is VeJ)' simph•; ) 't't certttht mpects 
echo hi.r admiration for Rembnmdt nJtd VelaUJHez. Mml:J' otberfigttres 
crowd in on either >ide of the fttll pictw~, which Cow·bet de.f("libed as 'the 
1110rnl and phJ.ricnl hi.rt1JJ)' of 11/.)' studio' 

G
uStave Courbct reached his peak a.~ a 

Realist painter in the 185 Os. Realism 

was regarded as dangerous by the 

French Acll(lcmy who dislik"<l anything paintetl 

in a spontaneous:~ Lmcontrive<J manner. In those 
days, Courbct's battle for artistic freedom was 

totally consistent with his politic-s, which were 

socialis t an d anarchic. He fought any 

Orf,"'nization, having already gm~ped the 

implications of the shift from an agrarian to an 

industrialized society: ' I muSt be free even of 

governments. The pt,1plc have my sympathies, 

I must address them directly.' 

Courbct oook from the Romantic movement a 

fi:eling of tornl emotional involvement, hut he 

discarded the central role of the individ<ra l, 

believing truth and dif,mity were located in the 

community and rC>Jiity of everyda y lifi:. 



When the jury for the 1855 Paris Universal 
Exhibition rejected Courbet's The Paint~,-:,. 

SNtdio, people ridic<ded him fur h'wing set up 
his own show in a 1Pavilion of Realism'. 
IIowcver, one of his tCw supporters, Delacroix, 
puhlically dec Ia red: 'They have rejected one of 
the mnst outsrnnding r••intings of the times.' 

By giving 'things a.~ they arc' the 

monumental treatment normally accorded w 

Peasants Returning to Flagcyfrom Market (1850) 
OtU' of tin·ee Re~~li>t pid1n~.< that 111ade CourbetY 11a11Je nt the 185~ 51 

Pa.-i.r Salon. The othe~· """'" were The Stonchrcakers, and hi.r fint 
mommJetlfltl caJwa.r Burial at Omans. All tin~e painting.r .rhocked the public 

becnttse ordimny viUnbrers u:ere presented ht a sr:yle th11t Tll1tked them with 
their cbetters'. OpinioJtnted and prw(J(ative as eve1; Com·bet wm· pu.tting m·t 

nt the service ofsudai 1t!voitttitm. 

mythological or hisrorical themes, Courhet set 
out to demolish the tnlditional hierarchies of 
subject matrer and increase the emphasis on 

purely formal values. He felt the act11al canvas 
and paint were as much his subject matter as the 

scene he depicted. Such ideas were well a head 
of their time and Courbct's declaration of 
crcati ve i ndepcndence opened a door for 

1\hnet and the Impressionists. 



1500-
1)01 

1504-
1550 

1508 

1519 

1520 

15'11 ttlld 
1540 

1>50 

155'1 

LUCAS CRANACH THE ELDER 

Bunt Lucas 
Stmder in 
K1vnnch, .rem of a 
painter 

lV!ove.r to Viemra, 
in nssocit1tion with 
11ew ttJtivenit:r 

To Whte~~betg as 
Cottrt painter tv 
F1·ederick Ill, 
Elector of Saxol!y. 
Meet>· tmd 'IJ)orks 
for 1Hnrt in L·u the1; 
airo bt'C(/TIJCS a't)' 

cowzcilkn- in 15 37. 
H i.r lmge workshop 
£.>mphys sons Hans 
and Lucas 

Visits the 
Netberltmds 

Elected w 
Wittenbng roum 
(QftJT,d/ 

Acquires 
apotbecmy~ shop 
with printer~· 
ptltRnt 

SeJ7Jes as 
8ttJ1,TV11/IlSteJ· 

To Aug.rbttrg w itb 
exiled Electm]olm 
F1·ederick. 

Self-Portrait (detail) (15 50) 
This seifportrait, made fVUiltrtil· the end ofCTanncb'.r 
lifo, shows 11 t:ypi({d, p,v,-perous bttrgrnua.>11.'r but gives 1w 

hint of his .ren.ritive u:Qrk, and adventttFe.s as a difiomnt. 
Cm11acb nLro beaded a tbrivhzgworksbop, which be 
Jm:lf'd on w his .ron a11d pupi~ Lttcas the l'Otmger 

D
etails of Lucas Cr-mach\; youth arc 

obscure hut it is pos.'ihle that he and 

Grunewald studied under the S>lme 

master. When Cr-• naeh moved tO Vienna in 

1502, he produced twO fine rx-.rtnliCS, one of the 

RL-ctor of Vienna University and the other of the 

wife of the Professor of Law. He also painted his 

earliest religiOtL> subj~X-t, The Re.t on the Flight 

into Eg)'pt, in the style of the Danuhe School. 

Cranach had dearly ese~blished his 

reputation when in 1505 he was invited to 
\Nittcnbcrg as (A)Urt painter and dip1omlltic 

agent to Frederick the V>r.se. His association with 

50 years, during which time he created a picture 
archive of the Elector\; entire family and Other 

prominent figures, hoth Catholic and ProtestJn~ 

[n Wittenberg, Cranllch became a close 

friend of Martin Luther and designed woodcut 

illu.,trlltions for the firSt New Testament in the 

Gcrrna n Ia nguage. The Refurmation signa lied a 

new era in mass cornm un ica tions with 
the coming of the printing press promoting 

the n1pid circula tion of ideas. Artist.' like 

Cranach and Diirer soon discovered thllt the 

mechanical reproduction of their pictures 
affi->rded them an extr-a - and very lucrative -

the Ek-ctorsofSaxony would continue lor ahnost outlet to a wider audience. 

Cupid Complaining to Venu$ (c./ 5'10) 
Cm11ncb developed the gem·e of the erotinwde for a sekct band of private 
roU1xrtJ1Y. Gt•m:rnJ/y 1ta11Jed afte-r 1t)"JIJPhs or godde.n·e.r - fo,. OJt element of 

•~spectability- tTmlfparmt drape!)', elaborate bats and jl!".veLr o11ly .reem w 
emphasize their 1ulkt'dne.rs. The s/eJ1de1; JVlmtnt•ri.\t outline of tht• body .wtgge.\1!i 

that Cnmttch ·worked 110t fivm 11 Jiv t• 1110dei but from .\t)'iized engravings 





s2 SALVADORDALI 

1904 Bunt in Figuerns, 
son of n notmy 

1921-23 Srttdie.r painting 
nn4 dnrUJing ttt 
L' Erok de.r Bmt<¥ 
A,.ts, Madrid 

1925 Pint one--man 
Jbov.1 in. Bmn•kma 

1 92 8 Move.r to Pm·i.r. 

1934 

1939 

1941 

1948 

1974 

1982 

1989 

W'dte.r snPmplay 
for BuiitwF\· U n 
Chi~n Andalou 
and joins 
S'ltrrenii.\1S 

Civil marriage to 
Gala (Hekua 
Delttvhta 
Diakinofj) 

Decln.-e.r mppott 
for Frnnro~ breaks 
with Stunnli.m . 
Settle.r in USA, 
becomes Roman 
Catholic 

Pint Tetra\peaive 
at JV/ttsetnn uf 
ModemA1t, 
New York 

Ret1uw.s to Spain 

Open.r Teatro 
1\rluseo Doli in 
Figtu~ras 

Death of Gain 

Dies ofhean 
foilmr! iJT. Figtu•rns 

Head (c. / 9/ 2) by J uan Gris 
In the early 'tntniytir' phase ofL1tbi.mJ, Gn'.r' 
palette wa.rcooUy limited. A,.otmd 1912, his to11e.r 
gn~u1 1icher and ht• tt.red rtt.\".W!t browns and creamy 
whites. In ndditio1~ he would stipple the .rwfm in 
certain mw1.r, all of which 11111rked his 11/QVt!TIJ-ellt 

ftr(})ards C'llbism:\· csynthetic' phase 

S
alvador Da li was an irrepressible self­

publicist <lnd the cultivatOr of the art 

world\; most famous moustache. T he 

technical brilli;tnce with which he could paint 

and dnlw gave him equal f, cility for 

reproducing various styles, from Realism, 

Impressionism and C ubism to the l'detajisicn of 

the Italians de Chirico and Carra. His versatility 

and skills also extended to sculpture and 

fihn-making. 

T he screenplay he wrore fur Bm'iuel~ Un 

Chim A11drtlott admitted Dali to the Surrealists' 

f,'TOup when he moved to Paris in 192 8. T his 

(1lincide<l with his discovery ofFreud~ theory of 

the unconscious; reading The lnterprettttion of 

Dreams led to Dali\; emphasis on drca m imagery 

and his 'paranoiac~ritical' method. 

However, the artiSt\; right-wing political 

views c-a used an eventual split with the 

Surrealists. As war loomed in \ 939, he and Gala 

left Europe lilr Arneric-a, returning to SIYain in 

1948. Dali's fame was always controversial, 

thanks to his provocative exhibitionism as much 
as to the media. Yet in his own litetime, his 
popularity s upported two m<LSCums dedicat("(( 

exclusively to his works. 

Dali's introduction to C ubism and the art of 

collage came about through a fellow Spaniard 

Juan Gris (1887-1927). lie was the most able 

practitioner of C ubism an d evol ved an 

individual approach through mcticulou.~ grid 

dnJwinf,>$ (he h ad originally Studied 

engineering). On arri>ing in Paris in 1906, he 

settle<! among Picasso's circle in Montmartre, 
which included Apollinaire, and Wll S 

champion("<( by the writer Gertrude Stein. In 

later years, D iaghilcv commissione<J him tO 

desif,'ll for the Ballets Russes. Unfornmatcly, 

Gris suffered chronic depression and physical 

illness, which brought about his early death. 



Invisible Mghan with Apparition on Beach of Face of Garcia in 
Fonn of Fruit Dish with Three Figs ( /938) by Salvador Dali 

The 'pnrmwiac-criticai' method used in Doli's 'hand-painted dn•mn 
photographs' inuolued perceiving 111.()11! than one i'IIJage in 11 amfigurntion. The 
dominmtt image here is the foa ron.rt:ruaed jro111 an unt mtd t-u;o 111e1t }· hmdr; 

the figr are fimned b)' the r()(ks b~)'OJJd; and the outline of the Afghan hound 
t11kes shape tbrough wittdrwept cloud.•; in head •~sting on the diffi· and its paws· 
on the .rand. Dali:rji-ie11d, the poet Loren, had bem killed itt the Spanish Civ il 

War;,. 19 36 and tbi.r 11111)' explain his· 'appmitiOil' 



1148 

1166-14 

171)-80 

1182 

1184 

1189-94 

1196 

1797 

1802-lf 

1816 

182) 

JACQ!JES-LOUIS DAVID 

Bunt in Pan's, .wm 
of ll111-1!1r:hant 

Srttdie.r painting at 
P nri.r Royal 
Amdem.y tmde1· 
Vi en, win.r Pn':r de 
Ro111e 

Studies i11 Italy, 
finally n:tu.Tns to 
Pan's 

M11nies 
Mtn-gtterite-
Charlotte Peroul; 
they In fer htwe 
four rhildrm 

Pailtts Louis >..'Vn· 
cm1nni.\'.\ion The 
Oath of the 
Horatii 

Politically itroolved 
in Fnmrh 
Revolution, ttn.tii 
m'nt.\1 n11.d nnrrtrtJJ 

escape from death. 
Divorced by wife 
1793 

RerllmTies wift 

Meet:; NapolioJT 
fo,. portrait sitting 

Climb.r m11k.r of 
Legion of HoJUJttT 

Banirhed as 
,.egiride on fn/1 of 
Napoleo1~ jlee.r to 
Bnt.,·seLr 

Dies in Brttssel.r 

Napoleon Bonaroarte Crossing the Alps (1801) 
Thi.r lively propagaJttln po,-trait was ropied 110 fe-<Ver than four timex by 
David aJTd hi . .- .rtudio. 1be111essage mgge.rted ;,. that ifNapolion ran attack 
the Alps with mrh vigom; then he will stop 11t nothing 

W
hen Jacques-Louis David came 

back to France from Italy in 17 80, 

he returned with strong ideals 

based on the supposed virtues of ancient Rome. 

He was committed to Nco-classicism, which 

demanded that artists shOLdd take their subjectS 

and style from antique models, as Poussin had 

!50 years previously. T he French responded by 

electing David Ill both the Academy and the 
Sa lon. J-lis highly tinished line, (,)[our and 

composition were f,'Teatly admired. More than 

that, his style was perceived as revolutionary, 

matching the country\; mood for an end II) 

aristocratic corruption and a return tO the stern, 
patriotic morals of republican Rome. 

Upon joining the revolutionary Convention, 

O,>vid vot£d for Louis X'VJ'sex~-cution. But on the 

death of Robcspierre and the end of tbc Rei f.'" of 

Terror, he was gaoled and might have been 

e.xccured too, had his royalist wile not intervened 

with the new 'Emperor', Napoleon Bonaparre. 

Da vid b~-came a d~-vmed follower of 
NarxJICon. lie fi)und hirnsclf at the height of his 

inllucnce and gained a knighthood in the new 

Lef,>i<:m ofHonour. 

Exiled tC) Bm~scls after Napoleon~~ fall fnlm 

power in 1816, David - an outstanding teacher 

- continued to train young painters:~ including 
lngre.~. He was the virtua I art dictator of France 

fi·,. a gcnemtion; his influence spread w fashion, 

furniture dc.~gn and interiors, and found echoes 

in the development of moral phik)sophy. 



Tbe Dentb oJMtl'rffl (dernil) (1791) 
Thir is David's greatest W(Jrk 11ntln ,\'llfJreme r:rmnple (lfpolititlll 

painting. 7bemdiral n'lloltttioiTm)' Mnmr is .<bvwu ju.<r after Cbnrlotre 
Cordny- n Gh·ondi<r-bnn,-kked beru•ll)' in, with rbe /IOU rbnr he i.< 

.1till holding, n11d ;tabbed him in bi.1· bath. Tht ium1m.<e dm·k .<part niHJVt 
Mnmt~ bend empbmius the 1XIid tbnt be bn.< lr.ft, l111rh in rht Jnro!lin 

rmL" mrd in the lift of his fiimd Dtroid. The Death of Morat has oft tiT 

bem compared 1l'ith Mirbelnngl'lo's Piet1; it is 1111 hnngt ofscrtdllr 
mmtyrdom 



1834 

1841 

1853 

1854-59 

1865 

1872-1J 

1814 

1816-86 

1880 

1881 

1895 

1909-11 

1911 

EDGAR DEGAS 

Bunt in Pan's, .wm 
of 11 bmtker 

Death ofrnotlu~r 

Give.r ttp law. 
Stttdie.r drtr<lling 
with Lamothe, 
a tteml.r lt:ttdio of 
Barrios 

1Hnkes sevemi trips 
to Italy studying 
and pttinring 

Pm·i.r SttiOil debttr 

11-troe!J with 
brother Rmi tv 
Ne-<1J York and 
1\ie-u1 Orinms 

Help.r organize 
fh'.\1 lmp1t'JsitmiJ1 
exhibition 

Takes part ht 
sttbsequeJT.t 
l111pre.\·s io11ist 
e:rhibitiom~ bm· 
1882 

Vi.rit.r Spain. 
E~~:hhtg with 
Pissnrro and 
Cassart 

ExhibiiY fin1 
.rculptmT! ofdmuer 

Tnkesttp 
pbotvgmphy 

Ceases V.fQTk dtw to 

foiling eyesight 

Dies in Pan's 

The Opera OrchestrA (1868-9) 
The fir.\1 of a series of rnn:vnses featuring oTchestntlrmt.ridans, this is n 
portrait of Degtt.r' fiiwd Df.riri Dihntt, democratically placed among other 
111embn·.r of the orche.rt:rn ittst below 11 blight frieze of dnrun·.r in the l1nJ,re 
footlighiY. The work i.r •·elatively em·~, and hiniY at lngre.r and Delacroi~, 
both admired by Degas. Degas nJT.d Deincroix had n sdnttific iltten•.rt in 
rollmr them)' and pig711miY 

E
dgar Degas' personal wealth gave him 
freedom to devore himself oo art. He 

shunn~xl formal lr>lining, preferring to 
study the Renaissance through frequent ttips oo 
Italy >md -on his own doorstep -copying in the 
Louvre. There in 1862, he and 1\•lanct met in 

front of a Velnq uez. Degas, who never ceased 
investigating every rechnical aspect of painting 

and drawing, had spent three years on the IY<~.~ics 

oflight and colour. Manet may or may not have 
suggested a new appr<r•ch w him hut, at >my 
rate, he did introduce Degas to the future 

Impressionists. Dcg>~s exhibited with them right 
&om thestllrtin 1874, although he never wholly 

accepted their doctrines or techniques for 
himself. He only signed his works when he sold 
or exb ibited them, thus control! ing their 

nwnher and value in the marketplace. 



His subjectS come from his own 

b"ckground: the high-born fnncrnity of the 

racecourse and opera house; ballet rehearsals 

attended "s " privileged visiwr; and the nudes 

seemingly observed, liS he said himself, 

'through the keyhole'. Degas ,,...s also captivated 

by Japanese printS, which inspired him w 
experiment with oblique and unusual perspectives. 

Unforttmately, Degas' t~ustic wit lost him 

The Laundresses (c./884) 
Nothing rould bemttcb fttrtlmfrum tbe g/a11lottr of tbe Opera than the tvil 

of t"u.•o wetn)' illmr.dresses, but the strong dinJ!!mnl of tht• ironing table is 
TeTiliniramt of the t•dge Qf the l1age. His otht•r hupirnritm. joT this pictttn' 

was the Teali.mJ. of Dnumier:r pmt:rny11i of ·w<n1dng lifo. Degas counted 
alruwt 2 000 DatmJ ier print.< muong his p1iva te art collation 

many friends and he came w a solitary old age. 

Yet his biggest problem was lllways his failing 

eyesight. Perhaps that was why he took up 

phOWf,>Tllphy <>t the age of 6 1, the camera being 
eA·cctively a new pair of eyes. His expert 

venture into pastels was another attempt tO 

work an)und the problem. But his last resort was 

tt> make small wllx sculptures of dancers and 

horses: 1 
• •• onc sees no longer except in memory.' 



58 

1798 Bunt and Taised as 
son of a 
guvermnent 
rnini.\leJ.; passibiy 
rtatm"'li son of 
Tnlle)nmd 

1815 Stttdies ttnder Neo-
dnssicist GteeliJl, 
111-eets Gbicnttlt 

1816 E11ters L'Erolede.f 
BentL't:-A,-ts, rnee/s 

Bonington 

1822 Fir.\t tureptmta at 
Pa.-i.,Salon 

1825 Visits BoJtington ht 
England, makes 
litbogrttpbs 

1811 Awarded Legion of 
Ho1Uutr 

1812 Estorts Fnwch 
Arnbnssndor to 
Mw{)(ro 

1833-:n Pniltts 111m~y 
po11"rait 
COTin/USS/OJlS 

1818-44 Decorates pmt of 
Palni.f dtt 
L11.rembottrg 

18)0-)J Dl'forn tes re 11ing of 
ApoUo Gnlle'J' in 
Louvre 

1855 Shows 48 "llXJTkf nt 
Pan's Uni'VI.•1Yni 
Exhibition 

1857 Elected tv F1e11rh 
lnstitltte 

1861 Finishes 111ttrals for 
church af Sahtt-
::.1tlpire, Pm·is 

1863 Die.r uf tuberculosis 
in PmiJ 

E D ELACROIX 

Women of Algiers (detail) (1814) 
In 1832, Delnnvixwn.f among the retinue attending the P,·mrb 
Ambns.fatkw~ visit tv tbeSttltnn ofMonxto, aJid be freqllmtly dre-UJ upon 
the e:rperinul' for in.\piration. This detail tUwwnstrates the tecimiqtte 
adopted b)' Delncroix1 since observing Con.rtnbie:\· use of 'divided co/om·' and 
its vibrant effects 

E
ugene Delacroix prided himself on the 

speed at which he could work: 'skilful 

enough tO sketch a man falling out of a 

window during the time it tllkCS him tO get...to 

the ground.' And not only did he pa int, he lovetl 

mLL~ic, read widely, and wrote fascinating letters 
and journa l~ a bout his life and times. 

Dehlcroix studied with Gericault under 

Guerin and subsequently posed li">r his friend as 

the prone figure on the Raft of the MedtL,·a. T he 

pic1mc provided impetus to Delacroix's own 

creativity but he never accepu:d the Romantic 

label, obstinately insisting that he was 'a 

pure classicist'. He !,>Tcatly admired and copi~"<l 

Michelangelo, Veronese and Rubens in me 
Lou,Te, and always rmHic very careful 

preparatory drawings. 

Libe~·ty Leading the People is D clacroix's 

political masu:'l>icce, an allegory painted in me 

wake of the 1830 Paris revolution. He include<! 



himself beside the iconic Liberty ~lf,'UrC as the 

a rmcd man in the tOp hat. 
Dclacroix had completed the journey from 

startling, inrM)v-:-l tivc colourist to respected older 
artist by the time he came to inllucnce modem 
masters, like Cezanne, Dcg• s, Van Gogh and 

Picasso. A~ long as he lived he was, as the poet 
Baudelaire wrotct 'passionately in love with 
passion, and coldly determined ro seck the 

means to express pa.~ion in the manner visible'. 

Ma.ssacre at Chios (1824) 
lmpht'd by Gbicnu/d· t:renf71Je1T.t of the theme of.wiffeling, De Iacroix 

pre.wwu a hnrr<rtJ.Jing same from tht' Grn!k TebeUion.ngaim1 the Turks, which 
1YJ/Lved runny Etnvpemt.r (induding B;•·on) tv their cmm. The painthtg wa.r 

bought nt the Sakm of 1824 by the F?·ench govermumt, perhap.v by 
TaUeyrnnd in ctnJert sttppart of his son. Significantly, at the same Snioll, 

Delncroix encotrntered Constnbie:r Jlaywain 



_ ,_60 DUCCIO DI BUONINSEGNA 

1255(?) Bunt in Siena 

1278 Siene.re rmmicipal 
CUT!nnission [o1· 12 
wwdm pmtel.r 

1280(?) Mm1ies Tavitma, 
they haue seven 
ch/ldn!n 

1285 Altarpiece 

1295 

1302 

1308- 11 

1319 

CUT/1111 iJsitmed for 
Sama Mmin 
NoveUn, Plomtre 

Appointed to 
connnittee of 
cnthnlrai .\1one-

11/fiSOJTS 

Altarpiece 
cmlnnissioned for 
chapel in Ptdnzzo 
Publico 

Pnyuu!Jtt 1l!ro1rl.r 
fin · Maestli fin· 
Sie1111 cnthedra4 
the QJT.i)' one .rigned 
by Duccio 

Dies in SieJTa 

A 'Bishop Saint' from Maestlt (detail) (I 308-11) 
The Sien£.re paimer.r hnd a •·emnrkable feeling for colott,.llltd 11/.w 
imm.mre detvmtive .rkil4 both in patterning and the applicntiOJt of gold. 
The roJtfTmt be~dtee1t the painting of the bishop}· foa• and his vestmenn· 
il· in. the Byzmttine Jt:yle 

D 
uccio di B.ttonin~egna was the earliest 
master of the s.cnesc school. Like 

Cimabue of Florence, he was a 
Rcnaiss::lnCC forerunner, his art marking a 

transition from By<antinc to Gothic. Lorenzetti 
and Martini would build on his leg-acy by 
developing tbe International Gothic style. 

Little is actttally known about Dttccio, 
thottgh contemporary rccor(L~ revea I he had 
seven children, occasionally ran intO debt, and 

committed minor civic offences. He was fined 

once tOr refusing ll) swear allegiance Ill tbe loca I 
militia, and agtlin for refusing tO tight in 
lvbrcrnma. Nevertheless, Ducciosccms to have 
had considerable status as owner of a large 
house and vineyard~. 

On one gloriou.~ occasion in 13 I I, the entire 
city stopp~"<l \n)rk to accompany the Mae>1li in 

procession through the streets from Dttccio's 
studio to tbe catbedral, where tbe bells rang 
continttOlL~Iy. Ironically enough for tbe man 

who wottld not cxcha nge a pain thrush for a 



sword, the Maestil was painted tO celehrJte a 

military victory that ha d saved Siena from 

inv;L~ion. It had been three years in preparation 

and subject tO a strict contract, stating that the 

entire piece should be Duccio\; own unaided 

work, and that he should accept no other 

commission Lmtil it was finished. 
The two Tuscan cities, Siena and Fk>rencc were 

scri<'>lL~ artistic m1liS at this rime. By the tum of the 

next century, Florence had eclipsed Siena and the 

eminence of painters 6kc Duccio was pas~ 

'Judas' lciss' and 'Prayer on the Mount of Olives' 
from 1\•laestlt (I JOS-11) 

Duccio~ Maestii WIIS tkiuble-sided. 7be front ·was the MaeSta it.relf, Madomza 
a11d Child em/n·oned, with rTvwni11g pam!ls above a11d a predeUtl (the ba.<e on 

which the altnr .111111ds} bekr<lJ. 7be •~ve"e collfanJed 26 episode.r fivm the 
Passion ofCbri,·t) on'gina~y fo1· the t'.)~S of the dergJ' alone. The episodes rend 
like 11 poetic gTaphic11vve4 and dn11o11st:rate the 1lfl1"rative powers associated 

with theSimese school, and Duccio in pmrim/111: "!be Maestii Ul/l.f di.I71Ja11tkd 
in 1771, to be 1T'fl1-rnnged on tuVJ :;epnmt.e n.ltnr.r. Da111age was inevitable, .rome 

panels were sold abroad n11d others went 111issing en.tirehr 



6L 

1411 Bont in 
J\ f.ttremberg, son of 
a gvld.•vnith 

1486 

1494 

1494-95 

1498 

1505-()7 

1512- 19 

1515 

1518 

1520-21 

1528 

Apprenticed to 
paimer n11d W<Jod­
cut i JJ ust:nt tor 
Woblgmmt 

Monies Ag11e.r 
F1·ey of JVttremberg 

Vi.rit.r Italian Alps 
and studies 
lV!muegnn in 
Ve~tire 

Pttbli.rhes 
Apocalypse mies, 
paints Dresden 
Altarpiece 

Studies iJt Viwice 
and Bolcgna, 
injlttnrad by 
Bellini 

In servia to 
Ernpero1· 
Mnxi111ilinn I 

Exchange.< work.r 
with Raphael 

lV!eers Martin 
Lttther ht 
Attg.rberg 

Tottrs Netherln11d.r 
with Agn,e.r1 meets 
Gnmewald 

Dies in 
Nuremberg 

Self-Portrait (1498) 
Tbe rornpo.rition ofthi.r parwl portrait foll<ru>J the 
Florentine .rr:,yle. In it1 thecWthes, hnir.rt)rk• and 
db1n11t vie-tJJ ofsn.<rrJJ-toppl•d 11Wll17ta ins ali indicate 
that Diin:r romidered himself 11 dignified 111nn of 
the W()?id, and 110 111ere p1vvincini craftmunt 

A 
lbrccht Diirer was the f(.,rcrnost artist 

of the Northern Renaissance. He carne 
&om Nuremberg, usefully situated 

hallWay between the Netherlands and Italy, 
which enabled him to travel with ease in either 

direction. The notion of 'Renaissance rna n' 

appealed tO Diirer, whose self-portraits- a new 
idea in itself - s tamped his image on the 

Europe- bearing his distinctive ' AD' monogram 

-and his f•me was assured wherever he went. 
Despite complaining that oil pa inring took 

up more time than it was financia Uy worth, 
Durer painted numerous altarpieces and 
portraits. In time, he allied himself to the ide•~ 

of the Reformation, and there was a blending of 
northern realism with the Renaissance vision. 

developing European tmdition. Durer conserved his work.~ on paper, 

After a visit to Venice in 1494, he remainetl sometimes datt"<l and even with notes on the 
in Nuremberg for the next ten years, busy 

producing woodcuts and engravin gs that 
marked him as one of the major printrnakers of 
all time. His print.~ were distributed throughout 

subject-matter. !-lis words have survived too, in 
letters and diaries, and also in the Cottr.re o11 the A1t 

of Meamring, one of the first books on the use of 
ttrJthcmatic; in art, a tme Renaissance topic. 

Four H orsemen of the Apocalypse (1498) 
Diirer 1Wtlized that pri11ts Tllnde his an llVnilable ro the widest po.rsible public 

and hired nn agent to seii thnn in the fairs and uutrkets of Ettrope. 
The Apocalypse um Dii>vr:r enrlie.1t Tllnj<w serie>; illw1'rating the Book of 
Revel a cion ·with the Scriptt11T! (J/1 the n!Verse. His interpretation of the fottr 
horsermm.- U1n; Fmnine, Pestilence and Dl'llth - has 1U'Ver benz :Ntrpassed 





64 

1844 

1866- 68 

1869 

1815 

1816 

1881 

1882 

1886 

1889 

1881- 99 

1916 

THOMAS EAKINS 

Bunt in 
Philadelphia, sOJJ 
of a teacher 

Stttdies at L' Ecole 
des Beaux-A1t.\; 
Paris 'ttJZder 
Gerome 

Stttdies privt1te~' 
11ndi•1· HontTat. 

Visits S<'ViUe 

Paints The Gross 
Clinic 

Cn1temtiai 
Expo.\1'tkm) 
Philt1delphia. 
Meets futtm wifo 
St<>Ym M nawwe/1, 
begins tenchi11g nt 
Peml.\JIVmzia 
Acade11Jy of Fine 
An:; 

B19'.rjir.~t ctmU!m 

Mt1de Dh~ctm; 
Pe11Jt.\)4Vmtin 
Acndnuy of Fine 
ATD·nnd Profi'.\".\·or 
of Painting 

Resigns jro111 
Amdem.)' over 
11ttde nfo 11wdel 
contrwer.ry 

Pnillt.< The 
Agnew Clinic 

Moves to No1tb 
Dakota 

Dies in 
Philadelphia 

The Fairman Rogers Four-in-hand (detail) (1879) 
The po.rition< of the legs of the fom·-in-hnnd are en/minted by Eakins fivm the pub/is·bed set of 
Mttybddge\· hone phowgraphs that he owned. Eakins:r pat,.oll, Faim1nn Rogen was 
enthused and i1wited Mtrybridge to give some lectttres in Pbilndelphill. Afte17onrds, the 
University of PemlJ)'ivmzin ton.trncted i\11ttybridge to continue his work thn·e 

L
eading American Realist, Thomas 

Eakins tminL"<I in Europe in the late 
1860s but did notventureabnr.cl again. 

He was intensively occupiL"<I for a decade &om 

1876, teaching at the Pennsylvania Aca demy of 
Fine ArtS, later becoming overall Director. 

Eakins wa s harshly criticized during his 
tenure for his innovative teaching methods. He 
insisted it "''•~ best lor hiss111dentS ttl work &om 

live, nude models; for them tO learn anat<>my 
from dissection; "nd w observe motion by 
watching athletics. He wanted them tO describe 

reality without the intervention of academic or 
fashionable formulas. This approach, he 

believed, led an artist directly ttl the interior 
realities of human character. Consequently, a 
portrait shOldd be penetra ring, not flattering, 

although it should never sacrifice the dignity of 

the sitter. Eakins paid highly for his 

revolutionary principles. He wa s forced to 

resign &om the Academy in 1886 for presenting 
a completely naked male model to a mixed­

gender life class. 
From the 1880s, Eakins worked with 

photOgraphy; as inspiration, as an art form, and 

for tracing projected images ontO c-anvas. Most 
importantly, he supervised a projL-ct for the 

University of Pcnnsylvania1 devising an 
improved c-amera m colh1boration with 
Ea dweard Muybridge, who pioneered motion 

pictures. By means of a revolving disk over the 
lens, it rnadc scvcra I exposures on a single dry 
pbte, thereby recording sequential images of 

athletes in action. 
Eakins's composite plates inspired 

Ouch a rnp~ 1Vude Descending a Staircase. 



The Agnew Clinic (1889) 
Thil· buge pictml' gave the Pnm .. \)'lvnnin Universit:Jr 111edicnl studen.ts tl portrait 

lxnh of their •~thing profo»or (left) and of thmmlves tiS the .rttrgicnl theatre 
ntuliem:e. But the .rubject o[111mtettmny was deenu'd 'not cheerful jo1· Indies to 

look at' n11d it was haTred [ro111 the Pt.•mT..\)'Ivnnin Acad£'11/;Y sbfTrJJ. The 'lJ.,tork 
amtht:ttes to sth· debnte1 chiefly ove~· tht• se.wttti i11Jpiifntion.r, which some believe 

are •~pm>ed by its acrepttmce si111ply 11.< 11 docm11ent illwt-mting the (then) 
111odern. 111edicnl procedures of nJtae.\1he:iittaud mttisepsis 



1774 

1794-98 

1798 

1805 

1807 

1811 

1816 

1818 

1824 

1835 

1840 

CASPAR DAVID FRIEDRICH 

Bunt in 
Gn~ ifsuulid, son of 
a candle-maker 

Stttdies at 
Academy of 
Copmhagen 

Settles in Dresden 

Awarded prize by 
Weimar Fn'endr of 
A1·t 

Begins u:<n-k in oils 

Berome.r 1111!11/ber of 
Berlin Amdml)' 

Enten Dresden 
Acndem:r 

1\tlanie.\· Cm·oiine 
Bummer in 
Dresden 

Bt!a>mes assistant 
profosso·r tit 
Dresden Acade111y 

Suffers n stroke 
bttt continues to 

work in sepia mrd 
V..'nterroiottr 

Dies in Dre.rdeJT 

The Ricsengcbirgc (1830-4) 
PaiJtted dttring a period ofhapp)' .1111bility ill his life, F?iedrich looks back 
Ollll11W1mtain tottr he made t'l1JeJt.ty years eadit!r and Terolil'Cts n 

pmwramn of trnnqttiUity. Here the sky 1/U.'ets tht• horizon i1t n blend (if soft 
yeUow and violet, n 11/ttted a:mt:rmt that is echoed in tlu! deiic11te d()ud 
.\ittdies n/xme 

C
aspar David Frie<lrich studied painting 

and natural hiStory in Copenhagen hut 

eventually chose to live in Dresden, 

whose beautiftd surroundings inspired so many 

of his mystic land~capes. Dresden was also the 

hub of the Romantic movement in Genna ny and 

not only did Friedrich rna ke the aa 1uaintJ nee of 

painter Philipp Otto Runge, but also met several 

poets there, including Goethe. 

For nine years, he worked only in pencil or 

sepia, his subjects ranging from sea.~pes w 

mountains, often at certain times of day or 

cha ngcs of season. A switch w oil paints boosted 

his cn!'J rivity and in 1807 he caused a sensation 

with CnJ.(\' in the JWowttains. Designed for a 

pri"'u: chapel, Frie<lrich~~ lan<l~cape evoked the 

spirit of the Crucifixion. Shocked by his usc of a 

secular scene to convey a religious message, 

several critics went as filr as aCClL<;ing him of 

sacrilege. 

Although Friedrich tried both portrait work 

and architecture, he alwa ys returned w 
landscapes, where he could paint ruined 

churches and lonely ligures in vast sp•ccs, often 

bathed in a symbolic light. Friedrich suffered a 

stroke in 1835 and wa.~ limited from then 

onwards to sepia skeu:hes and watera)lours. His 
immediate influence was confined tO a fcv.· 

students, but his work was rediscovered at the 

end of the century. 

"Vanderer Above the Sea of Fog (1818) 
The wild-httired, soiitOJ)' figure is F1iedrirh hffllst•/f who, in the character of 

the U1mderer- booted and >1ick in hmtd- has climbed onto a ,-ocky peak 
above the rtiOUJUain 11li.,1s. Only a sbo1t time ahead of the A111-elicmt 

':mbiime' m·ti}ts, Fn'edn'ch has kuat.ed hiJ God in JVnt'ltre. The extn.'rm• 
amtra.rt bt•tween. th£• dm-k ?Vck nnd tht• .nviriing white fog 111ai.."t!s this quite 

an rr,;;e:;ome pro.\pect for the vil'UJer as v.:ei/ 





68 

1727 

1140-45 

1146 

1750 

1151 

1760 

1768 

1114 

1777 

1183 

1184 

1788 

THOMAS GAINSBOROUGH 

Bont in SttdbmJ\ 
-'""of a ckitbie.· 
and a pai11.tt~r 

Sent ltJ Lo11don ltJ 

study m·t, 'UVJrks in 
various st1tdiar, 
illdttdi~tg 
en gravers n11d 
scene-painters 

1\tlanie.\· heiress 
Mmgm~t Bun· 
and st!ls u.p studio 
in lp.rwich 

Bitth of daughter 
Mm)' 

Bitth of daughter 
Mmgm~t 

Fn111ily 111oves to 
Bath for portmit 
cbT!rTIIix.\·ions 

Founding 111ember 
of London~ Royal 
Academy 

Fn111ily moves tv 
London 

BegiJts Tf:tlrn-erous 
cbT!rTIIix.\·ions for the 
royal fo111i~y 

Tottrs Lake 
Dist:lict. Visits 
A11t-<1Jerp 

Rethl!s from 
Academy afte~· 
disngJt>emeJtr 
ot'f!1" hanging 

Dies of cancer in 
London 

The Harvest Wagon (1761) 
Confht.t'd to f<r(})n, Gninsbortmgh often tlrev; amdi£·-lit 111ode/ Jnn.d\Tnpes set up 
in his studio. He came to nppn'cinte Rubens and the Dtttrh rllnJted· influence 
f/111 be detected here, i11 the jlumq of li11e and the scale of the beech n·ees. The 
group on the cart Tllff)' be btmd on Rubem·' Descent &om the Cross 

T 
hornas Cainsborough was a founding 
member of London's Royal Academy, 
wgether with Joshua Rcynolll~. Both 

were accompli shed portrait painters but 

Reynolds modelled himself on Rembrandt, 
whereas Gainsborough, ha,ing first studied 
\.Yatteau and Van Ruisdacl, became a dC<IiL'llted 

admirer of VanDyck. 
Like many artists, Gainsborough submitted 

w the tyranny of society portraiture. He wrote 
tO a friend whose wife's portrait he had a I ready 
begun: ' I have no oftener promised myself the 

Pleasure of sitting down tO [finish] it but some 
confuundcd ugly creature or other have pop'd 
their Heads in my way and hind red me'. 

No wonder he was in dcm;md, his 

remarkable ability to achieve a likeness with 

spontaneity and &cshncss had been legendary 
since boyhood. Furthermore, G-•insborough 
could render any texture of fabric, from muslin 

tO satin. I lowL-vcr, he stiU prcfurrC£1 lanll~cape 

painting to portrait.~ and hit upon the happy 

combination of posing clients l>n their country 
estl res, which also allowed him tO ,;ew their art 

coli C<.'ti o ns. 

Gainsborough's move to London in 1774 
attracted the attention of George ill. Liking his 
informality and Tory sympathies in equal 

measure, the king asked him tO paint the royal 
family, bypassing the official Court painter who 

happened to be joshua Reynolds. The old rivals 
were reconciled at Oa insborough's final illness, 
when he famously cried &om his bC£1: 'We arc 
all going t() Heaven and Van Dyck is of 

the company.' 

The Blue Boy (1770) 
7be boy is Jonathan Btttt11ll, the son of a frimd of 

the nrti,·t. By dn~ssing hhn in a :mit of sntht) 
Gain.rborough is paying ho111age ltJ lhm Dyck; and 

by 111nking it a s·uit of blue, he is chnUenging 
Reynolds who1 in one (Jf his discourses, dednred that 

'the 111nin 111n.rs of a pimtre amid not be blue' 





7 

186) 

1872 

1813 

1814 

1816 

1885-88 

1881 

1888 

1889 

1891 

1893 

1894 

1901 

1903 

PAUL GAUGUIN 

Bunt in Pan's, .wm 
of a p,~,ch 
jomnnii.rt 

lV!m-hmtt Ntruy 

Pm·i,· .1tockbroker 

Manie.r Mette 
Gad 

Visitsfi'n.1 
lmprexrkmi.\1 
exhibition 

Accepted lit Pnri.r 
Salon 

Sepa1·ntes from 
wife nnd chilth·e1~ 
joins rolony iJt 
Po11t-Aven, meets 
Emile /Jemnrd 

Travels to Panama 
and Nlartiniqtte 

In Ade.r with Vim 
Gogh 

Visits Universal 
Exhibition, Paris 

Snih to Tahiti 

Retttrns UJ FTIIJTre 

Rt•tttrn..r to Ttlhiti 

Poor and sick, 
rnotJt•s w Hiva-On, 
Mm·qtw.\m 

Dies i1t i\tlll1¥jttesns 
Lrltmdr 

Landscape, Pont-A,•en (1886) 

The nrti:.ts' colony in P<mt-Aven wn.\· when.' GtlltJ:,rttin ft·nt hied 'J:.I()ing 11ntive', 
Wn11ing a fisbeJ71IOJl. :\· l71/0ck and dogs. The Bn•hm cbTIJ11JttJZity Wfl:i admired b)' 
the ttrh'ltJfor itsfolk tradition.\·, ·whifh in their vi!'W di:.tmtced h frum ttrbnn 
tQJ"J'U.ptioJZ 

I
n 1889,P»ul G-•uguin ~'>1Salrca <ly nuheran 

exonc figure. Part of h1s ch1ldhwd was 
spent in Lima with his Peruvian mother 

and he h»d also tr-J velled widely in the navy and 

on bLL~incss. IIowC\cr, his quest IX>r an earthly 

IYamdisc actually began at the U nivcr..'al Exhibition 

in Paris, where the display of a Polynesian viUagc 
in.~pire.·l him oo re»ch bC}l'md the artists' colonies 

he had experienced in Fmnce. 

Sculpting and carving were Ga uf,•uin's 

earliest artistic outlets. \.Vith the 

encouragement of Pissarro - but absolutely 

none from his own family - painting enabled 

him to take stock of himself in rei a tion to a 

lengthy western tradition and tO start 

presenting his own unique vision. Fortunately, 

these inll!nsc new in1ages fOund a market and 

G auguin was able tO finance his first trip to 

Tahiti in 1891, with another in 1894. He ended 

his days in the Marques-as, where he ha d moved 

to avoid the twin controls of government 
bureaucracy and the missionaries on Tahiti. 'He 

was a pagan and he saw nature with the eyes of a 

(>•!."'"' said Lc Moine, a fellow expatriall!. 

G» uguin\d'inal ye»rs were a long, drawn-out 

Struggle with alcoholism and the effects of 

syphilis, relieved only by self-administered 

morphine. But it was the urge tO p»int th;lt kept 

him alive and was all that he lived fOr: 'My 
artistic centre is in my brain~ nowhere else.' 
Following his de»th, Gauf,'Uin attained heroic 

status in the eyes of Germ» n Expressionists. 

Contcs Barbarcs (P,-imitive 1illes) 1902 

'Y<ittr civilization is yottr disnue; 111)' bnrbnri.m1 is rn.y Te.rtoratioJT. to health. I 
nm a saVItge.' GnttJ:>rttin.:~· bold, 1ttJJt-1Tnntrnli~·ric .rtyr/e t'Volved while 'V.:(Jrking 

with Vim Gogb:r friend, Emile Beman/. Stro11g deromtive li11e.r and jlttt, 
bright rolottrs were impired by simple '11/(lodcttts and ]npa11ese prillfs 





7 

1593 

1612- 13 

1616 

1621 

1622 

1623- 18 

1618-41 

1642 

16)2 

ARTEMISIA GENTILESCHI 

Bunt in Rome, 
daughter of m-ti>1 
Ontzio Genn1e.rchi 

Raped b)' ttttor 
A J,JV.rthw Tassi. 
During and after 
mpe tria4 paillls 
Judith and 
Holofernes. 
1Hanie.r paint.e1· 
Piemn.ttmio 
Stiatte.ri. Tht•y 
1/JOt'll! tv Florence 
whe1~ dnttghwr 
Prtulentia is born 

Work.r at Flormcc 
A eadem)' of A1t 
and Design, 
becomes fint 
WOT/JIIIl11Jf!11Jber 

J\llove.\· to Genoa 
via Rome 

Pah7ts !il'fond 
venion of 
Susannah and the 
Elders. Receives 
CIJT/1111 i.,'.\ions in 
11-~till'. Meet.; Vtm 
D)'ck 

W€Jrk.r in Rome, 
Jepttrntesfro111 
bttsbmt.d ttnd 1/J(!Ue.r 

011 trJ Napks 

E11gaged at 
English Cottrt of 
Charles I 

Leave.< E11gland at 
Civ-il U1n: Retttnzs 
to Naple.r 

Dies in Naple.r 

Susannah and the Elders (1622) 
One of Ge11tiieschi's Jea:.t violent but 71J0.\111JtJVing i111ages. Sttsmmah is 
depictt•d as the victim oftrmvn.n.ted attention Tnther thn.Jt from the point of 
vie-<lJ of a peeping Tom 

A
rtemisia Gcntilcschi\; early education 

consisred entirely of painting, in fact 

she couldn't read or write until she \l,'<lS 

an adult. She studied initially with her painter 

father and in this way she met Caravaggio, 

whose chiaroscuro style impressed her so much 

that she was drawn to Baroque drama and 

expressiveness. She was her own model fi>r her 

~irst version of S't<rmmnb and the Elders, painted 

when she wa.~ only seventeen. 
But at nineteen, Gcntileschi was raped by 

her tutOr Agostino Tassi. Her father sued and 

there followed a seven-month trial, during 

which Gentileschi was accused of being 

promiscuous, subjected to intirn:ue 
examination, and then tortured with 
thumbscrews while f,>iving evidence. 'TI1ssi WllS 

imprisoned for just one year. 

Alter this humiliation, Gentileschi married 

another painter, Pierantonio Stiattcsi, and the 
pair moved ro Florence. They both worked at the 

AL'adcmy of Art and Design, where Gcntilcschi 



became the fir~t official wollt1n member, 
supported by her patron, Cosimo n de' Medici. 

Gcntilcschi was hllilcd :~s a genius :md yet 

frcq ucntly decried, heca ••~C she posses.<ed a 

cmnivc talent believed to be cxch.~ivcly nl:llc. 

Fortunately, this did not si'Op her producing 

works of key importance nnd even gaining 

patron:•gc lrom Charles I of Engl:md. Recent 

scholarship has docbrcd th:.lt Gcntilcschi w:~s 

not merely •n good W()m:m painter' hut one of 
the rn:l jor vi><anl thinker.. of her era. 

Juditl• and lloloferncs (161 Z- 11) 
llltmmting the decapitation of thr A.r.ryrinJt opf11'1!.<.1'or· llo/ofrmr.< by rbr 
Jewi.<b heroine Judith, thi.< i.r n puwerful r.~prmion of th e m1 i.11:< UWII 

emfJtional t:trrnwil. The n:nlism and tlrnmntit thinrQ.\'(Iti'O t•n:dly 11111trlJ 
Carnvaggio or Ruben\., Gentileschi pnin.red five other vt·r~·ioll,\'i ir wns 11 rbrmt• 

th11t pmtimlmiy nppenled tv the Florwtille.< who were oftutt thrl'lltenetll~y 
1110re ptr~erfuJ states. For the ttrtist, it was tm njJit'lllfltiou of rb e ,\'f1't'Ugtb of 

wome11 itt nil kin tis ofndver.<iry 
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1791 Bunt in Rotten 

1812 Pni11ts Ott'icer of 
the Hussars 

1814 Paillt.r The 
V\1ounded 
Cuirassier 

1816-18 Visits Italy 

1819 Paillts T he Raft 
of the Medusa, 
wins gold 1/J<!da/at 
Salon 

1820-22 Vi.rit.r England 

1822-U Pailtts p<n-traits at 
La Sa/petri in 

1824 Dies in Rotten 
foUowing a fitll 
jro111 a ho1Ye 

The Madwoman, the 'Hyena of Salpetriere' (1822-3) 
Whi/.,t in England, Gerimttlt had 11111de stttdies of the pove•t;' and mise1)' 
tiJ be found on the streets of Lo11don. In the smm! vein, on his Tetttrn tiJ 

Pm·i\·, he visited La Salph:n'e1-e, aJT. insane mJrittm, where he 111nde 
p<n1:rnits of the inmates in. a compassionate ttttempt to cnptttn' a11d 
ttJtdentnlld the image of 11/I!JTtlli iJJuess 

W
ithin a short lite, Theodore 

Gericault strongly inlluenced his 

friend Delacroix, and left a 

substantial mark on European painting. 

GCricault and Delacroix were both pupils of 

G uerin and collaborare<l on the fJrnous Raft of the 

MedtLra; Dcbcroix posing as one of the victims. 

Gcricault studied corpses >lnd intenicwed 

survivors in order to reproduce the horrors of 

the Medusa. The painting was a protest against 

the French government's attempted cover-up of 

the wrecked frigate\; true fate. T he captain had 

cut !50 people adrift on a makeshift r•ft, and the 

tiftcen sunivors had had tO resort tO murder 

and cannibalism ttl s rn y alive. 

The life-sized J\1/edttsn is a highly charged 

work that mixes Rca I ism and Romanticism. It 

went on show in London1 drawing huge crowcL-;: 

for six months. RCf,>Tetrn hly, C'rt!ricault painte<l 

his V."d nn dark tones with hi tum en- a common 
mistake at the time that results in darkening and 

contraction cracking- and the canva.o;; is novt' too 
fragile w lea ve the Louvre. 

GCricault \\'aS an ardent admirer of the 
English school, where 'colour and effect are 
undcrst(xld and lelt', and spent two years in 

England where he produced lithOf,>Taphs, 

watcrcolours, and studies of race horses, which 
he loved. Unfortunately, back in Fr•nce, it was a 

riding accident that L'lJUSe<l his early death. 



Officer of the H IL~~ars ( 18 12) 
Girialtdt:\· devotion to horses and Toeing gnvt• hhn art ttnerring eye for the 
animal~· line and 1/NJVettJent) mtd it:.· power ir emphasizl'd f!".Jl'll1/J01T! in. this 

pictttre by the leopard-skin Ytrttpped beneath the .<nddk. 1be 1ider twi.<fY to fore 
the viewer m· his hoTse 111shes tov.unrls tht• .m1oke and flames of battle. The 

romposition TeCIIJl~· the vigour of Rubens' b11ttle and bttnh'ng sames 
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1261 

1277 

1300 

1105-06 

HII-
20(?) 

HZI-
!JO(?) 

H J4 

I U S'-16 

H J7 

GIOTIO DI BONDONE 

Bunt in 
Vespignmw 

Reputedly 
di.IWllel~d by 
Cimabue 

Works in Rome on 
fre.<Co for l.awmn 
Palace 

Paints fre.rroes in 
A1~11a Chapel, 
Padua 

Pah7t.rfresroe.\· 
in As.risi, Pad till 
n11d Ri111ini 

Work< 
ht F kn-e11ce 

Appointed m·cbitect 
and 11/0Jter of 
work.r for cathedral 
and dty of Flormce 

Works in Miltm 

Dies ht Fiore11ce 

J esu s Before the High Priest Caiph M (/305-06) 
Sotttb Wnl4 Arma Cbnpe4 Padua 
Giotto 111ake.r the beamed ceiling ofCaipba.r' cham be~· wok like the lid oft• 
strtmgbo."r:, it iJ· obvious there i.ow escape. So 1/Jttch ttctivityjostlesfor spna 
that it takes a 11/0TIU!n.t tv pick out Je.ms' sor-r(l"u{ul glnnfe ttr(})nrd\· a half­
bidden Pete.; who bas jt1.1~ dmied being o11e of his disciple.r 

C 
imabue reputedly discover~"<! Giotro 

as a shepherd boy scratching lhc 

picture of a sheep on a rock. From then 

on, western art followed a new course. The boy 

probably worked first on mosaics in the 

Florentine Baptistery be lore his interests sprel<"l 

tO painting, sculpture and architecture. Giott:o 
became a successful busincs..~man too, ntnning a 
btL~Y workshop and supporting eight children. 

J--Iowcver - prosperous or not - Giotto's 
contribution would have been immcasun1ble. 

His master, Cirnabuc had worked to represent 

fonn in itS own space, but it was Giotto who 
tlnally discarded Byzantine tradition and, in 

imitation of nobody, took the portrayal of 

humanity It> new levels. There is an authenticity 

of expression in the eyes of his ligures and every 

gesture is convincing hccausc real bodies 
inhabit their clothing. 

It seems no expense was spared wilh costly 

ultramarine pigment fi·>r painting the Arena 

Chapel in Padua. The glorious blue later 

inspired Proust to describe lhc ctkct as 'rJCiiant 

£h1 y'. There is so much of the outdoors in 

Giotto\; work that it would be surprising if he 

had not spent his childhood in lhe countryside. 

And he makes us feel there is such a thing as 

inner space too, we are encouraged to respond 
emotionally to every detail of his dramatic 
narrative. 

Giotro passed on his mastery of fresco 

1>• inting directly to his pupils. Almost a century 

later, his work inspired MMaccio and later still, 

t\<liche langelo was busy studying his legacy. 



The Resurrection ofLa:<arus (1305-06) 
No1th Wall, Arena Chapel, Padttn 

lAza1w.r, the brvrhe~· ofJ\tlarthn aud JV1my1 has beeJt dead finer dll)'S. His .ristl!r.r 
have wise/)' rovered their 110se.r and rnottthswhile the tomb ir opened and Je:.ws 

111irnrulously 1l'l1o1r!S him tv life. Giottv has piaad Jesus and Lnza11ts in Jttch 11 

'Uil9' m· to 111irror each othl'l; the 111exsage beiltg that before kmg]e.m.rwiU di£• 
and 'tmde1go n 1t>:mrrectKm tvo 
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177) 

1789 

1794 

1796 

1799 

1800 

1801 

1802 

THOMAS GIRTIN 

Bunt in Lo11don, 
son of a 
brttsbmnker 

Apprenticed to 
Edward Daye.r 

Pint exhibition 11t 

Royal Academ;\ 
LMdon. l#wk.r in 
LMdon ulitb 
Ttrnte1·[or patron 
Thomas Arlon:ro 

Fin~ i11dependent 
tour within 
Bn'tnht 

A ttmd.r Jint 
111ee ting Qf 
Sketcbhtg Society 

Manie.< Mmy 
A1m Bo1n'tt 

Bhtb of .rOll 

Tboma.r Calvert 

Opening of 
Eidometnlpolis. 
Dies of m1lnnn in. 
LoJUum 

The Tithe Barn, Abbot.~bury (1797) 
Girtinoftm tinted the .rketche.r that he 111nde in theopm ail; although he 
IL>1tnlb• li111ited hfm.relfto two or tbreecolottr.r. Ma11y fo17ned the ba.ri.r of 
finished waterroiottrs but, 11.r the sig11ntttre here .wtgge~ts, his Teptttnh'on 
111enut that cvUect1J1Y we11! wiJHng tu btl)' hi.r sketches too 

T hornas Girtin marked a high point in 
the English school of llmdscape 
wau:rcolouriSt.~. In his <by, his work 

was always compared with that of Turner, the 
consensus being that Turner laboured 

justifiably tO produce a better tlnish, but that 
Girtin~ 'daring and vigorous execution' v.·crc an 
indication of gcnilL't 

Girtin learned tO draw and colour 
topographical and uchitectural views as an 
apprentice. Often, this meant 'working up' from 
another artist's sketch. Nor was it unllo;ual f('>r 

two artiStS to engage on the same pie<...--e. [n the 
mid- 1790s Girtin and Turner were employed 
together by a patn!n, Thomas Monro. Girtin 
drew the outlines from sketches by the 

landscapist J.R. Cozens, and Turner coloured 

them. It was a mechanical task but both >')ung 
men gtJin(.·d much from it Nlonro'!;: London 
house was a meeting place k>r artists to work, 
study and socialize. From these gatherings, 
professional societies were set up and 

exhibitions organized. 
A huge oil-p»inted panorama of London, 

L'allcd the Eitro111e/:1Vpoli.r, provided Girtin with 

his biggest challenge; he covcrccl 181 sq Lt'He 
yards of can'1lS tlrst with a detailed graphite 
drawing and then C<>lour sketches, tO regularize 
light and weather effects on the overall view. 

Girtin conducted an open air stuctio as he 

worked up and down Britain (Cotman became 
one of his pupils) ensuring that he passed on his 
knowledge before his untimely death at the age 

of twenty-st-vcn. 



Durham Cathedral and Bridge (1799) 
Views of Britain wt•re 1110:.t populm·u.~hile the ·wm· with FTnnce pn:veuted 

am.tineJttni travel. It wns aLro ronsidered pah·ioti,·fiw the wealthy to cU1mni.\·sitm 
pictures of their U'tJJ111TationniTIIO'JlltllleU.bi. 

Girt in would manipulate the light to evoke any mood •~quired, 
jro111 stOJ711)' to trmtqttii. He rrooiutiouized the technique ofwttterrolcur by 
omitting tmde~paillting a11d applying ro/our.r directly ro the p11per. Speciali>t 

papers were rare ttnd nrti.\tJ would paint tm nil ki11d\·. Cmrridge, for example, 
was liked for its nmgh textttre; hs tn-ightai pttrpose Wtl.\j ofcottrse, for 

am.tainhzg gmrpu-lVder 
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1159 

1761-66 

111] 

1114 

1180-84 

1189 

1192-9] 

1808-14 

1814 

1819 

1823-24 

1828 

FRANCISCO GOYA 

Bunt in 
Fuendetodos, son of 
a gilde.· 

Studies art under 
Lttzdn in Samgossa 

Works in .rtudio of 
Cottrt painter 
Boyett 

Ma11·ies Josefo 
Ba)~lt 

In lV/ lld1·id, 
pninti11g tape.rny 
cnrtooJts for Roytti 
Pacto1y 

Elected to Royrd 
Acadwq of San 
Pen1mulo 

Bero111-e.r Comt 
paimer to Cbade.r 
IV ofSpnh! 

Severe illness 
l eaves perm tnU'Jtt 

denfltes.r 

Napoleonic 
inva.rion of Spain. 
Pahus txn-trnit of 
Wellington 

Paints amflict ht 
T he Second of 
May, 1808 a11d 
T he Third of 
May, 1808 

Arloves to house 
outside Madlid, 
pnim.r Black 
Paintings 

Leaves Spain wbm 
Ti!.\toration of 
Penliuaud VII 
Ti!l1tlts in 

peTsecu ti<m 

Dies in &nrleau:r 

Saturn D evouring his Son s (1819-21) 
In 1819, Goya1-etTented tv a .wlitmy house outside 
Mnd1·id ·where be filled the wa/Lr with bi.r Black 
Pa intings, the lm1 aud drn-ke.1t products of n 
hatmted genius. Saturn is on.eofthe 1110.\t 

bon-ij:ying picture..- euer painted, jlatmJ.ing the 
·tmthinknhie ttcD· of infimJicide and cmmibali.mJ. Yet 
Goya :\·son Javier said his fothi'r achi£'Vt'd pence 
tin·ough expressing his ·wont ftmY in paintings th11t 

he cottld collfirmt dttily 

F 
ra ncisco Goya is the tlrst great painter 

of the nineteenth century, a 'modern' 
ma.~tcr who has intluence<l countless 

artists. He lived in a revolutionary period, in 
Spain, the least enlightened European e<>untry 

at the time. H owever, Goya did tlnd a liheml­

min dcd ti1ction in Madrid, who da red tO 

criticize lhe establishment. I t was in Madrid too 

that he encountered the "(>rk~ of Velazquez. 

He once <k-clarcd: ' I have had three matters, 

Nature, Velazquez, and Rembrandt.' 

But Goya could never just slot intO the 

European art tradition, his inventiveness and 
dark obsessions always set him a pan. A~ one 

scholar wrote: 'T he darkness in his work~ is that 

of despair. .. territying. No mysterious gleam of 

light appears as a solace .. .' 

Goya approached lhe horrors of corruption 

and injustice, not from an empty-gesturing, 

political angle but as an intuitive artist, 
believing his images could bring about a new 

moral understlmding. 



The essential Goy.1 emerged through his 

own physical suffering; one winter in An&alusia 

he fell prey tO a territying illness, which left him 

deaf and fi::aring ins"nity. \Nithout this ordeal, 

he may never have dcepen<..xl our vision with 
great works like The Third of M.ry', I 808: The 

execution of the defenders of 1Hnd1id; or with the 
Block Paintings daubed in oil paint directly ontO 

the plaster wa lis of his lonely h<m<;e; and whole 

series of etchings too diswrbing tll he published 

in his lifetime. 

Charles IV of Spain "ith Family (1800) 
This group portrait, cli'Orl)' imphPd by Velazquez, depicts a model­

though fmfrum beautiful- family of the Age of Enlightenment. 'The 
ronwr baker nJTd his wifo afti!r wiJTning the iottt~Jy', as the critic Gautier 

Inter de.raibed thnn1 wn.r defin.iteiJ' 1UJt how Goya iJT.teJtded ro Jxn-tray 
Cbades IV and Mann Lttiw. As Cotwt pointe/; b ;, opinion bas to be 

delivered with far 11101~ mbtlety, which is why be .<it e.< hi111self'pmdmtly' 
ht the .<baduws, signalling that be vi<ws the tmtb from the htsitk ottt 



1)41 

1551(?) 

1565(?) 

1510-16 

1516 

1577 

1518 

1519 

1580 

1586 

1591-
1601 

1614 

EL GRECO (DOMENIKOS THEOTOKOPOULOS) 

Bunt in Candia 
(•ww Hemklion) 

Fr11ins in a 
11101tnsu!J)' ns mt 

iro'JT. painter 

J\lloves to Venia•, 
ilifJtteJtced by 
Ti-tian, /Jaxrano 
and 1i1zWntto 

Work.\· in Rome 
without great 
.wures.r, opt.mi)' 
clitidzes 
MichelnJJgrlo 

Moves to Madrid, 
bid foils fin · 1vyal 
pn tronage 

Move.r to Toledo 

Jenmirnn de ins 
C1ti'Vt1S give.r birth 
to .ron Jorge 
Mmmel 

P aillt.< The 
Espolio 

Philip II 
CQT//11/IJSJ(J11S 

Martyrdom of St 
Maurice for 
E.~.,-orin/ 

Pailtt.r the Burial 
of Count Orgaz 

Gains 111nny 
CQT/11/J.ISY/OJlS m 
Toledo and Mad1·id 

Dies in Toledo 

Saint Loui~ IX of France (1586-94) 
Wuis IX, King Qf H·ance, was cmtoJT.ized in 12 97 ns tlu! ideal Cbristinn 
uum.nrch. El Gn•ro pahued him jo1· the Comuer-Refo171lntNm cause. 
Although tbe face ir t:mditionally i.·OJtic with high cheekbone.r and .rtnring 
dm·k "J'"·'• El Grero place.< Lolli<' body in the fo.rbiMnble three-qum-ter 
po.re 1111d gives hhu beatttifuUy e:qn~nive hand.r 

W
hen El Greco the icon painter !eli 

Crete for Venice, he wa s 
confronted - quite liter-JIIy - by 

new perspectives. His first major intluence w'L~ 
'Titian; Ba:;sano was another. 1-Iowever, there 
arc strong indic,.tions that El Greco actually 
worked under Tintore tto. Both artistS m"de 

compositional sketches from clay or w"x 
statuettes, artificially lit. And Tintoretto's 

inlluence shines through El Greco's Cbri.rt 

Driving tbe Trnder.r F•·om the 1empk. 

ln Rome, El Greco had little success, 

perhap.~ due ttl his arrogant claim that he could 

paint hettcr than Michelangelo. Proud and 

self~• sscrtivc, he later became embroiled in 
long-term lawsuits. The nickname 'Greco' 
irked him ooo and he always Sif,'lled his work 

Domenikos Thcowkopoulos m Greek, 
sometimes a d<~ng Kres ('Cretan'). 
Nevertheless, while in Rome he did consolidate 

the 'e~ence of Byzantium' with lt<11ian 
Mannerism. He compressed space and twist~"<! 

his forrns; he may well have used lenses and 
mirrors to develop these ellcw:s. 

Although ·n,ledo demanded a cooler palette, 

the move tn Spain did not diminish El Greco\; 



religious nnd •nystical intensity. lie caught the 

nW()(I of Spain's key Cotholic city, which 
engaged with the Counter- Reformation by 
investing gcncruusly in rcligim•• art. (low 

fortunate that the f(lrm:~lity of Spanish 
a lt:·>rpicccs oll"cred t:l II, n:1rrow panels to 

complement the artist's elongated figures. 

El Greco's unique style h:1d no f(,llowets and 
was disregarded for centuries. A group of art 

lovers rediscovered him in the nineteenth 
ccnnuy, much to the admiration of others like 
Delacroix, Degas, C&unnc, Van Gogh 
and Gauguin. 

View of Toledo ( dtfllil) (1597-99) 
/Jz the audent dry ofTuietW, fllm/Orralized herr in one oft be fnrliur 111111 

'IIJOl1 dnl11Jatic Jandsazpe:r in U1t:.1eru nrt, EJ Greco follltd n .fymparberic 
drdeof intellerrual frimd,-and panvtJS tmd built a prvjitnJ,/unreer 



1470(?) Bont Mntbi.r 
Neitbnrdt Gotbart 
in Wttrzbttrg 

1480(?) Apprenticed to fl 
goldr111ith in 
Stmshomg, lnte•· 
works in 
Srhongnu£$r~· 

studio ht Colmttr 

1490-98 Works in Basel 11.r 

woodcut illtLITrnto,. 

1501-21 Proprieto•· of 
workshop in 
Seligemtadt 

1503 Eadie:.t k111.rtJJn 
work, Mocking of 
Christ 

1511-26 Work.r nt rottrt of 
A•·chbishop of 
Mainz 

1)12-15 PaiJits l~enheim 
Altarpiece for 
ho.1pital chapel of 
St Amhonlr 
J'1011fl.\1£1J in. 
Alrnce 

1514 Meetr Dih~•· 

1525 Embraces 
Lutheri\'111 .. Ci•n.res 
painting. Flee.r to 
Hnik, ·work.r as 
hydraulic engineer 

1528 Dies of the plague 
in Halle 

Crucifixion lscnheirn Altarpiece (centre panel) (c./ 51 5) 
The Ho.,pitaiJen cnn.1d foT victhtu of i11cttrnhie diseases like St A77thony:r 
Pi,·e (ergotim1) and >yphilis, so this vroidly •~nli.rtic i1llage of wwtternble 
to1711ent nud pttin. ·would httVe made a CQJtsoling link beru'ei'Jl Cbri:.tnnd 
the sick. The U.'Onls of the inscliptitm: 1He uut.\t htawHe but l rlllt!t1 
di•crense' fl1l' emphm;ized by tht•di:.proportitmnte sizes of]e:NL\' and those 
gathered nrou1!d th£• cJVYY 

A 
L,·mtcmponuy of Bosch, Cranach and 

Durer, Criincwald considered his o"n 

reputation seL,·mdary to lhe rcligiOlL> 

and social message of his paintinf,'S. 

From 15 11, Grunewald wascmploye<l by the 
archbishops of Mainz as their CA)urt painter. It 

was the era of the Reformation and lhe a nist\; 

sympathies really Ia y with the Protestant cause, 

but he managed to keep his secret until he 

disclosed his support f(,. lhc PeMant's Revolt in 
1525. He was di smis.,e<l, and from then on 

embraced Lulherism, exchanging painting for a 

career as a hydraulic engineer. 

Grunewald is seen nowadays as the great 

precursor of twentieth-century German 

Expressionism, but !his was not realized until 

Modernism prompted a re-evaluation of his 
work as an alternative to cla.o;:sical idealism. 
Grunewald himself did not seek II) uncover any 

b'fCat artistic tntths: or to break ncv.· ground w·ith 
his style. Vl' hat he did was K>r the plain 

understanding of those sufferers and their 

L-arers who knelt in front of the altars that he had 

dec<)rlltcd. !lis images, whether sorrowful or 

triumphant, and his extraordinary usc of colour 

surpass the nee<l for word s. 

Saint Anthony of Egypt's y,,it to Saint Paul the Hennit, 

lscnhcim Altarpi<:ce (detail) (c./51 5) 
Thissto•y ·wmdd have bem fo1llilim· to <'1Je/)'01Te who prn;~d in thech11pel of 

St A11thull)':r Ho.1pitnUer.r ht lsmbei1ll. The old hel7nit rel/s theirpntr<nt .raint 
about the mvm 111ho has 1lliramlously fi'd hi1ll with half 11 loafofb•md <'Vel)' 

d11y for sixt)' )'etm. 7be bhrl was doubly obliging that day and brought a 
mtion forSt Amhol'J' n.r well 





s6 FRANS HALS 

1581 Bunt in AJtt-<lJerp, 
.ron of n cloth-
111nke1· 

1600-()1 Stttdie.r 1t11der 
ltnlinn-rrniiT<'d 
Van Nlmtder ht 
Hnnrh'111 

1610 

1612-15 

1616 

1611 

1621 

1615 

16)4 

1666 

il111.11er of St 
Lukn.r Gttild 

Monied to 
Amwtje 
Hm711-ensdochte1· 
A bee/, I:"<L'() childmt 
bom befin~ her 
dellth 

Visit.< Ant"<lJerp. 
Paints fir.\t group 
po•·trnit Civic 
Gmml of St 
George 

Mnnie.r Lysbeth 
Rey11iers, ·who 
bettn hi111 eight 
childn~n 

Vi.ri ted by R-ttbmr 
and, inre1; Vnn 
Dyck 

Visits Am.\1erdnm 

Possessions .rold at 
nw.titm for debt 

Dies in Hnadem 

Portrait ofSaraAndriesch H essix (1626) 
11Je £wu'm•11.tly Te.,pettnbie Sa,-n Hes.\?'x is Jxn-trnyed tnt the fKca.ritm ofhe1· 
40th weddi11g mmiver.rmy. Her btt.rbmul, the vicar Nl ichnel 
J\11idde/hoven) appean· in a ro111panion piece 

F 
rans Hals and Rembrandt (van Rijn) 

were contcmporaries, both cons-urrunate 
rx)rtraitr.'L~, but both were very different 

in their approach. Where Rembrandt is discreet 

and introspective, Ila Is' sitters arc IT <X[ uendy 

bursting with vit>>fity and surf•ce chann. 

His portraias have been called 'pleasant' art, 

although, since he wa.~ conStantly in debt, Hals 

himself had little reason to be cheerful. 

Providing l(>r ten children or poorly rr.~id by his 

clients, whatever the reason, numerous 
commissions could not save him from an 
impoverished old age. 

In his day, Hals was unrivaii<Xl as ll painter of 

groups. With no demand for decorated 

interiors or religious paintings at the time, 

Dutch artists were keen tOga in orders tOr f,>TOup 

portraits. From the swa ggcr of the Banqtwt of the 

0/fian of the Civic Gtu,.d of St George to the 

delicate air of the Regmtexxes of the Old Mm ~ 

AhmhotLre at Hnndm1, Hals was f•mcd tOr his 

accurate likenesses of each member. 

vVith neither sketches nor underdn1wing, he 

probably lL'iCd optics to map the k-a n>res onto 

the t.'a nvast \\'hi le conveying sponta ncity 
through skilful posing of the body. 

Hals' inlluencccan be seen in jan Steen's "''rk, 

who fived in Haarlcm during llals' final years. 



The G ypsy Girl (1628- 10) 
OJJe of H ttl.r' 11UJ>1appenling portraits, the way in whidJ he hmulle.r rhe 

bmrlr<Dork mggem thttf he quickly seized a fleeting impression. The girl:r 
sidelong glance Url1Jnrdr aJt()thl!l; unseen persvu is n dettitt rbnr Hnisofttll usts, 

ro give the illmion that we all' n/1 parr of 11 '11:111-lift garheling. The girl's 
fnmuxJe>t/y deep ner/.:liJu ntggms that sbe Wllf in fott II pr0.>1itflft 



_ ,._ss_ ANDO HIROSHIGE 

1797 Bont in Edo, sol! of 
a fire wan/en 

1811-12 Pupil of book 
iiitt.rrra toT 

Utagtr<Vn Toyohiro 

1811-30 

1834 

1833-4() 

1841-43 

18H 

185'8 

Cn•ates pri11ts of 
fTaditi(mal subjects, 
including v iru1s of 
Edo 

Publi.rhe.r rumplete 
edition Fifty­
Three Stations of 
the Toka ido 
Road 

Peak of popularity, 
pub/i,·hes various 
1UJtt1bie series 

Tempo Era 
n tt.rterity affects 
quality of "''"'·k 

Abtmdonr 
htnizonflti fo17nnt 
for ve1tica/ 
compositions 

Die.< of cholera Rice Planting in the RaiD at Ono, Hoki Province (c./855) 
Hhvsbigewn.r not afraid to 'ILW! west£•nz-sryie penpeaive, here the 
n'ce fil'ids stri!!ch av.ray to the foot of a mi.rt-rovered hiU. 
Nlemrwhile, Tnilr.-dnmched 'UJOTker.~· plant ttp nflective squares of 
·wttf.erwith .fhOOts ofTice, inn benutifuJiy111odulnted jNttciru.vwk fJf 
gret'Jls and greys 

A 
ndo I liroshige was a lellding exponent 

of ttkiyo-e - 'pictures of the floating 

"')rkl'- during the last hlllf-ecntury of 

it.~ existence as a Japanese art t<>rm. Ukiyo-c 

originated in the late seventeenth century, 

dediL'ated to the pursuit of pleasure in cvcryclay 

urban life and based on popular idols taken &om 

the ranks of courtesans and actors. 

The collectable ukiyo-e woodblock prints 

developed along reh>tivcly sophisticated lines of 

their own, ";thin a Ja pa ncse tra di cion of 

harmonious colour and f,'~"<lCcful composition, 

which raised them above pia in folk art. They 

were priced to suit the pocket.~ of middle-class 

tn1<1csmen, artisans and rncrcha nts. Paintinf,JS 

were reserved for the wealthier ranks. 

Hiroshigc's lt>tal output w:l~ immense, some 

5400 prints. He studied dmwing &om childhood 

and was apprcntict."<l to jlL'tt one master, U tagawa 
lilyohinJ. Yet Hiroshige worked for over twenty 

years belilre producing the series that established 

his reputation, Fifty-thne Statio11s of the Toknido 

Rottd; an ambitious trJvclogue that lolklwcd the 

f,>TCa t highway between Kyoll) and Edo. 



\Vorking in the nineteenth century, 
Hiroshige and H okusai each preferred tO 

cre-ate landscapes rather than fX)rtrait.~ofactors, 

wrestlers, poets and courtCSll ns. The inna tc love 
of the Japanese for all HpectS of the natural 

world ensured that both artistS had an 
enthusiastic !Ollowing. Although he may not 
have matched Hokusai's dn>frsmanship, 

!Iiroshige at his best is unsurpa.~scd in his 
poetic vision. His ability to evoke the mood of a 
particular place still ha.~ unfailing appeal 

to \\'CS:tcmcrs. 

Night Snow at Kanbara (/Bn-14) 
A wood block fivm the .reries Fitty-Threc Stations of the l<>kaido Road 
H ir chnrllcten'.\ticnUy shaded sky Tegi.\ters t-udiight over arnotn7tnin viUage 
mgu/fod in .11WUI, th1Vttgh Which three people 111~ Jtmgg/illg home. S;!UW, 
Tnin m·r11i}1 nre ftroottred bnckgrotmd amditions against which Hirosbige 

sets his trnveiler.r, ofteJt dipitt-ed crossing t'llch others' path.\~, i'111phnsizing the 
tTmts iena of e:ristence 



1931 

1953-51 

1959-62 

1963 

1964-68 

1910 

1973 

1918 

1982 

1984 

1988 

1995-96 

2005 

DAVID HOCKNEY 

Bunt in Bradfiml, 
son of a cb.•1-k 

Srttdie.r at 
Bmdford School of 
An 

Studies at Royal 
Colkge of A•t, 
Ltmdtm) 11U'ets 
Kitnj 

Pttbli.rbe.r Rake\; 
pr<>f,'TCSS etcbing.r. 
Pint visit to JVmth 
Afi·im. Meets 
Andy Wm-bol in 
New York 

Trl1liels, paints, 
teaches and 
exhibits nr1vss 
USA 

Ret:lv.•perrive at 
Whiterbnpel 
Gnllt~)', Lo11don 
n11d tom·s E1t1·opt• 

Moves to Pm·i.r 

Settle.< in Lo.f 
Angele.f 

Tnke.r up 
photograph)' 

R e.Wt11J.e!i pttinthJg 
afte·r tlnt>e-)'em· 
break. Begins series 
of lithograph., 

1Hnjor n!trospective 
.rbown in USA and 
UK. Sw up .rrudio 
in Mnlibtt 

Mrifor •~trospective 
of drawing.,, Royal 
Acndenl)', l.mtdall 

Exhibit; ·water-
rolomY of Emt 
Y<wk.fhire landfcape 

Srm<' fiwu The Rake's Progress, San Fnmdsro 1982 
Hockney fin; engaged with •~-interp1~ting Hogrtrth:, Rake\; Progress wbm 
be embm·ked on a mite of etrbnzgx in 196 1. In 1975 be design<-d the .ret and 
cfJ~Tttmes for lgvr Stravinsklr opera ve1Yi011) fint pt•rfonned at the 
Gl;ndebottnte p,,,,'tiva4 England. Hoclmeyx tbettf'l~ 'UVJ1·k mixe.r pmrtirnlit)' 
with exceptional vision. To those who nccttst!d him of 1Teglerting painting, he 
-replied: 1/'ve never treated the theatre as a sid(4ine1 nothing I do is 11 sideline.' 

D 
avid Hockncy is one of most versatile 

artists of his generation, rna ny of 
whom have not developed as 

interestinf,>iy from their common roots in Pop 

Art. T hroughout a long career, Hodmcy has 

managed both It> court controversy - through 

his quietly affirmative homo-erotic rr•intinf,>S­

and tO b~-come a British na tiona! treasure, as 

witncsse<l by his creation as a Freeman of 

Bradt<ml, his home tOwn. He has maintained 

strong ties with York~hire and recently returned 

tO make gentle watercolours of the landscape. 

These exist in tocJI contrast to his monumental 
treatment of the Grand Canyon, originally 

exhibited at London\; Royal AL'll dcmy. 

Not only is Hodmcy a skilled drattsman, he 

has also produced etchings tO illustrate Six Fail)' 

Tole.< of the B1·otbers Grinn11 and C.P. Cavaty~ 

Poem.r. During the 1970s he ventured imo stage 

dcsif,'ll with costumes and sets li'lr Stravinsky:~ 
The Rake's P.rogre.\·.r and Mozart's The 1\t/agic 

Fl'ltte, both staged at Glyndcboumc. Many say 

that his painting style has benefited from the 

broadening out that wa s required !Or stage 

design. \Nbcn !lockney wok up phOtt>f,>Taphy, 

he pursued m~-chanical image-making through 

various processes, from photof,>Taphic coDa ge 

and pbowcopying t<> ciglec (inkjet). 

The debate continues over his apparent 

avoidance of subject.~ such as war, poverty, 
sickness and injustice, and whether one can be a 

great artist without confronting 'serious' issues. 
But Hockncy believes it is vin1l It> continue 

l<x)king and learning, with the de£tica tion of an 

explorer wbo suspects there is so much more tO 

discover a bout art itself. 



l\•lr and Mrs Clark and Percy (detail) (1970-71) 
O.wie C/nrk~flowing desigm rombined witb Celia Birt"<1.1ell:t primed 

textiles produced some of the 1110>t de.irnble gammtts of the late 1960s 
and ear~y 1970s. Hockmy pia;> with aUmionr a.r if be were a Renaissance 

portraitist. 7be lilies a.r.wcinted with M1Y C/mk stand fin · pttrit:y nnd 
il!ro11·ttptibilit)'; and the cat Peny (a slung te/711 forpen.is) sits bolt 

upright on M1· C/m·k:r n ·otrh 111~11 . 7be couple oa:11py t-<1:<> distinct httlve.r 
of the cmwns, 11.1hich could be divided en.riljr enough. This 11111)' or 111ny 1UJt 

'~fleet the foct that the C/m·ks wet~ divom•d within three J~nrs 



FERDINAND HODLER 

18$3 Bunt in Bem, .ron 
of a cnrpe11te1· 

1871 Move.< to Gmeva. 
Stttdie.< at L'Ecole 
des Betmx-A1ts 
tmderMemt 

1887 Meet.; Berthll 
Stucki. Augustine 
Dttpin give.r bhth 
to .ron Hedo1· 

1889 Mtmie.< Be1tha 
St:tuki1 divonl!s 
her 1891 

1891 Vi.rit.< and exhibits 
in Paris 

1894 Meet,- Berthe 
J~Uqttes, rnnrrie.\· 
her 1898 

1897 

1899 

1900 

1909 

1911 

19/S 

1917 

1918 

Win.< gold 111eda/ 
at Mttnich 

Admitu'd tv &din 
SeceJsion 

Winr gold 111eda/ 
at Pm·is l#wld 
Exhibition 

Death of 
A ugu.\thte Dupin 

Va/mthte Gode­
Dmd gives bhth 
to dtmghter 
PnulinR-Valmthte 

Death fir:mJ ca11cer 
of Valellfilte Gode­
Dm~l 

Profo.Mr of 
DrmJJing, Geneva 
A1·t Aclldi""Y 

Dies of pnetmum.in 
ht Geneva 

Poster fur 19th Art Exhibition of the 
Vienna Secessio n (/904) 
Hod/e•· wa.r g1te.1t of honour nt the 19th E.<hibition of 
the Vienna Secession. This shiTUJed oveT thirty of hiJ 
'W<Irks and V..'ns one of 111nny ncrolndes ht• Tea•ived 

B
oth of Ferdinand Hodlcr's parent.~ had 

died from tuberculosis by his tiftecnth 

birthday, along with six of his siblinf,'S. 

His experiences of death in the f.tmily make it 

tempting ll) compare his \\t>rk \11th Munch, but 

mystic and melancholy themes were common 

during the intense period known asthefindesiecle. 

I Iodlcr stu<ticd in Geneva un<lcr BarthCiemy 

Mcnn, a former pupil of lnf,>Tes. It "-•s a very 

tra<titional education but it taught him tO dn>w 

well and exposed him Ill the lasting inllucnces of 

Rembrandt, H o lbe in and Oiirc r. Hodlcr 

worked initi;tlly as a very competent portraitist. 

He c-ventwt Uy visited Paris w explore new 

ideas aod styles and spe-cially admired those of 
G;tuguin and Scurat. He had devised his own 

system, which he called 'parallelism'. Hodlcr\; 

earliest symbolist work, The Night, has sleep 

pre6f,<ttring death, but the mayor of Geneva 
failed tO sec beyond the naked bodies ;md 

bannL-<1 it from exhibition. The resulting 

pub6city, with awards from France, Germany 
and Austria, secured Hodlcr's international 

reputation. His intluence L'lln be traced in the 

work of others, like Matissean<l Klimt. 

Later pictures: \\'Crc on a smaller scale. 
Hodlcr made many self-portraitS and, with 

shades of his childhood, he documcnte<l the 

lingering deaths of two lovers, both mothers 

of his children. His success in so many 
categories <.··ontinucd; his last years were 

devoted w dreamy land~capcs, which 

satisfyingly combined the Swiss identity with 

images of transcendence. 



Painting of a Mountain (1909) 
Laud.w.wpe painting was a .wurexiful nre11 for Hodier during his final years. Tht• 
roiottrs he used fo1"1110tmtnht Tanges aud lakes gn'W st1vngt•r mtd detl11'T n.r his 

style i'Volved. He 71/annged to prese1ve trace.\· of the grand Su..1iss image within a 
highly per.mnnl, v i.1ionmy >-tyk nnd the .-e.mlts wn~ pn•·tictdtwly appealing to 

therllmzy tomists who had journeyed on the Tlwmuain Tni/u;ny 



1113 

1720 

1729 

1131 

1135- SS 

1148 

1153 

1151 

1164 

WILLIAM HOGARTH 

Bunt in Lo11don, 
son of n L11tin 
teacher 

Apprenticed to fl 
.riiver engraver 

Set.r 11p a.r copper 
engrnve1; 
prodttdl!g book 
iilustrnticms. 
Attend.r 
17Jomhi/IX fi~e art 
academy 

Elope.r with 
Thomhim 
dattghte~; Jaue. 
Beromes a p<nt:rnit 
paint£$r 

Stm·ts painting 
'rmxiern 1/Jomlity' 
mbjects 

RttJTS his OWJt 

academy itt St 
J\llm·tin ~r Lane, a 
gtuld for 
profo:.)ionaLr and 
school for )'Ottng 

mti.rts 

Is expeUed fiwn 
Calai.r a.r a ·'PJ' 

Pttbli.rhe.r f1~11ti.re: 
The Analysis of 
Beauty 

Appoimed Se~jeant 
Paillter to the 
Ki"g 

Dies in Umdtm. 

The Shrimp Girl (c./ 141) 
This Jivei)l p<n-trnit was not done for a COTIT111issitm; Hogarth kept it fo1 · himself 
It ir bns<•d <JJT a populo,- theme Jnurdln as the Cries ofLondOn1 where diffinmt 
street tr111le1Y ·we1-e JXnTrnyed ht n series of prhtt.r. It is nTnpidly executed Qj/ 

sketfh, mt 1lJtttrual approach to p<nt:mit:rtJt', but it give.rjtt.\1 the n'ght hllfJ1l!:.Titm 
of a [11a glimpsed iJZ pa.r.ring. Hogarth~· wido·w sboured the pictttre tv tn:~·ito1Y with 
thecQTmnmt: 'They Ynid he rotdd 110t paim jle,-h. 11m~} fhh n11d blood for;~u!' 

W
ickedly witty Londoner, vVilliam 

Hogarth rnl S at least twO claims ro 

fume. First, through his own 

ac>ldcmy in StMartin\; Lane, he probably did 

more than any individtm I tO establish an English 

school of painting. And secondly, he produce<! 

forerunners of the graphic novel with several 

series on ~modem morals', the two best known 
being A Rllke~ P1·ug1~n and Man·iage a In Mode. 

Hogarth's great friend, Henry Fielding (author 

ofTo1/) ]one>") put it perfectly when he called him 

'a comic literary painter'. Through satire, both 

Fielding and Hogarth expose<! the <:viis of their 

age, targeting lhe mean, calculating morality of 

those who rook the poverty and misery of others 

as Stepping stones to their own ad v-a ncl ge. 
A~ far as Hogarth was concerned, he was also 

campaigning ag-ainSt the tasu: t<)r French Rococo 

(he was an exact contemporary of Boucher) 

which he reckoned was undermining the 

livelihood of English artists. His attitude was not 

improved by his arrest in Cabis lor spying, alter 



being caught skeoching the port's filrlifications. 

In 17 53, lloga rth publishe<l a tract called The 

Analysis of Beauty. This was partly a rebuke 

aimed at so-called connoisseurs for being 

insulticiently informed about art; and rr.~rtly a 

V>11uable contribution to the discussion of 

aesthetics. Hogarth had a theory that a 'line of 

bc-<tuty' in the sha pe of an'S' was intrinsic to the 
structure of a picture. Loolcing carefully into the 

Painter and hi.< Pug we see he has drawn the 

famous 'S' on his paletoc. 

Chairing the Member (1754/5) 
~An Election' was Hogarth:\·finai modern morals series. /Uustrnted in fottr 

parts, this j_,. tht• final sawe, when. e'Ve1)'fhing dt'gf!11erates iJT.to a Tiot. H(Jgm·th 
often. 111akes sly refonmces ro enriie1· hi.\101)' pai11.ting;· within his own; this time 

it i.< Cbades Le n,.,m:, VictOry of Alexander over DarilL~. lmtead of the 
irnpe>i11l eagle .>ignifjing vktv1)', Hogarth bas a fot J!!'are flying over the bettd 

of the 1u:w 1111!71/ber of padiauuwt. It sttgge.rts that his contribu.tKm to debate 

will be no better than that bird:r cttcklhtg 



1110 

1119 

1192 

1193 

1191 

1198 

1812 

1814 

1823-U 

1828 

18U~9 

1849 

KATSUSHIKA HOKUSAI 

Bunt in HonJo~ 
Edo (Tok)'o), .ron of 
a 11/hToTpoii.~·her 

Leam.r ·woodblock 
cmving 

Studies and ·wm·ks 
in studio of 
Knt.mklfV.ill 

Sbtmsbo 

Leave.< Ka twtkawa 
.rtudio after death 
of Shunsho, 
coJr.thm.e.r .rtttd)'ing 
and teaching 
e/st:(])here 

Death of fint wife, 
leaving son aud 
t-<1JO daughter.r 

Manies second 
wife 

Stm·ts lamlrcape 
painting 

Death of elde.11 sol! 

Begim pttbli.rbing 
Hokusai Manga 

Cn:nres and 
pttbli.rbts The 
Thirty-Six Views 
of Mount Fuji 

Den th of second 
wife 

Pttbli.rhes Journey 
w the \¥atcrf• Us 

Dies in AvJmsa, 
Edo 

The Poctes.~ Ono no Komachi (c.IS/0) 
The }JOC11JJ acrompan)'ing ukiyo-e priltts take 
vm·ious fo171J.•; . Here iran image of the Japtmese 
poeteJs Ono 1w Komachi with one o[he1· pot'111S1 

quoted V...'Ord fo1 · 'U!01rl. The letters of her name are 
also in the outlines of her figure and the screen 

H 
okusai was responsible k>r a 

phenomenal 3 0,000 works of ar~ He 
lived for noching else and was driven 

to perfect his style with every new undertaking. 

Between the ages of sixty-k>ur and seventy-two 

he had a burst of creativity that resulted in 

scvera I rna jor series of woodblock prin~~. 

including The Thirty-Six Vie-<IJS ofMotmt Fuji. 

As a youth, HohL~ai was on a constant quest 

for his <lrtistic niche. Mter a rei a tively long 

period under KatSuka'm Shunsho, he lefi: the 

studio k>llowing the master's deach and - ever 

curious- investigated what other schools had to 

offer. In the process, he came across examples of 

art displaying a £tistinct western influence chat 

had originally fdtercd chrough via che Dutch 

tnHling £X)st in Nagasaki. 

To appreciate che impact of such influence, it 

is necessary to remember that .Japan mHlerwent 

a policy of Na tiona! Seclusion from 163 9 to 

1854. Foreign tra de was strictly limited and che 

Japanese themselves forbidden w travel a br!rJ£1. 

The pictures derived from European 

engravings inspired HokLL~> i tinally tO become a 

lan(l~capist at che age of chirty-eight. He be&"'n 

\'t'Ork afresh, experimenting with western 
perspective, making endless observations; che 

ensuing work went inll) twelve volumes of che 

HokLL~ai Manga (skeochbooks) publishctl in 1814. 

But it was the 'ttki)'o-e - 'pictures of the 

lloating world' -chat made the reverse journey 

in the late ninetoenth century to complete a 

circle of inlluences and reveal w a delighted 

Europe che glories of the Japanese prin~ 
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A D-aimyo Mu.~ing on a Lost Love (1835-6) 
OJTe of a .<eries mJitled One Hundred Poems Explained By the N ursc, thi.< 

111nsterpiece of rohur printing illustrates a poem~)' Sanji H ito.rhi. Hokttsai:\· 
hrnnte .Hwse of proportion. rnnrries well ·with his devt•hpment of tL•estern-styrlt• 

penpective; and figures of nJJ ki'Jld.\~, at work and Jei.wtre, fed his insatiable 
entbusin.mJ for depicting life in ali its aspects 



1491 

1510(?) 
- 14 

1519 

1526-28 

1528-32 

1532 

1536 

1543 

HANS HOLBEIN THE YOUNGER 

Bunt in AllJ!?inug, 
son of Hans 
Holbein the Elder 

Studies with father 
in Attgsbwg, tbm 
111oves to Basel 

Beromes membe1· of 
the Btuel mtiso·' 
guild 

F int trnveLr to 
England, wi tb 
iJttroductioJT. to 
TbumnsM01~ 
from Ern.mnts. 
Paints p<n1Tnh.r at 
the Ttuwr rottrt 

Rt•tltrJl,S to 'W ifo 
and /""<1JQ rbildmt 
in Basel 

Abandons fo11J.iljr 
in Basel. Sntie.r iJT. 
England 

Attached to 
Engli<h Cuttrt 

Dies uf the plague 
ht Lomkm 

Sir Richard South well (1 536) 
Wbw tbi.<purrrait wa.< painted, Soutlr<JJe/1 bod 
been sberiffufSttjfolk n11d Nu,folk fin · twu )'enrs, 
de.\pite the fact that he Wtts a «mvided rnttrde1-e1: 
HoibeincQJ!Vt!)'!i a rertaiJt, tt1tpiensnnht.ess about the 
111011 bttt, tl!i nlwnys1 in hi\· di.rptt.\'.\·icmnte Sf)ril•. The 
11nsbave1t jau1 below his sneering nJOuth dmws the 
viewer's nttentionro the scars on his neck 

H
ans Holbein was one of two gifted 
sons trained by their artist fnher 

Hans Holbein the Elder. Both 
started out as book desif,mers and illustnuors for 
the leading German printer Froben of Basel, 

but the older boy died in 15 18. In those days, 
printers were publishers tOO and their 

work..~hops were nH:eting places for the 
intellectual community. Froben\; oHice 

attracted many schola rs and so the young 

Holbein met the Dutch humanist Em~m<L~. 
Holbein pain ted his first otlicial portraitS in 

Basel - of a burgorru>Ster and his wife - but, 

despite their success, he didn't restrict himself 
w portraiture. He created a popular series of 

woodblock.~ called Da11re of Dentb, designed 
stained glass, made models t()r goldsmiths, and 

painted some religious subjects. However, in 

1525, as the Reformation spread throughout 

northern Europe, religious images came <mder 
attack in Basel and ctisorder even threatened the 

town's food supply. ArtistS everywhere were 
seeking altcma tive \n)rk and Holbein decick·d 

to go to Eng Ia nd. 

He sailed in 1526, having persuaded 
Era.o;mus to write a letter of introduction tO 

Henry VTII's Treasurer, Sir Thomas More. 
Holbein's admission to the English Court was 
the key moment of his career and before long 

they had accepted him as their leading artist. 
1<>gethcr with his responsibilities for 

ccrcmonia I and festive occasions at Court, 

Holbein provided an accompaniment to 
Henry's serial marriages with his portraitS of the 

Icing's actual and prospective brides. But 
these were a mere handful among the nne 
hundred or so, including miniatures, that he 

painted in total. 



Anne of Cleves (1519) 
The 1iubn· pniod wa.< OJU! of hrHigu~ nud decepriw. lu rhi.r Jllll'f'lllir of 1/emy 

V/W,fomth wife, perhaps Holbein did J?lloofh over wirh his '11/etimlous, /1/euded 
brtub.rrrokes those ftarum· that caused rhe king ro mU her rhe 'Mtor of Fl1111dny' 
oJJa he had 111et her. Her elaborate dress «ttniuiy Olltfbiue:,. her [nd11l e.tprtstion. 

Should that have hem a duel HrrUJever, by the time he 1111d A1111~ wert wed, 1/mty 
Wlb·111ore or less ·ready to ro11mtin·io11 Holbeiu S portrait of his fifth u,ift 



LOO 

1816 

18H 

1856 

1851 

1859 

1866 

1861 

1871 

1881-82 

1881 

1884 

1889 

1910 

WINSLOW HOMER 

Bont in Boswn, 
1\r/A, SOJT. of a 
hmrbJ.l/111! 
111-erchnnt 

Apprellficed to a 
lithographer 

Spmdr the )'•m· iJt 
F?·auce 

Bero1tU.'S 111agn.zine 
illtt..-traro•· 

Sers up smdio in 
Ne-<1.1 York 

A.r.rigned Civil 
War mti:.1 

Visits Pm·is 

Bl>gins ·wo1·Jdng in 
u.•nterroiottr 

Lives ht 
C-ullercOilts, 
Engla11d 

Move..- to Maine 

Spendr 1/}().lt 

winters fivm 1UJW 

on in Plmida, 
Bnhn111n.r tmd 
C11ba 

PaiJtt.r the Gulf 
Stream 

Dies ht Prout 
Neck, ME 

Home, Sweet H ome (/863) 
A\· a v.utr m ·ti.rt1 Home1· /ived anumg the .\·oldiers and in this pictttre he 
taptwr!s a scene with t-cLYJ fodn·ai info1tt7y privates at .wtpperti1!Je. The band 
in the di:.tn.na' is supposedly playing 'Home, Sweet Home'. The111en:\· 
Ynvgan' boots nrr1 brtrl1J11) which is how they u.rere is.wted. Soldien ·wen! 
.rupposed tv apply boot black tv thm1, but often hnd 1JJ01~ i1JJpo1tantduties 

'In the future I will live by my 
watercolours.' Although Win slow 

Homer tlrst ll~Cd the rne£tiurn wbcn he 

was already a mature artist, he signitlcantly 

raised the prolile of watercolour in America a n£1 

through several hundred works hccmne its 

acknowledged rnaster. 

J-Iomcr's art trmnmg consisted of 

apprenticeship w a lithographer. Once he had 

become an illustrator for Hmper~ Weekfy in 

New York, he sccrnC£1 destined tO remain so. 

1--lowc.·vcr~ a year's assignment as a Civil VVa r 

artist meant expeditions tO the Virginia front 

where he assembled a portfolio, which forrn~"£1 

the basis l(>r his first irnporta nt oils. Unlike 

\Vhistlcr and S:Jrgcnt, Horner - a reserve£! an£1 

unostcnt:ltiOll't man - worked mostly in Amcric.."a 
an£1 lett avant-gardc European movements like 

lmpre,;ionisrn to proceed without him. 

His early watcrcolours evoked a pre-Civii­

\.Var mral idyll and Sl>tn£1 in contrast to his war 

reportage. T hen Homer went still ll1rther- to 

tbc north of England for two years, in fact- and 

produced a series basC£1 in the tlshing village of 



C uUerc<ratS. Ste-arn trawlers ha d already bef,'lln 

to replace smaller fishing craft, but Horner 

persisted in recording the old ways and 

traditional skills, as in Mmdi11g the Nets. 

He moved It> Prout Neck, Maine, after his 

return to New York. It became his horne l(>r the 

rest of his life, apart &om worlcing hofidays on 

the New England e<r.l~t; in the Adirondacks and 

Q uebec, and the winters that he spent in warmer 

climes. Horner painted the sea and itS people 

repeatedly until, finally, he omitted people m 

favour of the '1>Stncss of the occa n alone. 

Shark Fishing (188~ 
Homer wn.r not A111eric11:\· first sporting arti.rt but he did bt•cbme 11111.r ter uf 

the ge11re,jwt when the 1t.i11eteenth-rentmy 'cbttrch' of the .rub/hue 
lmzdrcape ·was trnn.jin7ned htto the great outtkJOrs and the 'tht'nter of 

111tl111)' e1tjoyrnent' 



PIETERDE HOOCH 

1629 

1645(?) 

1652 

Bunt in 
Rotten/am, son of 
a bdcklayer tmd a 
111idwifo 

Stttdie.r in 
Hnnrh'111 tmder 
Berchi!'Til tmd 
Orbtervelt 

i\tlove.\· to Delft, 
111eeo· Fnbritius 
nud VeJVneer 

16 53 Wiwk.r M paimer 
and servmtt to 
linen. 111ercha11t 
JtL11:1ts de In 
Grange 

1654 

1655 

1656 

1661 

1661 

16S4 

Manie.r daughter 
of ll11111.\1erfniim.ce 
(potte•J:) 111nke~· 

Bl'fV1/Jes 111ember of 
Delft gtuld. Son 
Pie ter is bont 

On ttgb ter Amta is 
bon1. 

i\tlove.\· to 
Armten/nm, pai11ts 
affhu•nt domestic 
group:; 

Den tb of Ulife 

Dies iJT. 011. insmu! 
lh)'ltt11/. Jil 

Armte1rlnm 

A Musica l Party (/ 677) 
A .wpbi.rtknted i11terim; pnimed darkly during tbe nrti.,t)·A11uterdn111 period, 
nJ1.d hinting nt the decline of tht• affluent dtu.ms into tmteless extravagance. 
Then! is po~1ibiy so111-e imt.mwdo attached to the opter bt•ing ofjitn:d to the 
u.VJrnmt in Ted 

S 
cvcntcenth-ccntury Cll~tt)mers of Dutch 

artists t~rnc from the mcrchtlnt classes, 
LLnlike other European COLLntries where 

church and a risrocracy were still the major 

patr<)ns. This meant Dutch f>Jintcrs were free ro 

choose any genre -such as portr•iwre <Jr still life 

-tor themselves. 

Pieter de Hooch\; best genre work wa s 

accomplished early in his career, in Delft where 

he met Fabriti<L~ (a pupil of Rembrandt) and 

VcmiCc r. Given that Delft was the 

manufucwring centre of high qua tity lenses, it is 

likely that all three made usc of a technoiOf,'Y so 

conveniently w hand. Themes associated with 

the Dutch school - tt>wn views and domestic 

interiors - gave scope fi)r e.xpcrirnent:S in 

perspective and reproducing variou..o; surfaces. 
Apllrt from the well-tried ca111ern ob.rmrn (sec 

p>l gc 198), there were magnil}ling and reducing 

lenses, and mirrors, any of which could be 

employed in rendering meUow brickwork, tiled 

courtyards, and reflections in glass or metal. 
Besides technical proficiency, de Hooch's 

giftlay in his sensitivity tO humlln relationships 

and especially, 'those silent m<Jrnents 

\\'hcn .. . ern<)tions arc triggered by .. . a gesture, a 



set of trifling circumstances'. Sadly, de Hooch\; 

later years S>lw a decline in his powers. He was 
devastated at his wife\; death in 1667. But 

alreHly his move w Amsterdam in pursuit of 

wealthy clients had led w coarser work on a 
larger scale, executed with a darker palette, 
reinforcing the feeling that de Hooch\; gentle 

light no longer shone. 

The Courtyard of a H ouse in Delft (1658) 
Typiml of de Ho(J(;h} handlil!g of.rpace and penpective, with the kmgvi.1ta 

tbJVttgh the an1J and vm·iott.'i doo1Y left in.nigtu'ngiy njm: The :.tOJU! inrcriptitm 
1r!nds~· 'This is St Jerome:r vtJe 1[you. wish to -repair to pntit!Jtre and 11/l!elntess. 
PoT we uut.rt fin1 descend if U.'e wish robe Tnised.' Does it invite 'US to ro111pnre 

the contented 1/Jother and child in the cluttered back yard with the wuman 
under the new bn'ck nrdr"'ny1 poised to step out in her best dothes.? 



1882 

1899-
1900 

1900-06 

1906-10 

1924 

19JJ 

1943->> 

1955 

1962 

1964 

1961 

EDWARD HOPPER 

Bunt in 1\Trl)) Y<n-k, 
SM of a shopkeeper 

Srttdies iUusrration 
at New lflrk 
cwnm'rcial art 
school 

Studies pai11ting at 
Ntru> lflrk School 
of A,-t 

17nve sepamte 
t:lips ro Ettrope, 
chiefly to Paris 

Mm1ie.r Josepbht~ 
VentiUe f\fivi.wn 

Btdldr bouse at 
South 11-tnv, Cape 
Cod. Retro.•pectiw 
at Nlttsettm of 
Modenu/11, New 
!fJ?k 

Five .H!ptlm te trips 
to Me :rico 

Elected ro 
American 
Acadwq ujA1ts 
tmd LettRrs 

Ret:IV.•pettive of 
gmpbin at 

Philadelphia 
J\rlusettTII of A1·t 

Major 1v trospective 
at Wbit:11q 
1Husemn of 
A111eriam A1t, 
Ne-<1J lflrk 

Major US 
n!presentntive at 
Sao Paulo 
Bierm.aie. Dies in 
Ne-<1J York 

The Absinthe Drinker (1876) by Edgar Deg-a.~ 
Degas' hnngiuntion acridentnJJy tTtmsformed the 
Tepu.tations of two of hisfiie11d\· with this picttnt>. 
7Li• V.fQ1/JOJl is 111:tre.\·s Ellen Andree, thi• 1/Jan. a 
pni111J!r called Desbolttin. Degas po•tmy.r them 
sitting deep ht thought, bitt daimed be did 110t 
mean ro portray them a.rdixsipatd a11d degmdetl, 
which was htr<ll the nitia perreived them 

T
he p>lintinf,'S of Edward Hopper are 

landmarks of American Realism, a 

style he never abandoned but did 

not follow mere! y in order w reproduce 

the visible. As he said, 'No amount of 

slcillid intervention L'lln replace the essential 

clement of imagination.' 
Fifty years separa te The Ab.rimbe Dri11ker 

from Atttom111 but Deg-as stirred Hopper\; 

awa rcncss of what the American artist called 

'decaying from your original idea' , with the 
statement: l(t's much better to draw 

from ... memory. It's a transfOrmation in which 
irna gina tion collaborates ... One reproduces 

only ... the necessary.' 

Although educated m the European 

tr.clition and a 'isitor oo Paris in the early 1900s, 
Hopper remained unaffected by movement.~ 

like Cubism, just as he avoided Abstraction later 

on in Arne rica. 
'America seemed awfully crude and raw 

when I got back ,'he admitted, yet it '"' s those 

qualities that rooted Hopper\; disquieting 

vision, thn>ugh which he (1)nveys the sense of 

alienation that pervades any big city. 

Initially trained a.~ an ili<L~traoor, Hopper Wll~ 

not a good painter rechnically. But the severity 

and harsh illumination of his compositions, 

populared by solemn figures who at times appear 

scarcely more alive than the furniture, draw 

viewers in with a collective atmosphere. Like all 

si&'llificant artists, J-Ioppcr ean, without a trace of 



sentimentality, make people look at some 
commonplace image and perceive their own 

susceptibilities in the fi>ce of <bily existence. 
For over lorty years, Hopper wa s married to 

j o Nivison, his inspiration, model and 
intellectual m"tch. Jo was an artist herself, 
whose development was th\\"Jrte<l by Hopper\; 

demands on her time. T hey had a studio 
apartment in New York and another home at 
Cape Cod, where Hopper represented the 

sunshine as chc sole antidote ttl melancholy. 

Automat (1927) by Edward Hopper 
A Ukmum .rits alone with 11 cup of coffee. We can. OJT.iy J,11tess if the empty chair 

opposite uutms that she's expecting sbTtU!0111! or indeed u.vmJd welro111-e the 
an·ivai of flll)'01T.e nt nU. Placing he,- in nJT. alienating en:vironrtu'Jl.t where people 

ct.mnect only ·with vending 111nchhtes, Hopper 111nke.r11se Qf di.rttmce and 
dt•taclnm!JT.t- painted and imagi11my - to create a .\7'tuation u>'here the vii~u;er 

.mpposes the coJr.Jt.'quence.r 



106 JEAN-AUGUSTE-DOMINIQlJE INGRES 

1780 Bunt in 
i\tlontaubnn, son of 
a taikw 

1801 Stttdies 1t11der 
David tmd w h»· 
the Prix de Rome 

1807-20 

18/J 

1820-24 

1824 

1814-41 

1840-59 

1849 

1852 

1867 

Stttdies o11d "''"'·ks 
in Rome. Begins 
the odali.rque se1ies 

1\tlanie.\· Jltfadeieine 
CbopeUe 

Stttdies a11d U'Od~. 
in Flanma 

Ret:ttrns to FnnTce 

Diredor of Fnwch 
Academ;y in IW11Je 

In c<Jnthmnl 
demtmd fin· 
Jxn-traits 

Det1th of 
Mr1ddeine 

Monies DelphiiTR 
Ramel 

Dies of pnettmonia 
in Paris 

Louis-Fran~oi~ Bertin (dett1il) (1812) 
Seated in a snnple choir ngaimt n sober backd•vp, Bertin the 
fotmder a11d director of the ] ourru1l des Debats, epitmnize.r the 
liberal bottrgeoi.,ie nnd e.1tnblislmwzt. Thi.r mperbly delinettted 
portrait is considered one of rbe jhtestof the ninetee11th amtmy and 
certainly a crowning nchieve1/JI!Jtt by lngre.r 

J
ean-AugLL~te-Dominique Ingrcs made his 

reputation in portraiture, although he 

believed th;lt history painting would bring 

him lasting recognition. H '"ing won the Prix de 

Rome, he lived in Italy for seventeen years, 

returning ttl Paris in 1824. There he found little 

in cornmon with his French t.Xmtcmporarics, 
who had meanwhile 'breathed the atmosphere 

of Romanticism'. Ingrcs called his younger 

rival, Dclacroix, 'the aposde of ugliness'. In 

retaliation, Delacroix declared Ingres had 'no 

im, gination at <111'. In deed, lngrcs had no 

instinct fur narrative and his set pieces suffL-r fur 

it. Up close, there is a mass of information but 

no connecting energy. 
He had a bourgeois mentality, and yet his 

works reveal, as Baudelaire adrnitte<l, 'a deeply 

scnsuOlt~ nature'. This is wh y lngrcs is so 

admirL"<I. His picntrcs arc painted with amazing 

physica lily; and he relishes every detail of his 

wca !thy s itters' clothes and jewellery. A supreme 

example is Mndmne Moites.<ier in her floral gown, 

which t(x)k twelve years ttl paint. Her litde 

daughter wa s tO have heen included in the 

portrait, but she had f,>TOwn up by the time 

Inf,>Tes finished. 

Ingres returned tO Rome as DirectOr of the 

French Academy in 1834. Awa y from the 

constant criticism in Paris, he unwrapped his 
talent for tCl1Ching. Like his own tutor, David, 

he advocated drawing above all: 'If I had ttl put 

a sign over my door, I would write "School 

of Drawing" and I'm certain that I would 

create painrers.' 



Theti s Imploring Jupiter (18 I I) 
In this iUt<rtmtion fiwn Homer)· Iliad, Tbeti>· begr Jnpiter to •~pair tbe 

Gn•eks' hrjwtice to ht,r son Acbilie!i. lngres cn.as Thetis in the familiar mould 
of nn elongated odali.rqtte, ber body cm-ved around the solid twchitect'ltrnl figure 

that is· Jupire.: Memr<1Jhile, Jupiter's imperior.r pose both echoes lngres' 
Neoclas.riwl tr~atmmt ofN arx)leon I ( I 806) and fin~.rhadrr.os the Apotheosis 

of Homer ( I 827) 



lOS 

1866 

1886- 92 

1895 

1901-()4 

1910 

1911 

1911- 20 

1921 

1924 

1925 

193~ 

1944 

WASSILY KANDINSKY 

Bont in J\ tfosro·w, 
son of a tea 
111errhnnt 

Studies ltr<1J and 
etOJWmio· at 

i\tlosarUJ University 

Visits lmpntni(mist 
exbibhion, dNides 
to be a par/Tier 

Formds Pbnlnu.Y. 
11-rroel.< ro I tnl]s 
Netherlands OJid 
No1tb Afrim 

Pahttsfh'.\t 
abstract in 
wnt£$Jrolottr 

Co-fomrdr Dcr 
Blaue Reiter with 
Mm·c 

i\1anies 1Vint1 
JViroitl)'t"ltJTa 
A11dnJrevsknJn, 
birth of slnt 
V.r<'IJolod. Work.r iJt 
1\1osro-u1 nt People~· 

Commissa1·iat of 
Eduratiou 

Den tb of son 
V.w'lloiod. Tem:bes 
at &rlin Bmrhmrs 

Co-founds Blaue 
Vier with 
Pi• ininge1; 
Jrru,lensky tmd 
Kke 

Moves with 
Bauhaus to Dessau 

1\tloves to F1·nute 
when 1\Tnzis dose 
Bnrtbarti 

Dies il• Nerr.illy-
.wn'-Seine 

The Dream (1911) by Franz Marc 
A1lmr nearly al-d1n)'J induded nrt.imals ht hi.r vhn'd pitt'lt1l!S. F(JT him, n11irunls 
Teprestw.ted the imUJC£'1tce nud hm7!umy udth ?Tattnl! that btmJan beings had lo:.t, and 
be finnly believed that twt rottld bridge the 11ntrwnl mrd the .1phitunl uxnidr. Mmr 
died in battle at 1/en/rm in 1916. One ofbi.r last ·works, Fighting Forms, 1/Jove.r 
rowmrls abstmction under tlu! influence Qf Km1dinsky. The t"clJO artists roUabonttt•d 011 

Der Blaue Reiter 11htllllt11C and exhibitions in 1911 mrd 1912. The profo.ued desh~ 
of the grottp was {()go 'behind the veil of appenm11ces' 

W
assily Kandinsky could hear 

colours. This condition - known 

as s ynaesthesia -was key to his art, 

and he even named some of his paintings 

'improvisations', 'lyriC'<tl' and 'compositions' as 
though they were pieces of music. KandinsLys 

pioneering development of abstract painting 

parJIIck:d his need t<> express colours and l(mns as 

if they were plucked from the sarnc air through 

which sound waves travel. He aspired to 'pure 

painting' that woukl bring the viewer to the same 

emotional threshold as listening tl) a symphony: 

'Colour is the k-y. The eye is the harruner. The soul 

is the pr•no with its many chor<L~. The artist is the 

hand that, by touching this or that key, sets the soul 

>ibmting autr>matically.' 

Kandinsky was thirty before he began to 

paint and yet became one of the most orif,>lnal 

and intluential artists of the twentieth cennrry. 

In 1901 he led an ""'nt-garde movement in 

Mrmich ca Ued Phahmx. Both a sch(xll and a 

society, it aimed for freedom from an aL'lldemy­

domina ted art world. 

Kandins ky had a long-term relationship 

with one of the Phalanx students, Gabriele 

Nluntcr, whose vision and experimentation 
influenced his style dramatically. Up tO the 

outbreak of war in 19 14, when Kandinsky had 

to leave Gerrnany, .Munter was present <lt 

crucial moments in his career: his tirst abstmct 

painting, and the founding of the Expressionist 

Der Blntw Reiter (Blue Rider) group with Franz 

Marc ( 188{)- 19 16). She led him to an 

appreciation of child art, which Kandins ky 

believed offered a deep spiritual understanding 

through which all humankind might grow. 



lmpres.~ion 5 (1911) by Wassily Kan£tinsky 
Knndinslq's .rt)'ie ·was based <nt the 1Um­

Tepresentntion.nl properties off(}niJ./lJTd co/om; ttsed 
to expn~.r.~· the fuJi nw.ge of his 1111!TIJ01·ies, emotions 

and imaginntitm 



llll 

1757 

1761-65 

1166- 81 

1168 

1181 

1801 

ANGELICA KAUFFMANN 

Bunt in Cbm; 
daughter of n 
rmtral painter 

F am iiy 111ove to 
Sdru;11rzberg (11ow 
Aw11in) 

Trll'liels to Ro111e, 
Nliln'Jl., Ve11ia, 
Naples m1d 
Flon!JU"C, fhutliy 
johu St LuetH 
Acade11J:y, Rome 

lv1ove.r to England, 
rtllnTies A11tonio 
Zttcrhi, a Venetian 
paint£$r ·wod<ing 
with the Adam 
brothers 

FouJT.dn· rm!11Jbe1· 

ofumdonY Royal 
Arndem:r with 
Reynold.r 

Rt'tttrns to nm. 
sttcres.fui .rt:udio in. 
Rome 

Dies in Rume 

Family of Ferdinand IV (1783) 
An ext:mordi11nrily large painting in which the 1·oynl family ofSici~' and 
;\faples appear iifosize, posed agnimt n landrutpeTnther than the 1ich interior of 
n palace. Bringing childmt ttp ht the freedom and beauty ofrttml .11t1TOtmding.r 
i.r a •·eflection of the philosophy of]etm-Jncqtt.e.r Rot<r.reatt 

A
ngelica Kauffinann was a professional 

woman in the age of the amateur an<l 
the first to challenge seriously the rna lc 

domination of hiStory painting. Despite being 

barred &om drawing the male nude- on which the 
conventions of history painting rested - she 

underwent several years of preparJtion in Italy 

bcfurearriving in London at the ageoftwenty-tive. 

As a child prodigy, Kauffmann spoke four 

languages, played music and above all she coukl 

paint, completing her first commissioned work 

at the age of twelve. She travcUe<l widely with 

her father, filling in the backgroun<l~ to his 
murals. She continu(."<( to receive commi~ions 

and ese>>blishcd a reputation in her own right, 

following the Neoclassica I example of the 

German painter Menf,>S. 

ln>ited to London by the wife of the English 
Ambassador in Venice, she painted numer<)ll~ 

portraits in her first year - one sitter v.-·as: the 

famous actor and theatre manager, D avid 
Garrick- until she had Stdticient fund~ to buy 

her own house an d could turn t(l histOry 

painting. Promot~"<l by Joshua R~-ynolds, 

Kauffmann became a founder member of 

London\; Royal Academy of Art, contributing 

no fewer than four cla..~ical compositions. 
Zoffany pa in ted 7be Acndemicianr of the Royal 

Academy in 17 72 to commemorate the occasion. 

lroniL':llly, it was dccid~xl that the members were 

to be arranged around a nude male model, so in 

order to include the t\\'0 women academicians ­
Mary Moser and Kauffmann - Zoffany 

represented them as pOrtnl iiS on the wa II. 

Elizabeth H artley as He rmione in A f¥inte-r's Tale (c. / 770) 
Elizabeth Hartley was OJU! of the 111o.rt celebrated actresses on the LoJtdon .\1age, 

n11d .rptciaHzed in tragic Shakelpe111ian heroines. Ktniffmamt 111nkes the 11/0.\t 

of he~· striking red hail; bttt without n him of the complexiOJt that Hm·tlq 
herself de.rcdbed grnphicnUy n.r 'freckled as n toad~ belly' 





11 2 

1862 

1876 

1886-91 

1892 

1897 

1900 

1901 

1905-11 

1907-8 

1911 

1918 

GUSTAV KLIMT 

Bunt in 
Bntnngmten, son 
of a gold engrnv£;r 

E11rols at School of 
A,-ts a11d Craft.>; 
Viemta 

Pailtts vttrious 
CIJT/1111 i.,'.\ions fo,. 
ceilht.J::.Tl' and 1/Ittral.r 

Death of fa the•· 
and biVthe~· 

Bt!a>mes fir.rt 
Chnirmrm of 
Viemtn Secession. 

Winr gold 111eda/ 
at World:r Fail; 
Pan's 

Visits Ravenna 
r-u•ice for 
!J_yznn.tine 11/Qsaics 

Re.rigns fivm 
Sece.\·sion) berome.r 
rn-embe1· of 
Viemt.tse 
Workshop, n~nte.r 
the Sroclet frieze 
in 81't1sseLr 

Paints The Kiss 

F int priu nt 
btterJtati'tmai Art 
Exhibitio•~ Ro111e 

Dies of pnetmumin 
n[te1· a stn1ke in 
Vien11n 

Judith II (detail) (I 909) 
The 1K11Jl.'il.rchtm' marked Kli111t:\· lend£'nhip of a 1U!W 

11NJVem.ertt, after a di.\pttte with the Secessioni.\ts. 
Judith TI is in the Jttgend>til (Ge~71/a/l m ·t 11ouveau) 
1110de but shu-(})s some influerue from. Schieie:r 
dmwing.·, which Klimt g1mrly admi,-ed 

A 
lc-<Jding exponent of art nouveau among 
anti-conservative Vtenna Secessionists, 

Gustav Klimt frequently provoked 
antagonism. The Emperor Fn>nz}oseph II even 
forbade his drivers to go past any place showing 

Secessionist an. The objections were not ro 
Klimt\; sumptuous usc of gold and Byzantine 
ornamentation, but to the barely concealed 

eroticism in his pa intinf,'S. 
Klimt's effect on other artist.-; was more 

positive. He himself had been influenced by the 
Swiss Hodler, who returned the compliment 
saying: 'I love his frescoes ... the freedom with 

which he treats evel)'thing.' And although 
Schiele later resolved his own colour handling 
by different means, he too was impressed when 
he lirst saw Kli mt\; work at the 1908 

'Kunstschau'. Klimt helped the younger man 
consider;, bly over the next two years. 

Far from Paris, Klimt spenteve'Y summer <>t 
the Attcrsce - Allmia's biggest Ia ke. He t<1und 

the bmrlo;cape inspiring, and some of his lx..~­

known works were ~~ainted there, including The 
Kiss. Klirnt?.o; works on <..'anva.o; were comparatively 
lew, he regarded himself more as a mur-•tist, 
which had heen his prime route to success. 

Three Ages of Wo man ( I 90 5) 
The t/7/~e ages 1·epre.rmti11g the qde of lifo m~ .ret in a .rea of.-ilver bubbles. The 

jigttreJ tht!TtJSelves an11110re doseiy J'ftJ"1Vtmded by sbape.rnflecting Klimt :\· intere.\1 
in the scieJTceof 111icrobioioKJ'· A littk• 11!semrh r eveal\· the sbape.rfloating nbot:e 

the J'O'llnger woman 1l!H'71Jbil• colonies of bnft-eria, whih• the oid1!r one stmtd\· amid 
tbe e/011gatd protvwa tt.r.rociated with death and deromporition 





114 

1452 

1451 

1464 

1472 

1411- 82 

1482 

1495- 98 

1499 

1503-06 

1506-12 

1512 

1516 

1519 

LEONARDO DA VINCI 

Bunt in Vi11ci1 .wm 
of a 1WfDIJ' fother 
and pt•nsnn t 
mother 

Tnkm to live with 
fo the1· in Fionwa 

Apprelltiad to 
studio of Venvrhio, 
with Ghidandio, 
Bottidni, Perughw 
a11d di O ·ed i 

Bl'fV11Je.r 1/Jember of 
St Luke:, Gtdld 

E.\tllbiisbes ov.m 
stttdio ·with Medici 
pntro11age 

i\tlove.\· to cottrt of 
Duke of JHilrm. 
Paints Virgin of 
the Rocks 

Paillf.r The Last 
Supper 

11-rroel.< to 
Mmtt:ua, Venia·~ 
Fionmce n11d 
Ro111agnn 

Rt•tttrn.r to 
Fion!na•. Pairtts 
Mona Lisa for 
F1·anceJctJ d1!l 
Giocotulo bttt keep.r 
po1·trait 

French khzg ujfer.r 
patronage itt 
Milan. Prthll:r 
seamd Virgin of 
the Rocks 

Tr{fiJe/.r to papal 
cottrt ht Rome 

RetiTe.~· tv French 
court in A111boise 

Dies in Au1boise 

La Scapigliata (1508) 
A delicate oil.rt:ttdy, perhttp.r n Marknmn, known n.r The Lady 
with Dishevelled Hair 

L 
eon~rdo da Vinci trained as an a ~ist a ~I 

craftsman but soon proved h1mself a 

scientiSt as well. It is not known where 
he learnL'<i engineering; he might even have 

taught himself the laws of mechanics. His 

notebooks reveal the scope of his originality and 

arc full of exquisite detJil. Everything is in 
Italian bCL'lluse Lcorulr(IO lacked Latin, which 

was probably an advantage since his work W}L~ 

rooted in his own observa rion rather than the 

tc-Jchings of others. 

NOt a II Leonardo',; ideas were successfLd. His 

characteristic device of .ifrt7nnto ('in the manner 

of smoke') depended on slow, c-.rcful 

modulation of light and shade - n> Leonardo 

stn>ng colour contrasts conti.•sed the eye -

whcrc-•s traditional metho£l~ of fresco painting 

r<Xt uircd rapid work on wet plaster. So Leonardo 

developed a new compound to prime the wall for 

7be Lm1 !>'ttpper. Unfortunately, it neither held the 

paint nor pron:.."Cted it from moiStllrC. 
However, what remains of the fresco 

demonstmtcs Leonardo's appr<>llCh to 

composition. R lther than placing Christ and the 

apostles in a strict row, he f,>TOuped them na111raUy, 

each gesturing in rc-Jction to Christ~ statement 

that one of them would soon bctn1y him. The way 

that the space appears to recede behind Christ~ 

hc-MI is a cla.o;sic example of one-point persp1:crive. 

Leonardo is one of the greatest painters and 

most versatile gcnill~Cs in history; the 
embodiment of the Europc-•n RenaiS>'ancc. His 

participation in a debate at court, between 
representatives of the arts and sciences, is 
reported admiringly by Vao;ari: ' [he] silenced the 

lc-•m<XI and confounded the liveliest intellect.' 



The Virgin and Child with St Anne (c. 1510) 
The st:l~am of life f/(f'<1JS fiv111 the bend of St Amu d<r,;;" through tlm'e 
g.w.erntitms in 011. intricate t"dfi.\1ing uunf.IU!1. kntrlDn as contrapposto 



1290(?) 

1319 

132>(?) 

1327 

1331-32 

1331-39 

1348 

AMBROGIO LORENZETII 

Bunt in Siena, 
younger brother of 
tbt' nrti}t Pietro 

Recorded a.< living 
in Siena 

Paints frescoes for 
chapter bottse of S. 
F11wcesro, Siena 

E11ters the Gttild 
at Flonmce 

Revisits Florence 

Pnh7t.rfre.rroes ht 
the Palazzo 
Pttblico at S iena 

Dies of the plague 
ht Siena 

The Lifu of Saint Nicholas ofBari 
(detail) (c./ 312) 
As bishop of Mym, St Nichola.< is shown 
siWing the tov.m from famine by 111h ·nmitms~y 
dJ)'htg and rmtltip~'ing the .rod..~. of wheat that 
bad fallen inw the .rea 

T
here are_!Cw hard fact.~ a':'1ibble about 

Ambrogw Lorenzetti. It IS most hkcly 

that he was a pupil of Ouccio, together 

with his older brother Pietro; and he is known tt> 
have paid at le,.~t two extended visitS tC) Florence 

from his horne in Siena. He wa~ clearly familiar 

not only with the work of Giotto but also that of 

Giotto's Florentine successors; and he is prolYably 

responsible t()r cert:ain Sienese influences on the 

art of Florence, particularly in the area of small 

devotional pictures. 

Both Ambrogio and Pietro tend towards 
narnl tivc rather than decorative work; and 

Ambrogio - the more inventive of the two - is 

hest-known fi:>r his frescoes in the grand council 

chamber of Siena , dealing with themes of good 

and bad government and their effects on both 

urlYan and rural life. His delightti1l scenes <1re 

cramrncd with incident and architcctunll detail. 

They arc the fu-st panommic views of town and 

country since classical times, >md dcmcmstmte 

the remarkable control of strucwre, srr.~ce and 

<tiStJnce achieved in Ita lian painting at this time, 

with Ambrogio as an advanced roaster. 

T he Lorenzetti brothers both died in the 

great plague of 1348, which killed two-thir<L~ of 
the population of Siena, including a great many 

of the controlling arisrocracy. 

The Effects of Good Government in the City (detail) (1137-39) 
7bi.r detail affords a g/i1JJp.re of eve•yday life in a Ule/1-g(fl)ented city. Men and 

Ul(ff/1-en ride about oJT. hQrsebm:k, a shop stands open for busine.n· nJTd nn 
inr.ere~ting ponitm of the tu-um nrchitecl:ttre i,· n:vealed, fuJI ofbattie111tmt.r and 

balconies. A lthough Siena •·ivaUed Flm~11re in prosperity ttt the time of 
painting, it is probably nJT. id!•niized TeprrseJT.tlltitm to conh·ast with the 1bnd 

guuentme11t' fil'st:V in the same cbn11Jbe1; showing a city devmtated b)' famhte 
tmd uwnsten;foi/ingfrom the sky 





LI S 

1881 

1904-06 

1905 

1906 

1901 

1908 

1909 

1910 

1911 

1912 

1913 

1914 

AUGUSTE MACKE 

Bunt in NleJchede, 
so1't of a civil 
engi'ITeer 

Studies nrt at 
Diimldo'f 
Akndemie 

Visit.< Italy. 
Attends Biicklin 
exhibition in 
Heidelberg 

Visits Beigittm, 
Netherlands and 
LO/ulmr. 

Vi.rits Pan's, 
ilifltmtced by 
l111press ioni}1J. 
i\tlove.\· to Berlin, 
studies under 
Corinth 

Vishs Italy and 
Paris 

Mm1ies Elisabeth 
Gerhardt 

Bnth of son 
Waite~: Meets 
Man; J tr.vlmsky 
and Kandi~t.<ky in 
Munich. Joins 
Der Blaue Reiter 

Meetr Enut and 
Kke in 8011n 

Visits Deintt?tny in 
Pm·is with Mmr 

Bhth of.<otl 
Woljgallg in 801m. 
Vish from 
Delmma;' tmd 
ApoUhtah~ 

Visits Timi.rit1 ·with 
Kke. Dies ht bottle 
at Pe1the.r-le.r-
Hmitts 

Pierrot (19/3) 
Although gmernlb' FauviJt in his rolottring and Cuhi.1t in fimn, Mncke 
had not yet had tirm• to n.rYi11lilnn! aU the influerue.\· he had enromrtered 
dming his nutre .rix yemY ns 11 pahr.ter 

A
uf,•uste Macke was lucky enough to 

enjoy financial security, and was always 
free to study and travel. He also g-ainetl 

the patronage of his wi tel; uncle, Bern hard 

Koehler, in return for advising him on his 
art collection. 

Macke first saw Impressionist paintings in 
Paris in 1907. Then, in Munich in 1 909, he met 

Kandinsky and Marc, co-founders of the 
Expressionist group De~· Blatte Reite•· (Blue 
Rider) and worked with them tO prepare the 
almanac for their first exhibition. Within a few 

years, through frG-quent travel and personal 

contacts, Macke had encountered every major 
modern art movement: the French Fauvcs 
(including Matis.~e), the Cubism ofPic-.t.o;,~oand 

Braquc, and the Italian Futurists. He was 

particularly sympathetic to the colour 
harmonies of the Orphic Cubist Delaunay. 

Macke tnok an independent line with the art 

of his time. His int£rests were figumtive never 
mystiL'lll, using bright colour in broad outlined 

areas, and sometimes against a multicoloure<l 
mosaic in the style of Dela unay. 

On E>l.~ter lvlon&ay, 19 14, Klce and Macke 

arrived in the Tunisian 'lllage of Sidi Bou Said. 
Macke sketched the ourside of a cafe before they 
hurried on elsewhere. Six months later he was 
killed in action. His friend Marc - who would 

meet the same hlte two years on - wrote this 

epitaph: '\.Ve painters know ... he gave a brighter 
and purer sound to colour than any of 
ll~; he gave it the clarity >lnd brightness of his 

whole being.' 



\Voman in a GreenJacket (/9H) 
Pnimed nt Lake 77mn in Switudmul, tbi.•fnuums picture sbvw.< n pm·ticulady 

sensitivt• and hm711oni(Jtts 111"1"1lngeuu!l1t of fo1v11 and co/om: It is certn in that 
1\tlacke u:ottid have bero7m! a greater mti}t ifht• had .wcrvived. A\· A1mr said: 

'Uf, hisfrinu/s, we knew whtu promise this num. of genitts secretly bore in him.' 



1912 

1916- 18 

1922 

192> 

1926 

1921- 29 

1930-40 

193 9-48 

1953- >1 

196) 

1966 

1961 

RE 

Bunt in Le.\"l'ine.r, 
S01l of a tailor 

J\llotht·1· comrnits 
.mid de 

Studies lit 
Acndbnie des 
Bentu:-ATts, 
Brll .. \)'I!Lr, becomes 
coT!nuerdni nrh'}t 

1\tlanie.\· Georgette 
Berger. hBpired by 
Chhico:r The 
Song of Love 

J\lleets Dadaists, 
work.r udth A1p, 
SdruJitters, Tun·a 
and Man Ray 

Paillts The Lost 
jockey 

Lives ht Fnznce, 
111eets Enl.\1, Doli, 
B1~1v11 and Bluanl 

Rt•tltn"s to 
Brll .. \)'l!k Sttrn-nli.\t 
shows in Pmis, 
Lotulo11) i\Je-1)) Ycn:k 

Changes pain.ting 
.rtyr/e.r bttt Tl"lit'rts 

Paints t"dJO fresco 
c;rles in K1wkkt~ 
le-Zttt aud 
CharleiVi 

Retrospective at 
A1usetmJ. of 
ModemA11, New 
Y<wk 

Begins .rculptml!s of 
paintingy 

Dies of pa1trn!ntit­
cnncer in BntsseLr 

Fantomas poster (1925) 
Tbe Fantom as AppmiatiOJt Society Wll.lfottl!ded by 
the avant-ganle poet ApoUi11ah~ in 1912. Renl 
Mrtglitte and his brother Paul shm~d a passio11 for 
the Fmtlv111as films, sbtr<lm iiT/9/J 1111d 1914 and 
based 011 the 11ove/.r by Souvestre a11d Allain. Tbe 
fictional criminal beca111e a source ofin.\pirntion for 
Magtitte nttd oftm mgge.11~d his choice of title.< 

U
nlike most of his fellow Surrealists, 

Rene Magritte adopted an 
unassuming, rather dull lifestyle. The 

low profile was his way of en.~uring chat he met 
with as little interference as possible whilst 
concentrating on the Surrealist task of 'barring 

from your mind all remembrance of what you 
have seen, "nd being always on the lookout lor 
\\'hat has never been'. 

The tricks and puns presentetl in lvhf,>Titre\; 
paintings communicate on a level that 
contemporary viewers understand very well. 
\Ne know that things arc not always what they 
seem because we are subjected daily to 

does the evidence of our own eyes 

mean anymore? 
But Magritte will not let us dodge this 

onslaught, nor allow any situation to remain 
blindly accepted. lie manipubres time, scale 
and viewpoint repcaredly. Ilc turns night into 

rby. He offers mirror images that show the 
reverse of what we expect to see. He creates 
viStJS through window frames juxtaposed with 

canvases, suggesting the possibitity of finding 
three-dimensional reality through the Oat 

surface of a picture; yet the viewer must sec that 
it's all merely painted. 'Everything we see hides 
another thing1 we always want to sec what is 

thousan£l~ of mcdia-gcnen>red im;tges. What hidden by what we see.' 



The Happy Donor (1966) 
A1lnglitt{' was t1iwnys ronscious that thin}:f,!· have a flip .ride even 111ore cmiou.r 

tiJim. theiTfocade. lnonler to TeJtdt•r the 'dm·k' side visibk, severn/ of 
Nlagritte'sTecttrriJt.g 1/J.Otifs an! n.n"£'11/bled hen•: bowler-hntti!d i\rh· Average, the 

111elodiot<r rowbe/1 (with ns.wcinted cheese) and the <'Vocnti:ve bottse nt t"<11ilight. 
/Jeingfooied allows 'US w 'shift ow· gnze'1 as the phiio.wphe1· Lncan uwot£'1 to 

ronuuaily H'e thing.rfor whttt thq n•aUy nH! by seeing what theyTeally aren't 



1878 

1897 

190)- 10 

1913 

1915 

1918 

1919- 22 

1922- 1:7 

1926 

1927 

1927- 29 

19:15 

KASIMIRMALEVICH 

Bunt in Khtv, 
S01l of n fnrfol)' 

fore111rm 

Stttdies at Kiev 
School of A•·t 

ln. A1losctrl1.1, .\t:udies 
l111press ioni.\711, 
Cttbi.mi and 
Fnttui.\711 

Designs H!ls nnd 
costmnes for 
Vicr:ory over 
the Sun 

Exhibicr with 
Tat/in and Popova 
in 'Tramway V' 
a11d shrr<lls Black 
Square at '0. 10' 

Paints 'White on 
\-Vhite 

Teaches at Vitsebsk 
A1·t lm1it1tte 

Ti!acht!S at 
Leningrad 
Acade111y of A1ts 

Pttblishes The 
World as Non-
Objectivity 

Vi.rits a11d exhibits 
in Warsaw and 
Berlin . Meet.< A1p, 
Gabo, Le 
Corbusier nud 
Sdrwitters. Visio· 
G-ropius at 
Bauhaus 

Te11ches at Kiev 
State Art bt.rtitttte 

Dies of cancer in 
Le~~in gmd (•ur"' 
St Pete>rbttrg) 

Three Little Girls (1928-32) 
Althottgh painted in the pe>iod of S()(ia/i.1t Reali.,wJ impo.red by Stalht, 
these tin-ee figures echo the old Sttpn.'-mati.\t formalities and 11/ll)' 1J.w refor 
dhwtly back tooue ofMnlevich~ enrlie.1 uvn·ks, the Flower Girl of 1905 

K
asimir Malcvich ctid not attribute any 
usc or pu'l>ose to art and it ""S his 
belief that artistS shoulcl be spiritually 

independent in order ro create it. Starting wilh 
simple dr•wings, his geometric square, cross 

and rectangle were intended w show the 
'supremacy of kmns'. Malevich initiated 
Suprcmatism in 19 13 with his setS and costumes 

for lhc Futurist opera Victrn)' over the Sun, fi>r 
which one of the backdoths w;~~ a black and 
white square. He 6naUy exhibited the iconic 

Black Squm~ at the '0.1 0' show in PetrognH'I in 

19 15. Three years later, he produced his 
famous White on White, adding a mystic 
announcement: 'I have emerged into white. 

Beside me, comrade pilotS ... swim' The free 
white sea, in~inity, lies before you.' 

This statement anticipated Minimalism by 
fifty years. 

Post-revolution, the young Soviet Union 

seemed fertile ground k>r arti sts, and 
Suprematism became the style t<>r everything 
from film posters to cera rnics and tcxti les. 

Malcvich, " man of f,>TC3 t charm and " brilliant 



speaker, held teaching posts m various 
institutions and was ma de a curator at 

the Kremlin. 

But beyond the Cllrly 1920s, the State 
tightened its grip and decreed that the uts 

should glorify political and social ideals. 
Oppressed and m"r6>inalizcd - even a rrcstcd 
once- Malcvich watched while Sctlin imposed 

Socialist Realism in 1932 and banished 
independent art movements &om what had 
been the world's most Pr<l6>TCSSive country for 

modern abstract art. 

Supremacis t Composition (191 >) 
An £'.m111ple of the :;rraightforward ro111binnti(m of geometrifai eit!1tJeJJts 
that Makvicb prtinted bet".t'eel! the tmveiling o[Sttp1~11Jati.>71J. in 191 J 

a11d the 'White on White' serieJOf 1917-18. He bas introduced rolom; a 
Ted hinngie appt'llT.r, Tectnngies bero111-e tTnpezitrms aud then! is strong 

e111pbasi.r on the diaj§)nfll 



1812 

1850-56 

1852 

1855 

1858 

1861 

1862 

1861 

186) 

1866 

1868 

1870 

187) 

1881 

1882 

1883 

EDOUARD MANET 

Bunt in Pan's, .wm 
of a judge 

Srttdies in Pm·iy 
tmdn· CottruJ·e. 
7i·ave/.r widely 

Bitth of father~ 
ilkgiti111nte sun 
Lion 

Meet.; Delncroix 

Meet>· Baudelnh~. 
Fin~ pni11ring 
The Absinthe 
Drinker 

Meet>· Degn.< 

Death offathe·r 

1\tlanie.\· Suznmr.e 
Leenhujj; Ltflm :,· 

111other. E.rhibitr 
Dejetmer sur 
L'Herbc 

Exhibitr Olympia 

JVlt•ets CCznmre 
and JV!imet 

Meetr &rtbe 
Mo1·i.wt 

Serves in 1Vntionnl 
Gumrl 

Exhibitr The 
Seine at 
Argcnteuil 

Awarded Legion of 
Honour 

E.rhibitr Bar at 
the Folies-
Bergcrcs at Sttlon 

Leg nmp11tnted. 
Dies of.ryphili.r in 
Paris 

Lola de Valence (1 862) 
Lola de Vttlmw was the lend da11cer in a hvttpe 

[ro111 Maddd who perjimued at the Porte 
Dauphinedttring the J'lt11111U'r season of 1862 

E
doua~d Manet was a paradoxical 

combmat10n of the revolutiOnary artiSt 

who craved ollicil1 I gold meda Is; the 

debonair man-about-town who used street 
slang; and the repuhfican liberal who wa ntcd tl) 

go home tO the comfortable conscrvlltivc 

lifestyle tO which he was accustomed. He was 

handsome, witty and generous tO friends, who 

included Baudelaire and Z<>hL And he loathed 

the hypocrisy of people like his own father, a 

pillar of the I ega I establishment with an 

illegitimate son, whose mother Manet rnarric.l 

himself, once his father was dead. 

He was one of the generation regularly 

excluded from the Paris Salon. Rejected for 

both style and rontent, the f•mously 

controversial OI)'Tupin and Dijetmer _,.,.,. L'Herbe 

en<k·d up in the Salon des Refuses, although 

Ma net really had not anticipated the power of 

pubfic opinion against him. Yet, as far as his 

peers were concerned, Dijetme?· marked the 

d-awn of Impressionism. M.anct's composition 
follows a sixteenth-century enf,>Taving of a lost 

drawing by R"phacl, L'lllk·d The Judgement of 

Pm·i.r. By rein tcrpreting the work of a 

Renaissance master, Manct wa s questioning the 

possibility of belief in anything one once 

trusted. This painting was completed the year 

after the dc-Jth of Manet\; hlther, who was both 

a judge and an >Hiulterer. 

By 1874 Manet's reputation as experimental 

artist and lea dcr of the Impressionists was firmly 

established. The CalC Gucrbois, ncar his 

Batignollcs sn•<lio, became the meeting place 



for Monet, Renoir, Sisley, Degas and Pissar o 

and although Manet presided over them 
reguh>rly, he would not participate in their 
exhibitions. II e chose instead to remllin t(,cuscd 

on the Sa I on, which he called 'the true ticld of 
battle'. His mll in influences had always bt-cn the 

Spanish painters Velazquez and Goya, but it 
was during this time- when he actually went 
painting en plein ah· from Monet's h<r•t studio­

that he L'll me closest to the Impressionist style. 

Dejeuner sur JJHerbe (1863) 
The 'U'011lmt:\· bold .\tare tilnUenges the /nw coJtcerning her11nked presence and 
that of the other u:qman (111ixed bathing rmd nudity were illegal). It ha.< been 

mggested that the face is that ofMmwt~11wdel Vic10rhw Memmt, bttt that the 
body belongs to Sttzmme Lembofj; 111other of his hrt/fbiVthe~· nnd .<hartly tv be 
hi.r wifo. The IIIXUTIIPOJl)'ing men m·e Suzmm.e's brother Feniinaml, a .w:ulptfJJj 

mtd J\rlanet)· brother Gu.:.1ave, in an 'nrtiJtic' ftz. The bullfinch - hoVI.'n'ng 
uverhend - Ulfts a pqpulm· caged sMf!Pinl in Paris rtt that ti111e, perhaps the 

sight of one at liberty adds extra significance to the .m!JU! 



126 

14!10 

1441-4f 

144!1 

1447 

1448-ff 

14H 

14f9 

146f-74 

1486 

1488-90 

1490 

149) 

Jf06 

ANDREA MANTEGNA 

Bunt in Lrola di 
Cnrtmv, son of a 
carpenter 

Apprentice to 
Sq uarc Nnu:, 
becumes adoprive 
son 

Work.r ·with 
sculptor Do11ateUo 

Leave.\· 
Squnrckm.e }· 
workshop 

Paints frescos fin-
Clmrch of the 
En~mitnui, Padua 

1Hnnies 1\JiroWsin 
Bellini, si\1er uf 
mti.\t Gitn;mmi 

Bl'fV1/Jes Coun: 
pahtter to 
Gonznga.r of 
Mmttlta 

Pai!Tts jrescarjo1· 
Camera degli 
Sposi at Pnlaz:w 
Dll<ale 

Complete.r 
11101t.tti1Jelttni series 

Triumph of 
Caesar 

Pniltts fi ·escoe.r in. 
vatican Belvede~Y 
chapel 

Begim roppe•· 
engrnviJt.b1'!1" 

PaiJit.l' Madon0l1 
della Vinorr• 

Dies in Nlnntttn 

Ludovico Greeting Hi~ So n Cardinal Francesco Gooz.~g-. 

(detail) (1471-74) 
The fi'escos in the Ca mcra degti Sposi (frridnl chnmbe1) of the d1tcnl palace in 
Nlnntttn an' .rtriking exnmplesoffifti.'I!Utb-centmy iUusioni.wn 

W
hen Andrea Mantegna wa s a 

young man, there was huge 

interest a round the north Italian 

city of Padua in the collection and study of 

RomJ n a ntiquitics. lvb ntcgna knew many of the 

university scholars and antiquarians involved in 

this work, and what he learned from them he 

frequently reproduced through his art. 

In turn, his pllintin!,'S fix! a f,'T<)wing interest in 

the rL-vival of classical forms. Throughout his 

career he made frcq ucnt reference to Roman-style 

bas-rctief, :t~shown "1th Cac..-ar himselfin the epic 

suite, the 1iiumph ofCnestw. Mantef,'llll'S sculptur•l 

cffi::cts retlcctthe inlluence ofDonatcUo, for whom 

he once worke<l as an apprentice. 

lvlantcgml's major skill lay in his use of 

illusionist perspective both for fOreground 

action and backf,'I'Ound scenery. The prime 

example is his fresco p>linting in the Camera 

degli Sposi, Mantwl , which inspired Raphael >mel 
Correggio and the work of the baroque masters. 

The StZeno a ltlrpiecc in Verona is another fine 

example. The spatial construction of the 

(>Jintcd hall in which the Ma donna is disphlyed 

fits the actual frame, which itself simulates the 

front of a temple. 



T<>gethcr \\1th his brother-in-law Giovanni 

Bellini, Mantegna was largely responsible t<Jr 

spreading the ideas of the early Renaissance in 

northern Italy. Not only were his paintings 

highly rega rdcd, his enf,>Tavings also won the 

admiration ofDiircr. 

When he died in Mantua in 1506, Mantegna 

received the rare honour of having a funer-al 

chapel dedicated to him in the church 

of Sant' Andrea. 

Lamen tation over the Dead Chris t (c./490) 
J\1/muegJtn ha.rframed this confined .\pace ht a U11~Y that m·chitectttraily 
deftne.r it as the cell ofn 11J01]5'lte; nml, t:mhu~d as he ·was in the study of 

dn.m'cni 11wtlt•is, he CU1WI!)'S an irnpn:s.\ive tmsterity ·with his Cbri:.t figtnl!. 
Hi\· mm1RIJ of foresbo1Tnting also eJT..\1tres that ;.vhnt.evt•r the nnglt• of 

approach, the viewer enroflnt.n ·s the pierced [et•t. The draperies are 
shmply defined, pail! ted- it issaid-from Mmtteg11a:v model.v of folded 

paper a11d gtmmted fabric 



1284(?) 

1314 

131) 

IJ11 

1319 

1324 

1321-32 

1333 

IJ39 

1344 

SIMONE MARTINI 

Bunt in Siena, son 
of a plastem· 

Visits Avignon 

Pni11ts Maesrii ilz 
Palazw Pttbblico, 
Siena 

Visit,- Naples 

Paints po()'ptych 
for cbttrch in Pisa 

lV!anie.r Giovnm1a 
di Filippuccio 

Paints 111011.)r 

church and 
gwt•ntment 
cm1nnissions, sorne 
lo>7 Inter 

Paints 
Annunciation for 
Siena C11thedrnl 
with Lippo 
Nle111111i 

Settles in Avignon, 
becume.r friend of 
Petrnrch 

DieJ in Av-ignon 

Angel Gabriel, Annunciation (detail) (13'11) 
Tht• giid£•1·:\· art is evident hen!, scribing the mTgen· 
words into the 1/Jnrt gold leafbackgrotmd. With no 
cttrrency lnu1s, profossioJT.nl gold beaters could get 
wer om! btmd•·ed leave.· (8. 5c11J .rqttttre) out of a 
.ringle ducat, the gold coilt of medievnl ltnly 

S 
i~lne Mart~ni died at the ~a pal court in 
Av•gnon, after a successful and well­
rewarded li fu spent in the service of 

inllucntial patrons. His illness was such that he 

had a I ready drawn up a will, and his generosity 

and love lor his extended family are dear from 
the document. He was much loved in return, 

especially by his wifu Giovanna who remained 

in full mourning for him. 

This type of evidence is scarce from the 

fourteenth cenwry and, in contrast, nothing 

ddinitc is known of Martini\; life hcfilre 13 15, 

when he 1>a inted and signed his Mae.-tii in $iem1. 

Judging from the importance of this 

commission, he was already a distinguished 

painter, and probably regarded as equal in rank 

and skill with Ducdoand Ambrogio Lorenzetti. 

It is presumed that Duccio was Martini's 

teacher. He developed Duccio's trc-Jtment of 

space and volume, and mastered the Gothic 

style so briUia ntly that his reputation spread 

across Europe. Martini did not, however, have 
Duccio's instinct for dramatic narrative. l-Iis 

skill was as " colourist, and in conveying the 

clcg;mce of richly-clad figures in f,m>nd settings. 

He was the perfect Court painter. Martini also 

directed a workshop in Siena, undertaking 

ornamental work, such as gilding and heraldic 

devices. He was a consummate handler of detail, 

who could as readily paint a realistic townscape 

on a wllll as he C(lldd illuminate a single r••ge of 
mamc~cript t<lr his friend, the rx)et Peu-arch. 



Saint Louis ofToulouse Crowning Robert of Anjou (1317) 
A tkmhiecoroJT.ntion takes place, while Wuis IX of FTmtceoffir.f his 

earthly cniWJl to his brothe1; he n'ceives the crtrtJJn of sainthood. Nlnrtini's 
gn!ate.\t .fkill.r mr on di!!plny 'With IIlli ish rosttmJ.e.\~ a ront-(Jf-twms, large 

quamities of gold knf, and some deuer penpective 



IJ]l 

1401 

1406 

1422 

1424 

1426-27 

1428 

TOMMASO MASACCIO 

Bunt Timnnnso di 
Gi(!Ummi di 
Sirmm.e G1tidi, in 
San Giovanni 
Vnldnnto, sotz uf a 
1UJtll1)' 

Det1th of fothe>· 

Settles in F Wnwce, 
rn-embe1· of 
Corpomtion degli 
Spezinli 

Joins Guild of St 
Lttkl.', :.ittdies 
·tmde1· m ·chit.ect 
BnmeUesthi 

Pailtts fi ·escos ill 
Bmncncd Chapel 
ht Sm1tn J\rlm·ia 
del Cm711iJt.t', 
Flon!Jue 

Travels to Rome. 
Die.r there Mado nna and Child with Samt Anne (1424) 

17;j_,. group wns a roli11borntion bn-~·t•en J\rlnutcdo 
nnd Nln.wlhw. The romposition of the 111njn-jigure.\· 
shfT,J.JS thttt they wen' lVlnsncrio :\·contribution. The 
;\1ndonna ~· Tight knee presses foru,m·d tin·ough the 
fabric of her dTess and tht' hand of St Amu seems to 
e:rpkwe the depth of the picture-.rpnce. By amhm-r, 
JV!nsolhu/s angels 1l'111n i n Tntherflnt mtd pale, with 
umreiy emmgh strength i1t theh· .\·/endn· hands to 
hold the cttltain up at the back 

T
ommaso Masaccio lived a hand-tO­

mouth existence with his widowed 

mother m Florence. I-11s best clothes 

resided with the pawnbroker, and he couldn't 

afford ro pay his a.-;:sistant, who eventually rook 

him ro law. A search for fresh patronage may 

have been why Masaccio suddenly left for Rome 

in I 428, never to return. One retx'>rt speaks of 

death by poisoning, while others say he fell 

victim to the plague. 

M,t'l"accio could have been just one of the 

crowd who struggled to survive and then 

vanished anonymously through con8ict or 

disease. Instead, he lett behind a body of work 

tru1 t, like Giotto's bel(>re him, gave new life to 

western art. Along \\'ith two Florentine 
contemporaries, the architect Brunclleschi -

who t lllght him perspective - and the sculpt<>r 

Domnello, Ma.~accio embraced the principles of 

humanism wholehearteclly. He placed the 

fallible indivichra l and the real worl d at the 

centre of his vision, drawing subjectS from tile 

around him rather than from gilded medieva l 

models. 

ln 1426, when his former collaborator, 

Masolino, lett the Bra ncacci Chapcl untlnishe<l 



and went to I--lungar}' on other business:, 
Masaccio rook che project over. The frescoes 

that he pa intt:d chere were not only greatly 
superior ll'> Masolino's but may be said w 
have starte<l che I ~>~lia n RenaiS>'a nee with his 
mas tt:ry of perspective and observation of light. 
During a regrettably brief career, Masaccio 

gave Florentine an chc direction it required. 
As a legacy, hi s Brancacci frescoes became 
the acknowledged training school of 

generations of Florentine painrers. 

The Rendering of the Tribute Money (detail) (1426-27) 
An epi.wde from /11/atthew:, J!P·'"f>i!l. The tax collector at Citpenzattm demand.< 

payment of the temple tax. Je:ms' am-wer iJ to onler Peter f(J catch a fish, and in 
h.rr11o11th they will find a rniracttitnL\' }·ilver roin. Hi}torians believe this picntre 
aJ/ttde.r tv a tOJ1.trbVeJ-.rial tax n{o1m in Florem:e. 1\tfmwaio 11li1J have included 
him.<e/f among the grottp of apo>tles, po.<sibiy a.< St. Thomm; on the 1ight. Tbe 

apo}11e.\· )10-Jtd in a distinct snni-cin.:il•, solid~r rnodeUed in thi•ir G?t•ek-styli· 
tJmia mtd donh. The /and<cape in the backgiVttnd i.< paimed in perfect 

penpative w ith }·uaessive planes uf di.\tmue aJt.d the light ve1y dnn·[l' coming 
fivm one som·ce 



1869 

1887- 88 

1891 

1892 

1894 

1898 

1905 

1906 

1907 

1911 

1917 

1941-48 

1948- 51 

1954 

HENRI MATISSE 

Bont in Le 
Cateatt-Cnmbrisi.~; 
son of n grain 
111-erchnnt 

Stttdie.r law 

Lenve.r law to 
study m·t 

Enters studio of 
Moreatt at L'Ecole 
des Beaux-A1ts, 
Pm·is 

Bi1th of daughter 
Mmgtterite 

Ninnies Amiiie 
Pm·aen:', mother of 
Mmgtterite, they 
Inter have ra'O sons 

G-roup 11n1m!d Lcs 
Fauves nfti•r 
exhibiti01t at tbe 
Sakm d'lutto11JJU! 

Visit.< North Afiirll 

Exrhange.r paint-
ings with Picasso 

Visits R11s.ria 

i'Vfove.r pt'J17/fl1U!ITf~)' 
to Cote d'Azttr 

Underj§Je.r cmuer 
l'tnge1y, tttrns to 
book illustration 

Decorates 
Do111in.ican chapel 
of Notn-Da11le dtt 
Rosaire, Vena 

Dies oftnncer in 
Cimiez 

The Apparition (1874-76) by Gustave Moreau 
Gn.\taue 1\tlon~nu., the son of a Paris m·chited, became lender of the 
Symbolists. lmph·ed by the fifteenth-ctmNtiJ /tal inns, he was a crearoT of 
hnUucinatmy vxnidr bns£•d on myths n11d dn•ams. 1\tlntio·e spoke of hi.r 
te11cher a.r an invigorating iJtjlue11.ce, although the m·t e.\1abiislmumt 
disapproved ofhi.r metbod.r. 'He did JWt .ret 1Lr oJt the ,.igbt JVOd.1; bttt off 
them. He di.rtttrbed ottrromplamuy.' Moreau:f!avish ·tLre of paint giiVe 
·rise tiJ textttFe.r that imph·ed J\tlatisse)· Jat.er decorative work 

H
enri Matisse and Pablo Pic-<L~so 

shared artistic pre-eminence and 
popularity for much of the twentieth 

century, but there was a huge difference 
between them. Against Picas.o;o:-; unrelenting 
showmanship, Matisse developed slowly and 

methodically, and never set out to be 
contn)Versia I. He once f•mously said he wished 
his art tO be like a comfortable armchair to re~•x 

in llt the end of a busy day. Behind the nude 

dancers and riot of colour, Matisse was an 
unashamed bourgeois. 

Matisse wok early training from Gustave 
Moreau (1826-98), who positively encouraged 

his students to question everything and to 

advance their own opinions. Matisse studied the 
works of Manct, Gauguin, Van Gogh and 
cezanne. Then he explored Seurat's 
pointillism through Signac. But it was from 

1904-07 that he got together with Derain, 



Vlaminck, Braquc and ocher former students, 

to experiment in the vivi d colours and 

exaggerated style that was called Fauvism. 

Matisse tnwelled south one summer with 
De rain to Collioure; and that w>~S where he first 
had the idea l(>r his painting 7be Dm1ee, while 

watching fishermen dancing in a circle on 
the beach. 

Alter the Fauves, Matisse began to work 

with bolder shapes and strong patterns. Once 

Still Lifu of Fruit and a Bronze Statue (1910) by Henri Matisse 

J\1/atis.wJ ttUowed the colours of these objects to dittnte the fiJtni romposititm. 
Win71l1 gi<rd!ingfruits nud bright ceramics il'llpottt fro1/J the cool background, 

at the same ti11le 11!11/m'ning integrtti to the mTtW!,rt!11U!IT.t. ;\1/ntisse njoiced i1t the 

1tse of?U:,;;iy inven.t:J:d pigrmwts aud tht' 1l!Jtvrntitm of rolcttr:r t!TtiOtive pu-u;er 

he had moved permanently to the Cfltc d'Awr, 

his pleasure in tloating bright colours onto 
canvas culminated m some of his: most 

successf<d works. 

A~ an old man~ Matisse underwent 
abdominal surgery, which left him quite 

disabled. Undaunted, he entered yet another 
phase of creativity with simple coloured paper 
cut-out.~; and so, otten bedridden, be carried on 

making art to the last. 



3 MICHELANGELO BUONARROTI 

141) 

1481 

1488 

Bunt in Caprese, 
son of n Flonm.ti11e 
1UJbinnan 

Death of mother 

Apprellficed to 
Ghirlmrdaio in 
Flom1ce 

1490-92 Lives in household 
of Lo1·mzo de' 
Medici 

1496-1)00 Leaves Flormce. 

1}01- 04 

1SOS- 16 

1)08- 12 

1}34 

1}36-41 

1}42- SO 

1)46 

1}41 

1}64 

Settles in Rome, 
.rmlpts the Pieril 

Scttlpts David in 
Flom1ce 

Smlpts figures for 
tumh of]ulitts II 

Paints Sistine 
Chapel ceiling 

Dettth of fothe?: 
Leaves Fiorenu fin· 
good. Reltttionrhips 
established with de' 
Clfl)n/ieri and 
Vitttnin Colouna 

PaiJtts T he Last 
Judgement 

La.-1 pn intin J!l, 
Conversion of St 
Paul and 
Crucifixion of St 
Peter 

Made chief 
mrhitectofSt 
Pett•r's Bmilica, 
Ro111e 

Dt'llth.r of Vitttnin 
Colo11na and pttpil 
del Piumbo 

Dies of a fi'Ver in 
Ro111e 

The Holy Family with Infant St Jo hn 
the Bapti~t (Doni rondo) (c. I 506) 

Ptthtted fo• · the birth of Agnolo Do11i and 
Nlnddeil'Jta Strozzi:\· daughtt!l; this i\· a fim• 
example of J\llicheimzgt!lo:r :iatlptm11/ eye for 

intert"diining bodies and the piny of light on 1tmscles 
and dmpe'J'· Hi\· fornale figures are unfailingly 

11/lt.rculnr because JHich£4mzgeio ttsed 111nil• rnodeL\·, 
daiming that je111ales chmged 11JOTe 

M
ichclan~elo Buonarroti- like his 
Fk>rcntme contem[xlrary, Leonardo 
da Vinci - is one of art's most 

versatile geniuses. Possibly the greatest marble 
sculptor in the western tradition, he was also a 
master painter and a rchi teet. II ad he only 
sculpted his firs t Pietlt, pa inted the Sistine 
Chapel or desif,'lled St Peter's in Rome, any one 

of those achievement.~ would have ensured his 
place in hiswry. 

Michelangelo's ability It) judge a block of 
marble was lcgcnda ry; some even said that he 
could sec the potential lif,'llrC inside. H owever, 

for his David, Michelangelo wa.~ obliged w 
rework a forty-year-old block, previously 
abandoned by another sculptor 

Leading up w the commission lor the Sistine 

ceifing, Michelangelo was in conseJnt demand 
and always well rewarded. T hroughout his life, 

he invested wise! y in property t<'lr his """ 
brothers and possessed a fortune himself at the 
tirne of his death. 

!lis response w the Sis tine Chapel 
assignment was tO protest: 'painting is not ffi}' 
art'. T he rcst-a.~ wc know- is hiswry. For four 

highly uncomfortable years, Michelangelo 
stmggled w transform an odd-shaped, leaky 
vault with some of the most sublime and 

memorable irna ges in the world. 
A~ >In old man, he devoted the final eighteen 

years of his He tO St Peter's Basilica. The dome 
that he desif,'11Cd "''~~ not finished in his lifetime, 
but he would be satisfied that it is now a world­

fam<Jus architcctun>llandmark. 



Christ, the Last Judgement, Sistine Chapel (detail) (IS41) 
Thisfresco gtwe Tise to contr(!Vn·:.y from the :;tmt. Christ :.tanding, rather thtm. sitting ns the 

Bible .\tate:;, was the chiefpmbieTIJ. Although :.1aud0t.g rertniuiy seems a 111ore authoritative 
position, in re.\ponse to later laws against 'lt.ttdity, another painwr nddt•d .\pttn'ous dmperies. 
Lroel with Cbri.11:r kft foot shs the 1/Jfll't)•~d St BnrthoioiJwW, holding hi.rov.m flayed .rkht. 

The skin roJf.ttlins Nlicheinngeio:r self portrait 



136 JOHN EVERETT MILLAIS 

1829 Bunt in 
SuuthmnptonJ son 
of 1/Jember of 
Jersey Militia 

1840 Emer.r Ro)'al 
Academy Schoolr 

1848 Co-fotmdr Pre­
Raphaelite 
B.vthed}(JOd ·with 
Htmt and Rosseffi 

1849 Exhibits Lorenzo 
and L~ bella nt 
Royal Acttdmt)\ 
Lomlon 

1850 Exhibits Christ in 
the House of His 
Parents at Ro)'al 
Academ~s Umdon 

1852 Pai11ts Siddall as 
Ophelia, exhibits 
atAcade11q 

1853 Vi.rits Srotland 
with RtLrkills 

1854 

1855 

1862 

PRB break.rttp 

1Hanies Effie 
Rw·Jtin after her 
mnrttiment 

Fn111il)' settles in 
South KenrillgtotJ 

1865 Tottr.r ltn~y 

1818 

1885 

1896 

Winr TIU'fial at 
Pan's Universal 
Exhibition, 
awmrled Legio11 
of HQ1UJttT 

Fir.\1 nrti\·t to 
become Bmrmet 

Elected Presidellf 
of Ro)'nl Academy. 
Dies of th.vnt 
cmTc£$r in London 

Pears' Soap Advertisement Featuring Bubble.~ (/886) 
Millais·' grnJtdso1~ William James, wa.r the rmxlel fo• · this 
picnrre, 01·ighraUy titled A Child\; World. When bought b)' 
Pettr!i1 A1Iiilnis' peJ7nissiOJt had .\tiJJ to be obtained fin- the 
addition of a bttT ofsonp, for 't~·e ns tm.adverti.rnmwt. 
Bubbl~ nw1ains one of the 1/JO.\t iaiJtic advertising .\Y'nboLr 
ever devised, and 11Imly <l the calottT prints that H•nrs Jau~r 
pttblisbed hung in borne.r m·ound tbe •wdd 

I
n I S:O, aged only eleven, John Everett 

Nlllla.s became the youngest pupd ever 

admitted tO London\; Royal Academy 

Schools. WhilSt there, he met Holman Hunt, 

who be(:a me a lilclong friend, and also Danll! 

Gabriel Rossetti. All three af,>Teed that the 

Academy had stiRed British art too long with its 

'rnurL)' chiaroscuro'. So in 1848, out of their 

radical disclL~sions, the Pre-Raphaelill! 

Brotherhood emerged to challenge orth<XI<l')' 

with a cok1urful return to pre-Renaissance values. 

The lite of the Brotherhood was fairly short 

- stx years- but spent under attack from both 

press and public. Millais' Cbri.1t ht Tbe Home of 

His Pm·ents drew a venomous review from 

Dickens. The fuss reached the Cllrs of Ruskin 
who wr<)IJ! to The Times in detence of the Pre­

Raphaelite Brotherhood. This proved a hlll!ful 

connection for Millais, who fell in love with and 
later married Effie, Ruskin\; ex-wife. They went 

on m have eight children. 

The passion fi1r medievalism wore olf when 



lvlillais tired <>fspending all ch>y painting an area 

'no larger than a t'ive shilling piece'. lie decided 

to loosen up his hmshwork and settle down to 

being a first-class <lL'adernic painter. Milia is was 

a brilli>mt tcchnicrm hut he wa s no intellectw>l. 

He painted politicians and sentimental 

narnltivcs without a trace of cynicism. He 
enjoyed the wealth and awards that his talent 

justly brought him; doted on his family; and 

kept the loy•lty and affection of his friends, 

csp£-cia lly that of his fulk>w artists. 

Ophelia (1851-2) 
The p,~-RaphiU'Iites experimented with eve')''""" pij,mumt avnilnble, glttzhtg 
them for 11/a.·dmtmJ itnnino:rity, onto cmwas pri11u!d with zhtc white. Ophelia 

~·ead\· ' like a coiottrrnerchmu:\· catalogue, with its rob11it biue1 rnaddt•r Jake, 
cbro1neyel/u-UJ, cbromitm1 £xr.ide aud zinc yeUow. l\1Tillais began painting the 

bnckgromrd out of doors, near King.rton-'ttpon-Tht11nes. Tht• pni11ting uta.r 
cumpkted in Lo11don the following wi11te1: Lizzie Siddn4 the Pre-Rnphaelite 

11/UJe, wearing an antique brocade J,TOUm) had to lit! in a bath ofwateJ; heated 
b)' oil lmnps fivrn below. 7be cvld she caught n.r a mwlt brought the tbrettt of 

da11Jages ngniJt.\1 the artist from herfother 



l3s AMEDEO MODIGLIANI 

1884 Bont in Uvomo 

1902-03 Stttdie.r ill Flormce 
and Venire 

1906 

1909 

1912 

1914 

1911 

1918 

1919 

1920 

lV!oves to Pn1·is 

Rt•tttrn..r to LivonUJ 
and to Paril· again. 
JVlt•ets Brnncttsi, 
decides to be a 
sculpror 

Exhibits .rculpture.r 
at Salon 

Health beginr ro 
fo i4 tunts jro111 
!i('ttipttn-e to 
paim ing 

Move.< to South of 
F1·anre, met•b· 

Jeanne Hebu.terne. 

Bhth of daughter 
Jean/1¥ 

Rt•tttrn..r to P oris 

Dies of tubercttltn-
111-t'IT.ingitis in Paris 

Seated Woman in Blue ( /919) 
A beautifuUy tmdenfllted portrait in a limited palette 
that ro1roep ll11wditative mood. The .111htle broken 
«me.\' tL\·ed in the barkgJVtmd seem tv reflect tht• inner 
space of a cahn111ind1 and also c(ITnplement the 
rompnrtttive fiatJT.e.n· of the flesh to11es on the sitte1·:r 
face, neck and hands 

A
medco Modigliani produced such 

distinctive work that people wonder 

how - in Paris at the start of the 

twentieth century- he remained unlt>uchcd by 

either Cubism or Fauvism. Instead of fracturing 

his image or painting in heightened colour, he 

took a decidedly representational approach. 

Modigliani never had any interest in the 

abstn1ct and tound no affiniry with Picasso or 

Matisse. After befriending the Romanian 

sculplt>r Bnmcusi, he moved from Montmartre 

to MontparrtJ SSC, where Brancusi had a studio. 

Modigliani, as an Italian, h1Voured the stone-

L'llrving tradition, and the rebuilding of 

Montparnasse meant he could beg plenty 

oflirncstonc frorn building sites. He establish~-<) 

his clonf,>'ated style with a series of clef,"' nt hea(L~ 

that he exhibited in the 1912 Salon d'Automnc. 

1\•·o years later, Modigliani abandoned 

sculpture on health grounds. f-lj s paintings 

consist almost entirely of portraits and nudes. 

T he portnlitsofhis fricndsarestylized butquite 

rce<>f,'llizable. T he nudes were models, paid for 

by his dealer Zbon)wslci, who often supplied 

paint and L'llnvas tOO. T bc slender, mannered 

figures became Modigliani'!l trademark; the oval 



head with linear features, inclined on a long 

neck, with the body quickly brushcx·l in ochre. 

Modigliani was destroying himself with 

dntf,>S and alcohol, but stiU attractive, as one 

female sitter described: • .. . wilh black wuslcd 

hair and lhe most beautiful hot, dark eyes ... his 

red silk scarf carelessly knotted around his 

neck.' He was married wilh a small daughter, 

but shockingly, two days after his tmtimcly 

dC'Jih, his pregnant widow Jeanne committed 

suicide by IC'•ping fn)m a fiflh-tloor window. 

Reclining Nude (1918-19) 
Early in 1917, in Zlxnvwski:\· npa1·f11JeJtf, A1lodigiimti pailtti!d a series of 

ntttk•s tbnt ensuFed his fmne. Gnib.•1)' ff(})1leJ; Berthe Weill gave him a one-
11/an shU"(}) in Decembe1; desclibing the tmdes m· '.wempttwu.Y'. The paiice 

ro111111issioner rapidly chsed the gniiel)', otttmged that the figures had 'hair'. 
Nlodigiinni~·nttde.r m-e voiupnums iJT. their .rcuipNtrni curve.r bu.t 1U!Ver 

indeceJt.t. l-Ie pttintt'd intl!ltsiveiy in the Jmt yean ofhi.r iifl', Tefining tht• 
fi'Tnnle form in. uniqtw romposititms that nchiroe a hm7tumjous bninna 

betu.JeeJt the erotic nJtd the nesthl•tic 



140 PIET MONDRIAN 

1872 

1892- 94 

1903 

1908 

1909 

Bunt in 
A111envoon, son of 
a hendma.\f(tr 

Studies fi11e nTt at 
RijksaC!tdemie, 
Armten/m/1. 

Wins t:riT/Jelling 
prize from A•·ti <'t 
Amidtne Society 

Leants painti/Ji.\t 
and fimui.rt 
techniques at 
Tqq•vp:r Domberg 
mt rokmy 

Joins Theosophi.m, 
breaks with 
Calvini.mJ. 

1911 E11rotmten Cttbi.>711 
at exhibition iJT. 
Armte1rltt111 

191 2 lvlove.r to Ptn-is. 
buernttti<mai fo111e 
afte1· sb<rt.JJS in. 
Pm·is nnd B£~riin 

1911 

1919 

1934 

19.38 

1940 

1944 

Poundr De Srijl 
J[;1V1tp with V,m 
Doesbttrg 

Retttrns to P11ris. 
Pttbli.rhe.r Lc Neo­
Pla.o;ticismc 

On Hitler~ li>1 of 
'degnurnte art' 

Move.r to Lotuk"~ 
rmxD: HejrtJ.,VJrth 
and Nicul.ron 

Settle.r in New 
l'<wk 

Dies of pnettmonin 
in New York 

Interior (1919) hyTheo van Docshurg 
An nrchitectmnl model in De Stijl Jt:)'le, showing 
111111·ked similarities with J\1londn'mz's principles 
of design. 

P 
ict Nlondrian came from a devout 

Calvinist family of keen painters and 
musicians. But their repressive 

discipline led to his rejection of a steady art 
teaching career in favour of the artist'!; litC itself, 
and later stiU, tl) his embrace of Theosophy. 

This mysriL'al belief system - in humanity~ 
evolution tl)\\"Jr!lHpiritual unity-was popular in 
the \.\fest at the time, not least arn<)nf:st che 

pioneers of abstract art, Kandin.~ky and 
1\•lalevich. Mondrian\; encounter with Cubism 

in 19 11 was the critical point of his artistic 
development, when he removed natural forms 
from his pictorial vocabulary. Togechcr with 

Tht'!>SOphy, it propelled him intO che ranks of the 
avant-garde. The obscure Dutchman left for 
Paris, the first step towar(L~ an international life 

that would have a lasting impact on western art. 

Stranded in Holland by World \Nar I, 

Mondrian and Thoo Van Docsburg 
(1883-1931) formed a f,>TOup and published a 
magazine ca lied De Stijl (The Style). The writer 

Schoenmaekcr~ ideas of 'positive mysticism' 
were directly incorporated and Mondrian's 

aesthetic became their guiding force, 
committed to purifying modern art and 
brinf,ring it tO everyone via architecture~ product 
dcsif,>n and typogm phy. 

The very term, Neo-Piasticism, that 
Mondrian adopted for his geometric 

abstractions in 192 1, was borrowed &om 
Schoenmaeker. V\'ith his typical asymmetrical 

arrangements of squares and rectangles painted 
in prin~ary colours divided by bl;,ck bands on a 
white ground, Mondrian strove for 

transcendental experience an<·l pure harmony. 



Composition with Red, Black, Blue and YcUow, 1928 by Pict Mondrian 1872-1944 
Mondrinn kept strictly to ve1tical tmd horizolltal liJT<>sofcompositi<m and b1vke with 

Van Doesbttrgfor introducing diaJ:,JV11alr into his t.J.10rk in 19 24. When i\tlonddan 1/JUUt'd to 

JVt•w Ycn-k, in Te)pon.H' to his tmer~:,retic 1U:'"tL' .mnYJtmding.\·, his linesforr11-ed the aU-roiottr grids 
he ctdled 'boogie-woogie' 



142. 

1840 

1858 

1859 

1863 

1869 

1810-11 

1814 

1819 

188~ 

1881 

1892 

1900 

1908 

1911 

1915-26 

1926 

CLAUDE MONET 

Bunt in Pan's, .wm 
of a ship~ rhand/e,· 

1\tfeets and st-udies 
with Boudin 

E11roLr at 
Acndbnie Stu'.\".\"1!, 
Paris. Meet.r 
Pirsnrronnd 
Cow·bet 

Paints en plcin 
air with J\ITan<-t 
and Bazi/le 

Plein air studies 
with Re11oir 

Monies CamiUe 
Dtntdeu.x. Nluves 
to Lomkm. Death 
offotlm: Retttms 
to A•gmtmil 

ExhibiiY 
Impression 
Sunrise 

Death of Camille 

Lenses horne in 
Giverny 

ExhibiiY in New 
Y<wk 

J\lltwn'e.r Alire 
Hosrbede 

Pttints nt Giventy. 
Visits London, 
pahus Thames 

Eye.right 
deten'omre.r 

Det1th of Alice 

Work.r OJ! vVatcr 
Lilies selies 

DieJ of hmg cmtcer 
in Giverny 

Late Summer Haystacks (detail) (/891) 
After the G-Jrc Saint-Lazare, Mollet .111b.requmtly embarked 011othe~· 
series- hll)'Sfacks, Rout•n C.flthed1·a/ and the 'UHiterh'Jies nt Giverny- t•nch 
a pninstak1izg dermmstrntion that nt:nJrupht,ric tviottJ; caused by changes in 
the light, cnn111oduiltte a .mbject tin·ough the entire lpectrmn 

C 
laude Monet is the centml figure of 

Impressionism. The pionecri ng 
movement had itS seed in an 

encounter between a teenaged caricaruristand a 
local painter, at the shop of the only picture 
fmmer in Le Havre. T here, young Monet was 

introduced to Eugene Boudin; Academy­
tmined, but one who liked to paint his beach 
scenes in the open air, in (bibs of pure colour 

with loose, deli~'ate brushstrokcs. That summer, 
Boudin tlught Monet to draw and paint (~reedy 

from nature, 'in the light, within the 
atmosphere, jLL~t as thinf,'S are'. To honour 

Boudin, the Impressionists included him in 

their first Paris exhibition. 
In April !874, a group of artistS- all Salon 

rejectS - mounted their show in a former 

photOgraphic studio. Some of the names read 
now like a role of honour: Cezanne, Degas, 

Monet, Morisot, Pissarro, Renoir and Sisk-y. 
Most critics were scathing and the term 
'Impressionists' was unwittingly coined by 
one, Louis Leroy, who reserved particular 
scorn for Monet's Impression Swu-ise. Turning 

the joke back on Leroy, the artist.~ adopred the 
name pcnnanendy. 

Steam Train, La Gare Saint-Lazarc (det11il) (1877) 
011e of a sen'es of r:v.;e/ve nzilwny l1atitnt pid:tt1l'.r, treated at different ti111e.r of the day. 

For hisrtW.\t ambitious Jtudy of the ttrban lmtdscape, A11tmet chose SaiJTt-Lnznre, 
gate-UJay to his behved 1\Tormandy. Ht• coJTcellfTnted oJT. the fuU-!!pectrttTIJ eff'i!cts of 

light, .\71/0k~· and stenm1 building cloud shapes ·with cttr!y brush.\7Tokes. 1\tltmet V.JO!i a 
11Jfbter nt adopting .rtrokes (() show hQW light a/feels te:rtttFe ttnd form 





1841 

1858 

1860-62 

1864 

1868 

1874 

1874-86 

1878 

1881-8~ 

1892 

1895 

BERTHE MORISOT 

Bunt in Bottrgt•.r, 
daughter ofst•n.ior 
civiJ !il'FVOJJ t 

Mothe~· decides 
Berthe .rhould 
study m·t 

Pupil of Corot 

Pir:.t exhibits in 
Salon 

11-rroel.< in Spain 

Nltwn'e.r Eugime 
J\1/nnet, bJVther of 
Edoum·d 

Exhibit; at all 
l111pre.(\' ionil1 
.rhow.r, bm· I 879 

Bhth of daughter 
]ulie 

Pan's house built, 
which becomes 
mtists' 111eeting 
place 

Death of Eught<' 

Die.r of inf/umza 
in Paris 

Young Woman Powdering Her Face (detail) (1877) 
One n•ason 1\tlorisor joined the hnpressioni.\1l'11lll)' have bt•en their Tt'Vivni 
of the gutre scene. lmpre.rsionbt 111eJt had nbnndom'd set-pit•re histtny 
W()T}s, which 1·equiTed complex :.t:ttdio an·tmgtwll'Jtts, tntd 'ITOW pni11TRd en 
plcin air OT •within a bottrgt•oi.r dume:;tic setting. Sames fiv111£'1..ie1Jrlny lifo 
wen' the ten·itOJy of m·ti.\ts of both sexes 

B 
erthe Morisot produced over 300 
paintinf,'S. Their principal subjectS arc 
women and children; and ll large 

proportion of !hem feature her sisters and !heir 
farnifies, or her own daughter, Julie, whom she 

rcg,darly recorded, from the baby in l#t N'ltrse 
to the a dolcscent in }ttlie Dtl)'tb~flmhzg. 

Morisot~ own mother \\'<lS responsible fur 

fostering the talents of her artistic daughters, 
Berthe and Edme. Their tutor was the 
landscapist Corot, who encouraged !hem tl) 

work en plein air and make painting trips away 

from Paris. Summer 1862 fi)und the whole 

family riding mules through the Pyrenees 
because Bcrthc and Edme could not go 

unchaperoned. Their father - a highly paid 
government official - even built a stu<~o in 
!he garden k>r !hem, and he and his wife frcquendy 
cntcrt1ined painters :md mtL<;icians at their home. 

Morisot became greatly attracted to 

Edouard 1\'ianct. H e included her in his 1869 
Salon picture 17>e Balron:y, became her mentor 
and, eventually, her brother-in-law. Once 

married tO Eugene Manet, Morisot construcuxl 



art:C.'tic circles ofhcrown. Anhdr new house in 

Bourgival they hosted rcgulnr soirees for :~r~istS 

and writers, among them Dcg.•s, C:~illchorrc, 
Monet, Piss:1rro, Whistle r, J>uvis de 

Ch:IVanncs, Renoir :ul(l Malbrmc. 
No doubt her wcahhy h11ckground gave 

Morisot opportunities beyond tho.~c of les.~ 

privileged women. l lowevcr, sh.; needed no 
prompting or protection to ally herselfboklly with 
the lmprcs.,ionist.' in 1874 :ul(l, despite the 
misof,'Yni>tic :mitudcs of" lew fellow artistS, she 
rmtnagcd to pur..uc arl(l susr:Un a profession" I mlc. 

ll1e BultcrOy l-l unt (/874) 
Mo•·isots .1i1rer &/me n11d her )Otmg rhildrM. Edwe s "'"";"K" in 18 69 

mndud the end oft he .1i.1ten' painting pnrhw·.<hip. Shf ·wroremtbfr v.•i.•tfiJ/6• 
ro Berthe: 'Your lift 111/LI~ he rhmY11i11g ... to rnlk toM. Degn.< ·whilev.'lltrbing 

bim dmw, to laugb ·wirb Mnnet, ro philo.WJihizc with J>uvis. 'Maybe the 
butterfly in this pninh'ng is ncr the Qll~' clu.,·ive objet1 iu l!.tlmt :\' vinv 



1868 

1877 

1880 

1885 

1886 

1889-92 

1892 

1899 

1908 

1912 

1919 

1930 

1937 

1944 

EDVARD MUNCH 

Bunt in Lot.en, .ron 
of mt m71lJ' doctor 

Death ofrnotlu~r 

Death of.ri.>ter 

Studies art in 
Kn':.tinnin (n(JW 
Osw), h!jlttenced 
by frimd Krohg 

Trtwels to Paris 011 

scholarship for 
tlnr!e ·weeks 

Det1th of fothe>· 

Visits Pa,-is oJt 
:.-ucressive 
scholnr.rbip.r 

Exhibits Frieze of 
Life in Berlin 

11-twe/.r in Emvpe 

11-etlted for 
depression in 
Danish sm11tto1i ttiiJ 

ln.tt.'nTatioual 
breakthrough in 
Cologne exhibition 

Awarded gold 
ruedni in Shn 
Fn1ncisro 

E)'esight 
dete1iomtes 

Hitk1· dedmn hi.< 
work 'degenerate' 

Dies in Ekely 

Reveri e (1870) by O dilon Redon 
Odilon RedoJt was n graphic nrti\·t and uwiter as 
well a.r a gm1t Spnboli.11 painter. lnflumced b)' 
Combet and Corot, he roent1taUy escaped fro111 the 
e/Jixts of tm tt11happy childhood, due to his epikp.')' 

E 
dvard Munch~~ visits to Pa ris between 

1889 and I 892 were "'tal to his 

<k-velopment, particldarly as a stimulus 

for German Expressionism. He studied Van 

G ogh and the Symbolists, G au guin, Moreau 

and O dilon Red on ( 1840- 1916). The ~irst 

version of The Screa111 foUowcd in 1893. T he 

Sv.'irling lines of colour arc reminiscent of Van 
Gogh\; landscapes; the agony of the soundless 

scream comes direcdy &om Munch. 

'From the moment of my birth, the angels of 

anxieay, worry, and death Stt>()(l at my s ide . . .' 

De1th was a r~-cucring tOpic for the artist; both 

his p-arents and two siblings died early. Munch 

s urvived into his eighties hut suffered from 

chronic anxiety, psychosomatic disc:l~Cs and 

alcoholism. His depression once led to 

hospitllization. Munch's themes foreshadow~"<! 

rna ny of the preoccupations of the twentieth 

century: loneliness, alienation, neurosis and 
sexuality. A note from his diary announces: 'No 

longer shall I paint interiors with men rCll<Hng 

and women knitting. I will p;1 int living people 
who breathe and feel and suffer and love.' He 

found no lasting happiness in either of his own 

love affi1irs, although he commcmorared both 

\'t'Omcn in The F1i£>ze of Lifo. 
Munch's art was exhibited worklwidc, won 

awards an d attracted collccwrs within his 

lifetime. In 1937, Hitler\; response was to strip 

his paintings from gallery walls, along with 

those of other 'degenerate' modem masters. 



The Scream (1893) by Edvard Munch 
'/ ·was walking tJong the T(J{fd with t"UJO friends,' uwote Nlmtch, 'The sun. set. The 

JA)' become a bloody 1~d. And I felt a fvttch uf11Jela11choly. l.rtvod .rti/4 lelllwd on 
the miling, dead tired. Over the bltte-biiiCk fjord a11d dty hu11g blood a11d tvngtte.>· 
of fire. My ji-imdr walked 011 a11d I Jtll)~d behi11d, trembling with flight. Alld I 

felt a great'IIJteJtding sc-renrn passing thnmgh 17/ltttJt'' 



--:-70148 CLARA PEETERS 

1 )94 Bunt in AJtt-<lJerp 

1601 Pni11ts first 
1-eam/ed pictttre 

161 0(?) PaiJit.r self portrait 
Vanitas 

16)1(?) Dies in AJtt-<lJerp 

Table W ith a Pie, Game and Olive.~ (c. / 611) 
Put.e1·s' 'UJOTk d(.'Veioped 1UJticettbiy jro111 her f.'ttriie.\1, cautiously h11ditionni 
compositioJts, e.u'cttted from a high vantage poh1t) to elnlxnrtte 
nTrnngements Jikt• this oJte. The vtmtagt' point is i<ru1er and a selection of 
ltu:ttriotts ite111s are placed OJZ a111i11tttely detailed brocade tabledotb, aU 
set against a dark bnckgrtmnd for 11JII.'Ci111ttTII effect 

T
he tcnn 'still life' hlld not been 

invent(."(( when Clara Peeters' career 
began. Her type of picture wa s 

generally called a 'brellkfast piece' (ombijtje) 

because it depicted bread and fruit. More 

cb bora tc a rra ngcmcnts of food and drink 

qUllliti~"<l as a bmlketje (banquet). 

Peeters' paintings arc highly skilled, 

bell uti fully finished and of a size that demands 

prominent display. All evidence points to her as 

a professional artist with wealthy clients, and 

the only Flemish woman to have specialized so 

early in this genre. She left over thirty works, 

signed and dated between 1607 and 162 1, 

including a self-portrait, jq,nita.r, painted 

around 1610. 

Yet, we know almost nothing about Peeters 

personally. Her birth is recorded in Antwerp in 

1594 but the time >md place of her death remain 

a mystery. She is said to have lett a picntre 

dated 1657, which would be the latest date lor 

her, but it is lost. Nor docs her name appear on 

any f,>"Uild rolls, ;Jithough women had been 

listed since 1602. 

It may seem improbable that a girl of thirteen 

could have pain~d so cxpcrdy, but Angelica 

Kauffm.1nn accomplished her 6r.,'t commission 

at the age of twelve. T he 1607 picture is a 

wedding piece: the f,'TCCn herkcmcyer and 

Venetian wine glass represent husb>md and " ifc; 

a gold ring lies ncar a lit candle; sprigs of 

n1scrnary signil}> tidclity. It would have provided 

Peeters with a charming debut and the ideal 

platli1rrn l(>r her a mazing slciU. 



T able with Vase of Flowers and Dried Frwt (1611) 
This deromtive gem~ gtnJe nrti.11.r the opportJmity tv .rhow off their v irf:lto.ro 

tnienls. Peeters nmp~y deTIJOJlstrntes her nbiiii:J' to Tender uramics mtd 111etnl.r 
ns well as spriJtgjltrllJt!JY. Her oil technique wn.,· ve1"!iatile, Tangingfrum 

glazes to i71lpm1o. He1· sound h11i11ing suggt!.\1S she 11111)' hnve been the pttpil of 
&e.1 w Van HuL,·dmrck 



15Q 

1881 

1901-06 

1906-14 

1914-18 

1910s 

1939-45 

1941-49 

1954 

1961 

1971 

1971 

PABLO PICASSO 

&min Malaga, 
.ron of a drawing 
prQfoxror 

7171vel.r bn:weert 
!k,-ceiUJ!a and 
Pads, fin.nJJy 
Sl!tties in Paris. 
'Blue' aJld 'Rose' 
period.r 

Paints Lcs 
Demoiselles 
d'Avignon 
(1906). Mem 
Bmque. Th<J' 
hwent Cttbistl/ mtd 
pioneer roUage 

l#wk.r with 
Cocteau, Satie and 
Diaghilw 

U.fn-ks as scuiptv1; 
wrire.r ht .Wtrreaiil"t 
.rtyle. Paints 
Gucmicafor 
Pmis lntt/nzationai 
E:rbibiti01~ 19 37 

In Fmn« for 
WWT/ with 
Snbmtis, Dora 
J\lfam; inter 
Fmn(Vire Gilct 

Birth of.•'On 
C/nudetmd 
daughter Paloma, 
both ~y Gi/ot. 
Ut&rks as a: ram ic8t 

Meet.r Jncquelim 
Roque 

!'v1m7'ies Roque. 
Move.,· ffJ Mougim 

umure sole 
e:rhibiti011 

Dies at 1\rlcmgins 

Female Figure at a Table (1912) by Umbcrto Boccioni 
UmberffJ B(J(doni (1882-1916), a founder of the F1ttttri.1~ 1/JOUemmt, fintmet 
Picasso tlrrough Sermini in Pad.r, in 1911. The dialogue betwem Mi/ane.re 
Futttril711 aJt.d Pnri.rian Cttbi.\711 waJfruitfuJ. Boa?oni nbs(n-bed Pica.(Wi )· 
tedmique of fusing figure 1111d backgrouJtd1 dissolving tradititmni penpective 
and 111nking US£' of tvnni 1/UxleUing. Picasso:,· portrait D.:1 nici-Henry 
Kahnwcilcr was 11111t1jw injlueJtce 

' E ach time I had something to say, I 
said it in the ""•Y I felt wa s right. 

Different motifs demand different 

techniques. This docs not imply either 

evolution or prO{,'TCSS but an accord between the 

idea that one desires to express and the means of 

expressing it.' Pablo Picasso~ wor<L~ express 

what many -both critics and admirers- find so 

elusive and capriciotL<; ahout him. He never 
'developed' in a S>>tistying linear pr<!f,'TCSSion or 

stayed within a style once it had evolved. 

In~"tearl~ as one art historian wrote) he was like a 
spider 'who sits watching in the centre of a 

web ... from time to time he pounces and the 

direction of his pounce is usually 
unprcdict:l blc'. Pica.~o's ventures into ceramics) 

sculpture and printtl'llllcing were all unfailingly 

inventive; in fJctt from the painting of Les 
DtwwiseUe.r d'Avigmm onward, virn.taUy no artist 
could escape his influence. 

La tcr on, Picasso rcferre<l to art hiStory, 
crea ring v-ariations on earlier masters' works 
through a variety of media: prints, dn'"·inf,'S and 

pa intinf,'S. A prime cxa mple is the series Las 
Mmi11a.r. Pica.o;s<> often turned to a specific work 

because he identified with it personally and, as a 
Spanish artist, he had always felt prott)ull([ tics 

with El Greco, Velazquez and Goya. 



Weeping Woman (1937) by Pablo PiL'asso 
The 1110de/ for this intensely 111oving pict:ttre wm· surrenii.\t photographer Do1·a 

Al/anr (Theodora J\tlm·ki•vich), Picnsso:,·mi.rtn!xs and 11/Use for .H.'V. ett. years befon• 
a .rtoml)' .repamtio11 that left her broken and •·edt<rive. Uke other left-wing 

>)'1JJptlthizer.r in 1937, the ample's <yes were 011 the civil war in Spain. Mnnr 
phof(Jgraphed Picassc/\· creation ofGuernica -the nnti-"'(J)ttr icon - which was 

painted in n studio she hired in Ttte des Grmrds-Augmtin.r 



1s2 PIERO DELLA FRANCESCA 

1410120 Bont in &nJ§! 

1435(?) 
- 39 

1442 

1445- 62 

1452- 6) 

1455(?) 

1459 

146l(?) 

1492 

Snnsepoicro, .rem af 
II ffl1TJU!1' 

Working ht 
Fknt>n.ce under 
Ve n ezi mw 

Tuum rouJtciUor in. 
Bargo Samepolcro 

Paillts Madonna 
della 
lvliscricordia in 
Bargo Smmpolcro 

Paints fn•.rcos fin­
chrtn-b ofSt 
F?·mtci,·, ATezzo 

W.rkingfor Court 
of Rim ini 

Paid for u;ork 
(11ow lo.>t) in 
Vatican 

Working for Duke 
ofU•·bhw 

Dies ilt &'],"' 
Sansepolcro 

Battis t a SforLll, wife of Federico da 1\Iontefcltro 
(c. /472) 
Battista Sforza was a 1m!mbe1· of the ntiing A1 ilmu~se family. 
She bore Fednico J£'V£'JT. dnttghte1Y and n son after whose bhth 
.fhe died. Nlo.\t hi.\1orinns belii'Ve thi.r Jxn-trnit- one of n 
diptych -was paimed po•·thmuor<rly. Tbe bnckgrormd show.• 
U1·bino tm.d the .WnTotmding anmtJ)'.ride 

P 
iero dcUa Francesc1appcarsto have led a 

quiet provincial life. Although 
Veneziano was his master, he is not 

recorded as belonging tO any workshop, and 

spent rnost of his time either in Arc"(' or Borgo 

Sanse[xllcro. He S<.-cms to have freelanced only 

for short pcri<XIs in Rome, Ferrara, Urbino and 

Florence, perhaps juggling a number of 

assignments at any one time. 
Della Francesco\; work in the field of 

architt."Ctural invention would have made him 
much sought-alter, tOr he w>t~ also a ma~ter 

geometrician and the author of a learned 

treati se on the rules of perspective. Such 

expertise with scale and proportion makes his 

pa intin!,'S vis<rJIIy powerful. \.Vh;lt makes them 

pleasing a~ well is his genius fi·,. org>lnizing 

colour mao;ses, carefully balanced against large 

pale area~ tO achieve unity between space 

and lighting. 

Della Franccsca worke<l slowly. For a fresco 

painter, this normally poses problem~ but he 

hung wet sheetS over the pla'lter <>t night so he 

could return to it the next da y. Oil painting on 

wood -such as he had probably seen in Urbino 

- g.we him no such trouble. Della Francesc1's 

style rellected the popularity of Flemish oil 

painting among the t>Jtrons of the period, 
which may account f(,. the loss of esteem after 

his death, when tastes inevitably changed. 



Pala Montcfeltro (1472-74) 
The Brcra altarpiece: Madonna and child wilh angels, saints <lnd Federico da 
MontctCitro, Duke of Urbino The Duke la1t hi.< •·igbt eye nud p11rt of hi.< 11o.<e in 11 

tvttn1a1/U!Jtt ttnd was ttiwnys shown facing left. This was probnbbr della F1·mzce.rca:r lm1 
v.1ork before his eyesight ftu1ed but his mmt.e1y of proporh'ons is .\tiD n7111lTkabie. The 

ostrich £'gg hnngingfro1/J the sbeU in the ap.w! }ymboiizes the vh-gin birth and iJ echoed b)' 
the ovnl of the Mnd(JI1na~ bend, plawd in the p1~ci.re cmrre of the romporitiou 
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1912 

1929 

1934 

1938-42 

1943 

1944 

1941 

1950 

1952 

1956 

JACKSON POLLOCK 

Bunt Paul Jadorm 
Pollock in Cody 

Srttdies under 
BenNm ttt Art 
Students' League, 
Nev.> York. 
Irifiu.eJTced by 
Rubenr mtd FJ 
Gruo, iVI hri nnd 
1Hnti.ue 

St•ffies in 1Vew 
Y<nw 

Work.f fin · Fedeml 
A1·t Project. 
bifltmtced by 
Picasso n11d 
Sm"1·enii}1J 

Pint .\·oio sh(l"~ 
JVt"ZV York. TttJ'JtJ 

projf.ryionai with 
Guggenheim 
coJT.trnct 

J\lltwn'es nrti,·t Lee 
Kra.me1· 

Fir.\t Ac#tm 
paillthtj,» 

Exhibits at Venire 
biemrail• 

Fir.\1 solo shq-u; 
Pm·is. Grentberg 
tnganizes 
retnnpective in 
lli!J71J011f 

Dies iJt. em· 
acrident on. Umg 
Lrlmzd 

Navajo Sand Picture 
PoUock d<'Veloped bi.r cumpo.rititm.r by nUtr<lJing the imnge1y tv euofue >pontaneOt«ly, 
withou.tpn!amaptions. He called this techniqtte 'din.•d' painting nud compared it to 
1\fative A111erican Indian sand pttinn'ng, 111ad{• by tn'ckiing thi11 Jines of coloured sand 
onto a hon'umrai sttrfiue. Poil«k daimed, howev:e1; that for him it wns ), 111enns of 
arriving lit n sta/J."TIIl'nt' 

Jackson Pollock's ground breaking method 

helped New York to supplant Paris as the 

avant-garde capital of modern art. By the 

end of V\'orld \-\far II, it was time for a cuhmal 

challenge from the New World. Pollock 

dedarcd, 'I don't sec why the problems of modem 

p:linting can't be solved as well here as elsewhere', 

and began blazing a trail lor other Abstract 

Expressionists. Even De Kooning admitted, 'He 

broke the icc.' De Kooning and Pollock were 
friendly ri,11ls; it was the criti<$ who liked w 
champion one against the other. But De Kooning 

never captured the public imagination as Pollock 
!~d when he bn.,kc with tradition. 

Pollock',; Action painting was influenced by 

the Surrealists' 'psychic autom"tism'. Rejecting 

easel and palette, and without any preliminary 

sketches, he spread unprimed canvas over the 

floor and poured paint stnlight from a can, or 
he dripped and flicked it, using brushes and 

stick~. Sometimes he incorporared broken glass 

or wire l<>r added rexture. 

Pollock is f.unous for the wild drunken 

bch:"1our that ultimarely killed him. Yet he was a 

solitary individltal, not one l()r the f,'TOups or 

ideok>f,>lcS that bonded artists in those d;~ y-s. 
Polk>ck \\-as free of the 'art-historical' approach; 

unsophisticated and inrelleetuaUy uncomplicared, 

his chief contrihution to art was to express emotion 

and sensation through abstraction. 



Undulating Paths (1947) 
Hi.r lm-ge scale 'drip paintinJ!/ m·e Pollock's 1/JOJt impre.(rive W()Tks, 

·which he produced het'Uiem 1947 and 1952 (Pollock nb.•tained from 
nlrohol fivm / 948 tlnvughmosrof 1950). Moving,.b)'thmically, he 

·would rove,- the whoit• cmtw.r, quickly hr.terwenviJtg paffernnnd 
t"Viottr; tht• proa•dure was niWll)'S controlled and far from TlnTdom 
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1889 

1907- 08 

1909- 11 

1912- 14 

1915 

1916 

1921- 23 

1924 

LIUBOV POPOV A 

Bont Liulx!v 
Serg•)~VIlll Eding 
in J\rJuscu-clJ~ 

daughter of a 
dmper 

Studies ttnder 
Zlmkovsky nud 
}'twn · 

Trauels m·otm.d 
Rus.1ia and to Italy 

Srttdies in Pm·is~ 
N11vl'i.r in Fnmce 
and I tnly 

Exhibits with 
Tat/in and 
Mnlwich in 
'Trnrmvay V' mtd 
'0.10' in 
Perrograd 

Joins Malevich:r 
S'ltpntTIJaH.\ts 

Teaching, 
exhibiting mtd 
theatt~ de.rign 

DieJ of scarlet 
fove1· in Mosrow 

Architectonic Composition (1918) 
A Inter abstract .rt,)'le, paimed ill brilliam .-olottrs 
on Tottgh board; gt'0111-I!t:Jic shapes m-e .wtperimpo.red 
0/J 0/Je another to create depth. With Mni<'Vich nnd 
Tntiin 1 Pop<J'lla V..'as the 111ost ouDt:nndingpainter of 
the po.rt-1914 Rm.rinn abstractioni.rn 

D 
aughter of a wealthy dmpcr in 
Moscow, Liubov Popova initially 
studied art with priva te tutors. She 

also had the opportunity to tr>Jvcl a great deal 
around Europe and was introduced to a broad 

range of influences, &om Russian icons and the 
Italian Renaissance to the CubistS and Futurism. 

V.'hen Popova w'•~ forced to return home at 

the outbreak of 'No rid \Nar I, she was nOt a lone. 
Unlike arti sts in other parts of Europe, who 
were dispersed, the Russians found themselves 
rcuniced, thereby forming the most 1(-,rmidablc 

avant-garde. At first, Popova was occupied with 

worlcing through the Cubist and Futurist 
inspirations that she had received while 
studying in Pari s. However, by late 19 16, she 

ha d joined the Suprematists and W}L~ painting 

dynamic geometric compositions. 
[n the Cllrly 1920s, Popova~ fascination with 

Constructivism resulted in her giving up pure 

painting in favour of industrial dcsif,>n. Before 
her untimely death at the age of thirty-live, she 
had worked in theatre and cost11me design and 

was also leading the design studio that served 
the First Stare Textile Factory in Moscow. 

Across Europe, in the early twentieth 
century, women artistS were more active in the 
visual and performing arts than they had ever 

been before. Not only had they g-ained wider 
admission tO tn1ining but they were in the 
f(,rc&ont of all the new art movement.~. [n post­

revolutionary Russia, women artists had 
equality with men and their contribution was 
,;tal to the advancing scene of art and design. 



Seated Figure (1915) 
Popuw1 ~· CubiYr-in,pired composition iUusrrate.r the R'ussian npp1vnch to Cttbinn, 

whk:h tended ru-,;.:ard\· nbsrrttction and rect.Jnstrllt~ti(JJt . The figttre nw1ains definable 
tin·ougb Popova:r use of advancing and ,-ere ding planes of graduated ro/our 



1612 

1623 

1624 

1624-30 

1629 

1630-40 

1640-42 

1642-6> 
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NICOLAS POUSSIN 

Bunt in Le.r 
A11delys, son of nn 
ex-so/dieT 

lnsph~d by Varin, 
studies Nlarrnen'sm. 
tmde1· Lnll£7nald 
in Paris 

Trnueis to Rome 
via l!euire 

St•tties pen/JOJTJ!Jttiy 
in Rome 

Drn-ws 111t.tiqttities. 
Paints 
111Jthowgirnl .fmU!.<. 
Irifiu.eJTced ~)' 
Ti-tian and 
Vertmese. 
Experi111mt.< with 
Baroqlte nyle 

lV!anies An11n-
Mtn-ia D~tghet 

Paints hi.\tory 
scem!s. lnjltttmced 
by Mamegllll and 
Raphael 

Bero1tU.'S Fnmch 
Cottrt pninl1!r tv 
Lo~ti' X III. 
Retttrns to Rome 

Paints lmtdscnpn, 
amtimll!s histmy 
gt'J1r£' 

Health dedine.f. 
Die.r in Rome 

The Shephe rds of Arcadia (detail) (1638) 
In the mid-16 30., , Po'llssin explored the work of Raphael, RomaJ! 
a·rchitutltn', tmd Latin books on 11wrnl conduct. F1Ym1 these ht• tuWpted the 
pu:re, daJ.\ifni idiom that he used for the 1l!Jt of his iif£•. The iJtscription 'Et in 
Arca dia ego' 1:\· a qtwtntitm from the Lntinpoet Virgil. Pottssin1r!Tilhtd\· tts 
that there iJ 1w escape j1v111 death, even iJt rhe pe1[et.t wQr/d ofArcadia 

N
icolas Poussin formulated the 

preceptS of French classical an d 

>lCademic art, in the belief that a 

painting should arouse a rational and 

intellectual response in the viewer, not mere 
pleasure. 1--Iis r.:t ther alL•acrc, authoritative 
approach tO ancient history and classical 

mythology influenced painting as far as the 

nineteenth century, and most French artistS 
from David w cezanne. 

P<m'<Sin wasn't particularly intereste<l in the 

eventS or petSonalities of his time and the only 

portnlit he ever did was of himself. Nor was he 

sympathetic tO the artistic fuctions that he fi->und 

in Rome. In his opinion, the Mannerists were 
too affL-cred and the NaturalistS weren\ reline<! 

enough. Poussin's f,'TCO t pa.'<Sion "''~~ hiswry, and 

through his art he told epic, noble and stirring 

tales. He LLndertook historical research 

responsibly, tn1ining himself in archaeology and 

the study of coins, and carefully checked 

the authenticity of everything. He once wrote 

in a letter: ' I am forced by my nature oowar<l~ 

the orderly.' 

A~ a painter, Pou.,<;Sin worked pro<tigiously 

hard, and reached a highly creative and inspired 

phase in his mid-forties. He constructed m<xlcls 

of wood and wax from which he made 

preliminary skerehes, and only then did he Stlrt 

painting. He observe<! the compositional styles 

of Mantegna and Raphael, and turned w 
Tit ian for the study of nudes. His later studies 

of sunsets and morning in the Roman Campagna 

are some of his purest achievementS. 



Echo and Narci&~us (1627-28) 
For a period of five years, PottJsin. VJOdced on themesfr011I dn.nicni 11/)'tholop;Jr 

a11d the Renni.\".\'OJTce poets. At the sa111e time, he cn111e tmder the pnhrteriy 
influence uf the Vene#mt Titian. Pictttres like this ouR and Rinaldo and 

Armida use senffltitts colottrs and show h 'tte foelingfor their piJl•tif sottTces 
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1824 

1844-52 

1852 

1861 

186)-69 

1872-75 

1873 

1876 

1888-89 

1889-93 

1893-95 

1897 

1898 

PIERRE-CECILE PUVIS DE CHAVANNES 

Bunt in Lyon, :;on 
of a civ1l engineer 

Srttdies in Pm·is 
tmdn· Schtffer n11d 

Coutttn•, 
injluenad by 
Cha.(W?1inu. 

Exhibit; Pielil at 
SaiDu.1 mbm issionJ 
njeded for next 7 
yeaH 

State purchnst~.r 
Peace from Salo1~ 
\oVa r donated to 
111ake pair 

Hi.,10I}' paintiJtg 
cm1nnissioned for 
Maneilks 
A1lttseum 

Deco1·nr.es Poitin·s 
tfr<l)l! ball 

Exhibits Summer 
at~akm, 
pmrhased by Stat£ 

Commissioned tiJ 

paint Life of St 
GeneviCvc in 
Pm·is Panthion 

Dt•tora tes P oris 
Surbomu.> 

Decora te.r P oris 
City Hall 

Paints 1/Jitrnls for 
Public UbrtnJ\ 
Boston, USA 

Nltwn'es Prhtcess 
Cnntncttzene 

Dies in Pmil· 

The P oor Fishcnnan (1879) 
Sttbmitted tv the Salon of 1881, tbi.r easel painting cmmd rontlvveny. 
For swtu.'}udges, the jlatJU!SS <l f(}JU•11Jnde it doser to dean-ntive, 171tbe1· 

than 'fine~ art. Since tht•n, this rom position- evocative of the Holy 
Family - has becorm• one of Puv is' 1/I0.\1 eJTdttring im11ges 

P
ierre-Cecile Pu vis de Chavanncs wa s the 

leading mural painter of his time. H e 
was even admired by the younger 

generation, which included Van Gogh, 
Ga uguin and Scurat, as well as the poet 
G-autier. Although a contemporary of the 

Impressionists, Puvis' practice remained rooted 
in the Italian frescoes he had encountered on 

his travels as a young man. Pier o della 
Francesco's work in Arezw had inspired Puvis 
tO become an artist himself. 

Yet his flat, shadowless, decorative style 
aroused establishment hostility n)r m>my years. 

The establishment seemed not to apprG-cia re his 
reference II) fresco painting- Puvis u.o;cd oil on 

canvas for his murals, rather than applying 

pif,'lllent directly tO plaster- and aCCl~o;cd him of 

not knowing how to paint or draw. f-Iis work 
incorporaw<l a strong linear clement; his 
palette, however, always remained pale and 

subdued. Unpopular though it was in academic 
circles, his technique exerted a strong inlluence 
upon Gauguin and imrracted on the 

development of the Nabis, a symbolist group 
led by Denis, Bonnard and Vuillard. 

Puvis' n)rtuncs switched dnJmatically in the 

last twenty years of his life, when a far-sighte<l 
Director of Fine ArtS decided to commission 

the monumental St Genevieve series in the Paris 
Pantheon. In 1895 Puvis found himself the 
f,'lJCSt of honour at a f,'Tand banquet presided 

over by Rodin; and the year after his death, the 
Salon mounted a successful retrospective of 

his work. 

Young Girl~ by the Sea (1879) 
Pu.vi\· cQJtjttre.\· up mz atTtiO.\pbere of 1l'11JOt.e 

an.tiqm'ty in which the girls seem roaxmed in 
£'l£'1"JTai peace, beaugr and faiT wt•ntht•r 
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1481 

1491 

1494 

1500 

1504 

1505-()7 

1)01 

1509- ZO 

1513 

1514 

1511 

1520 

RAPHAEL SANTI 

Bunt Rnjfoel Snllti 
in U1·bino, son of 
G-iwamti Santi, 
Court painter tv 
Fed(!J·icodn 
JHontefoltro, Duke 
ofU,·bino 

Dentb of mother 

Dmth offothe>· 

Appremiced to 
Perugino in 
Pemgia 

J\lloves to Fio1t>1ta, 
studies Leonardo, 
Michelangelo, 
Bnrwlumeo tm.d 
1Hm11«io 

Paints a serieJ of 
MadomulJ 

Pni11t.r the 
Deposition 

Cttlled to Rume ~y 
Pope }ttlitH II tv 
paint the Stan,a, 
i~tduding School 
of Athens 

Death of Pope 
]uliu.r /1. Pt1int.r 
Sistine Madonna 

Mt1de an-hitect of 
St P!!!e1·'s, Rome 

Pni71ts the 
Transfiguration 
(wifinisbed) 

Dies in Rome 

Saint Barbara, Sistine Madonna (detail) (1 512) 
SaiJT.t Bmbm·a looks out of the picture frarm! tu-t.L•nrd.r the imnginmy 
amgregntitm at the foot of the SiStine Nladonna. She is as exquisite ns n1ty of 
hi.r Mndomtas, for whom Raphael dre-u; 011 a wide m11ge of beattties he had 
kJUrum. Both the rolouring n11d compasitiM of this pointing typify RaphneFr 
Ruman period 

T
he youngest of the three giants of the 
I t>l I ian High Renaissance, Raphael is 

best known for his Vatican frescos, 

numerous Madonnas and f.1scim>ting portraits, 

including the bcautin1l La Pommina (now 

rcveak"<l as Raphael's secret wife) and the 

haunting Pope Juliu.r II. Son of a Court painter, 

Raphael w>t~ born into the right surroundinf,>S fX>r 
an artistic career and, despite being orphaned at 
eleven, his precocious talents ensun,'<l hissmvival. 

Having completed his apprenticeship with 

Perugino, Raphael moved oo Florence. There he 

honed his art ttl the Renaissance ideals of beauty 

and harmony, although his geniu.~ Wll~ tied by the 

dcman<l~ of patrons. 

Raphael's strength lay in his draftsmanship 

and~ at that time~ drawing was considered the 
foundation of all visual arts . For the bs tscven 

years of hi s life, he employed Marcantonio 

Raimondi in his Rome studio, engraving the 

backlog of drawings that he lacked time tO 

convert into paintings. It was Ra imondi's 



rendering of Raphael\; The Judgement of Pm·i,­

that suggested the pose of M.anet's tlgures in 

Dtfjemter Su,- L'/-Jerbe, over three centuries later. 
When assigned to the P<1 pal Court, Raphael 

was given charge of all major projectS; not only 
paintings but architt!cture and the preservation 
of antiquities. Raphael wasn't a great innov·ator 

or discoverer, yet when he died at thirty-seven, 
his art showed an emotional depth that might 
well have matured to equal that of Leonar do 

and M ichelangelo. 

The Deposition ofChri~t (1507) 
Raphllf'l ptt)' homage to Mirheltmgelo~r Doni l<mdo - paillted only the 

year before- with the kJt.eeiing ·u:ommz t""d!isting bock, like JV!icheltmgeio:r 
Virgin. His deposih'on. group has 1'fl/f.'1'Pntiy dirtauced hseif from the scene 

of death 01! the hill rmd the body they Cfl11)' i.r bm~~' 1/Jarki'd. It i.r a pictttre 
with all the qualitie.r that Delttcroix once lirted ttJ Raphael~ 1110.11 

ntlmirnbie: 'his rnmCJelior~· sobriety; his coJT..\1/Irtt 11Jell.\1tre; 1w extriiVngnuce, 
no vuignrh:y, 1w trivia/it)'' 



1606 

1624 

1625 

1611 

1614 

1635-41 

1642 

1641 

16)4 

1656 

1661 

1668 

1669 

REMBRANDTVAN RIJN 

Bunt in Uiden, 
S01l of a 111iiJer 

Srttdies in 
Armtnrlttm ttnder 
Lm1111mt 

Sets u.p studio in 
Leiden, pttpil.r 
indttde Dott 

Arloves to 
Armten/nm, 
bt•comes .wtae.nful 
Jxn-traiti.\1:. StaTts 
etching and first 
11ses cmwns 

Manin Saskia 
VOJJ Uylmbttrgh 

Soskin give.r bhth 
fQ fottr chiltlnw., 
one s(m~ Titus, 
sm-uives 

Death ofSn.rkia. 
PaiJTts T he 
Nightw<1tch 

Engages 
Hmdrickje StoffiLr 
as housekeepe1; 
later model and 
pan11e1· 

Bi1th of daughter 
Come/in by 
Hendrickje. Paints 
Hendrickje 
Ba lhing 

Dedm·ed 
btml.~·ttpt. Paints 
T itus Re,ding 

Death of 
Hwdridje 

Death ofTitu.r 

Dies in 
ArtJstenlmn 

P ortrait of t he young SMkia (1613) 
Snskin111ny ueve1· hnvt• 'U'01"11 th1:\· cttrious hat in public, shta• 
Rt"lllbrnndt often pni11ted himself and hi.rfornily dressed in exotic 
costumes. The Dutch term tronic nfers to a spedal f:J'pt' af pictttre 
in.teJTdt•d as a character study nzthe1· thnntl straight parrrnit 

R
embrandt v>m Rijn!; clear empathy 
with the human condition makes it 

surprising to learn that he never 
travelled outside Holland. However Lastman, 

his most intluential teacher, hlld been tO Italy 
and observed lhe work ofCaravaggio. Lastman 
taught his pupil the technique of chinroscttro (the 

rendering of extreme light and shade) and 
Rembrandt quickly learned tO handle it with a 
skill few have ever matched. 

The artist's personal life wa s a cat<1IOf,•ue of 
misfortune. His first wife, Saskia, and three of 

their children died very early. Rembrandt, 
although successl\•1, had no head for business 
and disastrously expensive tastes. At his 

antiquities showed a collection that included 
Leonardo, Miche langelo, Raphael, H olbe in, 

Titi an and Rubens; and he had stores of exotic 
clothes, ornaments and annour1 which he used 
as props in his paintings. 

During Rembrandt~ long career, he engag~-<1 

in dra wing, etching and painting. Over 2000 of 

his works still c.xist and allhough he is probably 
best known for portr•in•re, particularly his own, 
his subjects range through biblical themes, 

everyday life, landscape and nudes. In each 
genre he conveys a mixture of moods- he would 

study his own expressions in the mirror- and 
such depth of feeling, that he endures as one of 
tbc most sympathetic and appreciated of all lhe 

bankruptcy, an inventOry of his art and f,>Teat artist.~. 



Archangel Raphael Leaving the Family ofTobias (1637) 
Tbe An·hmtgel Raphael help . .- Tobias to •~swre hi..-father\· sight 1111d then flies 

off in a Bll'lvque filt17)' of foreshm·tened limbs, ·wings nnd d1·npe1y. But 1110~1 
impressivt• of aU i.r Rembrtmdtl·mm1-erful chimvscttro 
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1841 

1854 

1862 

1864 

1868- 69 

1870-79 

1880 

1881 

1885 

1886 

1890 

1893 

1898 

1901 

1912 

1915 

1919 

PIERRE AUGUSTE RENOIR 

Bunt in Limoges, 
S01l of a tailor 

Apprmticed to 
paint pora>/ain and 
dt•an-ntive items 

Joins A tRiier 
Gieyre, 111eets 
BaziUe, NloJtl't, 
Sisley, Cizmme 
aud PissmTQ 

Exhibits at Sa loll 

Sb11m stttdio with 
BnziUe. En plein 
air studies with 
Monet 

Works tmd e:rbibit.f 
as lmpre.\·sionist 

Meets Aline 
Cb11rigot 

11-twe/.r to Algeritt, 
Spain and ltnl)', 
ilifJtteJtced by 
Rapbae4 Rubm.f 
a11d VelttUj 11ez 

Bhtb ofsoJJ PinH 

Exhibits in New 
Y<wk 

J\lltwn'es Aline 

Bhtb of sOl! Jean 

Seriottsl)' disabled 
by nrtbdtis 

Bhtb of.fon 
Claude 

Legion of HoJUJttr 

De~~ tb of A line 

Dies of berm 
attack in CagJte.r-
sm·-1\tle1· 

UphiU Path Through Long Gras.~ (1 876) 
A landscape with fig'ltre:.; jro111 Renoir~· pmt!:rt lmp~t•s.u'onist JX•riod. 
Remini.fcwt ofMmwt:, \Nild Poppies, it wns probably paimed dttri11g 
one of the :i'lmnners that the ill.-'0 m·tists .\ptmt togetlu!1' ttt ATgenn•ttil 

W
ith the arrival of the railway, the 
banks of the Seine bevond Paris 

became a popular reSOrt Wr City 
workers. La Grenouillcre at Croissy-sur-Seine 
was a restaurant built from several boatS roped 
wgether, providing a dance tloor in the 
evenings. T his was the destination of Pierre 
Auguste Renoir and Claude Monet one day in 

1869, when the two young friends set up their 
easels together en pkin ah· and initiated the 

breakthrough to Impressionism. 
By 188 1, the year he turned forty and began 

travelling round Europe and North Africa, 

Renoir knew it was time for a rcassessmcn t. 

He decided that colour was ro be the servant not 
tbc master, and that he would attempt w express 

forrn more carefully by tonal relationships. Not 
that he altered his palette; Renoir kept to the 
bright colours he had always favoured. In his 

later work...-;, Renoir's experimentation brought 
an outpouring of monumental nudes and 
sensual young women with luminescent skin. 

Uncompromisingly, Renoir had always painted 
what pleased him and, since his days 

of decorating fans in the style of ~'a tteau, 

Fragonard and Boucher, his immense skill 
and the ability to convey charm remained 

entirely undiminished. 



Woman Combing H er Hair (1907-08) 
Gnbrie/1£, Remu·d ·was a di.,tnnt rousin ·who came tts his son Jean:r 1tttrse, and 

.\toyed o1z as hou:il!keepe1· and 111odt•l for Reuoh: When mtbrih's reduced hi.r 
hand.r to daw.r, Gabrielle wmpped tlmu in p<m.>de~~d gauze ro pmmu the ski" 

adhedng. Disabled a.r hi.r father was, Claude Renoir 1PcaUed .rlippi11g 
pai·ntbntshes bet-t.Veen hi.rfother:\·fingers to enable hi111 to paint 



16s HENRI (DOUANIEit ROUSSEAU 

1844 Bunt in Laval, soJT 
of a plumber 

1864-68 A1711)' seruice a.r 
dm·inettht ht. 
•·ejjtnmtal bnJTd 

1869 Settles in Paris. 

1811-9~ 

1886 

1888 

1S91 

189S 

1903 

1905 

1908 

1909 

1910 

Ninnies Climl'ltce 
Biotnrd, they later 
have t/n·ee chikkm 

Work.< in tu/1-
statioJT. for exdse 
corps. i\Ticknn11ll!d 
'Doumth!1·' 
(<1t.fWTIJS ufjim) 

Pint exhibits at 
Salon des 
htdtfpendnnt)~, 

vVa lk in the 
Forest 

Death ofC/hnmce 

Pai17t.r The 
Sleeping Gypsy 

A1nnies Rosaiie­
Jusephnte Now)' 

Death of Rosalie­
Jusephhte 

Fir.\t exhibits at 
Snkm d'AutomJTe, 
The Hungry 
Lion 

Picasso holds a 
bmtquet in hi.,· 
hunom· 

Acquitted of 
iJwofuemen.t in 
bmtk frattd 

Dies of gmtgreJTR 
in Paris 

The Football Players (detail) (1908) 
In co1ztra.rt to his e.wtic .wtbjects, Rouxsettll e11joyed [ettf:ttTing the 
<'Vei)'liay life ofpeopk arouJTd him, .rhnring theirloue of pmtie.< 
aJTd rm~ation of all kind.r. '/be .rtriped footbalkn look more as if 
theyr an• perfoJ7ning a !i'ftrreni bnU(!f 

A
n encounter w·ith f-lenri 'Douanicr' 

Rousseau revealed a str.mgc mixture of 
unworldly shyness and a cast-iron belief 

in his own artistic talent. He had undergone the 
usua I elementary schooling but at some point he 

bceamc convince<! that painting was his true 
vOL'lltion and claimed that his parents' poverty 
had preclude<! art school. 

Later, Rousseau went ahead and obtained a 
copyist's card wr the Louvre, where he spent a 
lot of time studying the early Italians. He met 

the poets Jarry and de Gourmcnt, who 
commissioned a lithograph from him for their 

review, L'hungie1·, and before long Rousseau 
found himself admitted to the world of writers 
and artist.~. Encouraged by the company of the 

Picasso, Gauguin, Dcla unay and Apollinairc 
among his acquain tances - Rousseau began 
submitting to the Salon des In dependants, to 

which he remained loyal for the rest of his lifu. 
Rousseau'!; paintings arc termed 'mfive' but 

this doesn't imply that they arc instincnml. On 
the contrary, he plann~-<l his work with extreme 
<..--arc, using numcrolLo; sketches and picture 

references. Some mocked him for going as far 
as taking his sitters' measurements f'()r portraits, 

as if he were a tailor, but he \\'a S mastering 
anatomy and proportion the best way be knew. 
Once past the prcparlltory stages Rousseau's 

imagination took off, and the unremarkable 
one-time wll collectOr became the exotic 
storyteller whose unique images arc now 

avant-gardc- in the end he li_~tcd such names as recognized and admire<! everywhere. 



The Snake C harmer (1907) 
This i<mR mwician >1ands like a dark Eve, rrtlling out ttl/ th<' mpmt.rfro11J her 

1/J001Tiit paradise. Rousseatt uvmld often take hir sketchbook to the Jnrdh• des 
PiaJTtes and- thnJT.ks to a suret arnmgement with one of tlu! gardeners- draw 

for hom·s among the jungle greeJteJ)' Qf the hot-houses. It wn.r the 1wm·e.rt he 
would ever come to expen'e1t.dng a tropical Jnml.rrnpe 



!1_0 

1577 

1)91-9) 

1600 

1601 

1603 

160)- 06 

1609- 14 

1610-20 

1621 

1622- 2) 

1626 

1628- 30 

1631 

1640 

PETER PAUL RUBENS 

Bunt in Siegen, 
son of n lawyer 

Apprmticed ill 
A11.t-<1.lerp 

Vi.\7'ts Ve11ice, sees 
work of Titian and 
Veronese. Visits 
Flonm.ce 

Visits Rome, see.\· 
work of 
Cnravaggio 

DJiJiomtttic visit to 
Spah! 

Ret:ttrns to Ro111e 

Monies l.rnbeUa 
Brant, settles in 
A11t"UJelp, has thTee 
childnm .. Paino· 
CUT!nnission.s fo,. 
Ant-dlerp 
Cathedral 

Studio n'ceives 
11101')' Catholic 
CIJT/1111 i.,'.\ious 

Diplomatic servia 
for Hap.>imrg>· 

Commissions iJT. 
Pa.-i.r tmd Am-a•e~p 

Det1th of bwbelln 

Negotiate.< pet~ee 
between Madrid 
and umdon. 
K11ighted by 
Charles I. Mnn·ie.r 
Helena FQmme?tr~ 
hm· five rh ildm! 

K11ighted by Philip 
IV. Retire.< fivm 
diplomatic service 

Die.r of hem·t 
fo ilttn! in Antu;erp 

T he Straw H at (r. /62)) 
A portrait ofSusmma Fom71J.e1T.f) .ri.,1er of Rttbens' Sl'COJtd wifi!, Helena. 
Rubens' easel pictttres were painted with a Tein:a!d ph•asttre ilt the subjects 
to be found do.re to home 

P 
eter Paul Rubens was the possessor of 
phenomenal gifts, together with che 

physical energy and organizational 
ability w exercise them. A~ well as being an 

e'1'oncnt of the llL~h Baroque style that he had 
a(XIuircd in Italy (Caravaggio was a key 
intluencc, whose work Rubens continued to 

champion across northern Europe), he was 
Roman Cacholic, multilinf,'lml, and appointed 
ambassador for the Hapsburg rulers of the 

Spanish Netherland~. His status as Court 

p;1inrer exempred Rubens &om paying taxes and it 
al~o !Teed him &om f,'llild rules; he could deploy, 

without reStrictions, the huge studio Sti ff needed 
to cany out aU his commissions, many of whom 
had their own specialities. 

These commissions chietly consisted of 
dynamic imagery dcsi f,'tled to tempt people 

away from the sombre Protestantism of the 
Reformation. It was what the Ca cholic Church 
and European royalty required for their 

propaganda pllf[XlSCS. Drawing upon his Latin 



school education, Rubens produced scores of 
cia bora re altarpieces and a llegoriL':l I ceilinf,>S. 

He wa s adept at painting supposecUy Christian 
virtue hut t:,,jving it a subversive sinuosity; the 
voluptuous fuatures of his nudes are deliberately 
exaggeratetl to emphasize fecundi ty and 
freL-<Iom from want. 

Rubens' stylistic influence endured over 
three centuries, from Van Dyck ancl Murillo, 
through \ \'attcau and Gai nsborough to 

Delacroix and Renoir. 

Marie de 1\'ledici Disembarking at Marseilles After Marriage 
t o H enry IV of France (1622-25) 

On~ of the cycle of21 paimings fin· the Palni.< de Lt<n7nbottrg, cormnission~d by 
the F1~11ch dowage~· qttem Mm·ie de Medici to depict her lifo. Ruben< prepa•~d 

hm1d1·eds of 11lm1er sketches for his studio tv 'U'<JTk from . lr was 1w emy task 
dipiomnticnliy eithe1; .\7.Jtce the queen was qunrreisonU!, far from. nttrtsctive, and 
had wnsh'd huge miiQttnts of 11/0llt!J v.;ithout nchiniing mtything Temm-knbie in 

her fiji:. To Rttbens' credit, he left n satisfied cwtomer on. rompleh'on 



1810 

1844-'i4 

18'i'i- S7 

1851- 82 

1861 

1811 

1891 

ALEXEI SAVRASOV 

Bunt in 1Hosrow, 
S01l of a 111e1rhnnt 

Srttdies at 1\rlosrow 
School of Pnil11ing, 
Scttlptttre and 
ATchitectUJl! 

Trll'liels across 
Ettrope 

Tenche.r land>rnpe 
painting at 
Mo.rc<rul School of 
Painting 

Founder 1/JI!"mbeT 

of Wiutderer.r 
gmup 

Pou11ded 
A.".\·odnti<m of 
Trtwelling Art 
Exhibiti<m<. 
ExbibitRd T he 
Rooks Have 
Returned 

Dies in Nlosrow 

By the Whir lpool (Deep Wate rs) (1892) by l~aak Levitan 
'I wont to di:ifWt'r nJTd locate in111:Y 1/"tJ.m. coun11y the 111ost simple, rht• 11/0st 
intimate, the nw.rt comuumplace a11d the 1/J0.\1 emoti<mally moving; that 
which oftt•Jt cnu.ses a seJTse ofuJelnnchoiin.' 

A 
lexci Savrasov "''~~ the most lyrical­
and named 'falher' - of the Rll~Sian 

landscapists. lie was a founding 
member of the mdical v\landercrs &'TOup in 
1863, together with Klodt and Shishkin. T he 

group formed in revolt against the stilling 
international nco-classicism that prevailed 
against any Russian genre. Acting as a co­

opera tive, !he Wanderers organized travelling 
exhibitions of !heir work. T heir 1Yatrons were w 
be found among Moscow's merchant chl~s, 
many of whom were discerning art coUectors. 

l~aak Levitan ( 1 860-1 900) a ttcnded the 

lan<l~cape classes of Savrasov at !he Moscow 
School of Painting. Levitan entered the School 
at thirteen and ,'tudied there t(.,r ten years hemre 

travelling to Paris where he carne under !he 
creative influence of Monet. 

Levitan was also a lifelong friend of the 
playwright Chekov. Both men fult emotionally 
bound to the R<L~ian lan!lscapc and consciOll~ 
that the country'!;: history was written upon it. A 
key example ofLt-vitlln's 'mood' landsc>pc work 
is Tbe Vladmirka Road, the highway to Siberia, 

along which so many prisoners walked to 

their deaths. 

T he Rooh Have Returned (1871) by Alexei SavnlSOv 
The n: tttrn of the Took.r to a Tecentiy frozen. land signals the trmtsitioJt. fivm 

winter to .>t>ring tl.f the birdn·ebuHd tbe •·ooke>)'· Tbe arti.1t bad traveUed 
widely in the 1un-thern provinces of Russin and he freq·tu'ntiy paiJt.t.l!d winter 

Jandst.11pes and the en.wtin.g thfl"t)) 





174 

1890 

1904 

1906-()9 

1908 

1908-10 

1911 

1912 

1914 

1915 

1911 

1918 

EGON SCHIELE 

Bunt in 7itlht, .•wJz 
ofamir<JJay-
station rllaJter 

F am iiy 1110ves ro 

Viemta. Death of 
fotbe~· 

Studies at 
Acadnuy of Fine 
ATb~, Viemtn 

E11comtteTs Klimt 
and hi>· w<n-k at 
Vien11n K:Jmsrschmt 

lnjlttmced by 
Klfmt. Works at 
SeceJsioni.\1S' 
Wi!'Jte1· Werk.\1a tte 

Meet.; 141/erie 
(1#1/b') Neuzil. 
They 1/JW£' to 
Neukn[!Jmcb 

CoJtvicted of public 
h11m0raiity. 
Exbibicr at 
Cologrre. MeefY 
Mmucb deak•· 
Hm>r Goltz 

Meet>· &lith 
Hanus 

FiT.\1 Oltf-'Tf/1111 

exhibition in 
Vienna. 1\tlnrrie.r 
Edith. Joins 01711)' 

Repn!Si!JTts Austria 
in gwernment-
.\ponsori'd 
exhibition in 
Swckbolm mrd 
Copmbagm 

Major exbibittw in 
49th Secessi011. 
Dies of hif/rmtza 
ht Vienna 

Self-P ortrait (191 1) 
Schit'le:\· prrening seJfsati.ifitction iJi -like so 11/flll)' of his poses- most p1Vbnbl)r 
nn.act. The images be made of himself at this time veered berlVeen 
111.eitxlmruntic and .rincen:, as he tested amultiplicif)' ofidnl.fities and 
imte1·fi'eiings 

E 
gon Schiele, like his idol GtL~t:av Klimt, 

wok eroticism as a major theme of his 

work. It led It> acctLo;a tions of his being 

'sex-obsessed' and he once k>und himself in 

prison brietly for 'exhibiting an erotic drawing 

in a place accessible tO children'. But, •&"'in like 

Klirnt, lhe unquestionable quality of Schiele's 

work eventually found an appreciative audience, 

and even government s ponsorship when lhe 

a uthori tics wished to boost AlL.; tria's 

intcrna tional image. 

Schiele'!; uncompromising candour in his 

treatment of the nude ~igurc - female and rna lc 

- offers an unsettling mixture of adol escent 

scxua lity and superb techniL'al skills. His mother 

claimed !hat be could draw before his second 

birthday, and his drawing ability was something 

that Schiele honed tirelc...-.;ly throughout his lifc 

until he achieved a near-fmltlcss line. Painting 

he found less casy, especially in oils, but he had 

a facility tor approaching a rncctium and taking 

it s wiftly beyond a tech nica I cha llengc tO 

stylistic mastery, which he did tO rnarvclloll~ 

effect with gouache and watercolour. That 

mastery over a medium was vital to Schiele -

nothing should impede his progress towards lhe 

purity of vision and essential truth !hat he felt 

were lhe purpose of his art. 

"\'oman Undressing (1914) 
At this time, Schit•le:r nudes beca1/Je yet 1/JOTe volttpt1wtt.r. 

He r.red J§!llncbe to wash the figure, bmrbing bright 
aa:mts of co/om· olt top of ocln·e. The 11111itiple folds of 
fabric acrenttrare the 11JOV£WJe1tt of the U.YJ11lmt. tJs she 

w1iggles fm of the d>~.H 





L76 

1859 

1878- 79 

1879- 80 

1883 

1884 

1886 

1887 

1889 

18 90 

1891 

GEORGES SEURAT 

Bunt in Pan's, .wm 
of a legal official 

Srttdies under 
Lelnnmm (a 
fo17m:r .rtudf!lzt of 
lngres) fit L'Eco/e 
des Beattx-ATts, 
Pm·is. Visit; 4th 
l111press ionist 
exhibition 

Arfiiitmy service in 
Bn:.\t 

Dra-<JJing aaepted 
at Sf1ion 

Exhibits Bathers 
at Asnicrcs at 
fin1 .rhtr<JJ of 
SCK iiti de.r Art irtes 
lndependam.r 

Exhibits La 
Gmnde Jattc fit 
8th l mpre.\".\1'(mbt 

exhibition 1111d 
Salon des 
lndependant.r 

Pir:.t exhibits in 
Bnt.,·seLr with Les 
Vingt 

Exhibits in 
Brussel\· with Les 
Vingt. 1Vleets 
Mfldeleht<> 
K11obloch 

Bhth of son Pierre 
b)' Madeleine 

Dies1 with sun 
Pien·e, of 
diphthe~ia in Pa.-i.r 

T he Sideshow (1887-88) 
A woJtderfuU)' atTno.rpheric, .rkillfull)' C011JjJO.•·ed pictttre of a trtroelling 
foil; ·with the oil and gas lamps n~Jievhzg the gloom of a winter's evening 
and te111pting tlu: nttdiena: W some escapist entertnhmum.t 

G
eorges Scurat's name is pr•ctically 
synonymous with the word 
1pointillisrn', a divisionist painting 

method that he himself called 'opti(:al painting'. 
Seurat was a N~,l-Imprcs.~ionist. vVith Sif,'llaC 

anrl, early on, Pissarro, he engaged in an analysis 
of the techniques used by the Impressionists to 

reproduce light and colour. 
Seurar.~ goo! was a K>rmula tOr the creation 

of luminous colour on canvas by painting dot.~ 
of contrasting colours ncxr: to one another. The 
effect was to be one of pure colour, blended 
literally on the retina of the beholder and not on 

the painrer's paletre. It is reasonable to ask why 
an artist should seck the constraint of a formlda; 

the answer could be lack of confidence in 
handling 1r•int, or t<xl-rigid training that rejects 
anything irregular or impulsive. Or perhaps, 

like other highly disciplincxl painters- Della 

Francesco, P oussin and Mondri an, for 
example - Seumt relished the intellecm•l 

challenge, loved to work 'scientitically' and 
enjoyed the laborious process of proving his 
theory. UnfOrtunately, it didn't actually work; at 

least, not as predicred. 
Apart from an incomplete grasp of existing 

colour theories, Seurat and Signac didn't 
question the purity or relative colour values of 
the pigment.~ that they used. The result was not 

the luminosity they had hoped for. A~ Sif,'llaC 
admitted: ' ... red dotS <lnd green dotS make an 
aggregate which is grey and cok>urlcss.' 

Of course, Scurat\; works arc not colourless, 

but nor arc they rainbow bright. Instead, all 

those painstalcingly applied dotS produce the 
pleasant >isual sensation of a light pearly haze, 
or grJin, which has hccome Scurat's 

distinf,'llishing mark after all. 



A Sunday Mtcmoon on La Grande Jattc (/884-86) 
Settrnt:\' 11/0.\t fo11wtt.rpnhtting, the prodtt£t of 11/hJJ)' prepamtmy dmwing.r 

a11d paiJT . ./Rd ~·ebem·snls', a11d the CI!JTtrepiea of the 8th l111pn•)yioni.\t 
e:dJibition wbe>~ it fint appeared. His pohttil/i.rt tedmique bas .•wrre.wfuJiy 

Nl!nted the dn'll11liike suspension uf time and 111otion on 11 'UIOJ71J, .wtmt)~ 
nftenwon beside tht' 1iver 
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1724 

1739 

1143- 53 

1154 

1156 

1156-58 

1159-10 

1166 

1110-80 

1181 

1184-85 

1190-93 

1806 

GEORGE STUBBS 

Bunt in Uverpool, 
S01l of a currier 

Pupil of Hamlet 
Wimtmtky 

Portrniti.\1 in 
"~'·them Engltmd. 
Studies n11d tetuhe.r 
n>lnfhmy lit n,-k 
ho.>pital 

Visits I t11ly by boat 
and J\lloroav on 
n'rm·-n. v~rage 

Bnth of so" 
Gewge by 
Mm)' Spencer 

Fn11Ji/y Jive.\· OJt 

fm71J ht 1t(JTthent 
Engln11d 

Move w Lo11doJJ. 
Eqtti11e .rubjects 
expand tv include 
'rottuen¥ttitm.' 
piece.r tmd wild 
nnimtJs 

Pttbli.rhe.f 
Ana to my of the 
Horse 

E:cpni111ents v.Jith 
eJT!Im.eLr OJt ceramics. 
Lives and work.r 
with Josiah 
Wedge-<11ood (1780) 

Member of 
Lomkm:r Royal 
Academy 

Pnint::i rttrni 
mbjects 

Rt•ceives 
cQIImn:n·ioJl.s jro111 
PriJtct' of Willes 

Dies in Umd<m 

Mares and Foals in a River Landscape (detail) (1763-68) 
Stubbs 1/Jade a sen'es of.\t<ttdies of bJVod 111111"es aud foals sl'f ngnimt n 
variety ofbnckgrotmds, fro1/J. 'U)Oods to 11/0ttntnins. His e.tpert nnnto111ica/ 
/mow/edge enabled him to pose the hones cmrvillcingly h1 a pleasing 
de>ign. He 1mtnlly pttimed the mdma!J fint and thm filled in the 
sm-romtding lmzd\·cape fro11J his hnngiuati(m 

G 
eorgc Stubbs had a passion for 

anatomy, both hurnan and animal. He 

received little filrmal training but 

knew enough of the subject w teach it tO 

m~"<lical students while in York; and in I 75 1, he 

iiiLL~tnlted Dr John Burton\; Essay Towmrl.r a 

Compkte Ne-<ll S;,tem of Mitlwifo'J'· Burton was a 

nowri<>LL~ Jacobite, which, by association, could 

explain Stubbs' dislike of the Hanoverians and his 

prokmgcd refiL~al of corrunissions from George n. 
Stubbs' exquisite anatomical drawings 

forme<! the basis of his expertise as a horse 

painter. For eighteen months he rented a 

remote Lincolnshire farmhouse where he could 

work undisturbed, dissecting specimens tO 

discover the function of every bone and muscle. 

This led w his publication of The A11nlvTII)' oftbe 

Horse, which became a major reference for 

artists and natur-Jiists. 

[n those days, horse paintings were .-. nke<l 

lower than Ia ndsca pes. Yet, with a circle of 

wealthy patrons, Sn1bbs kept busy enough, 

ptl inting top racehorses for a riStocra ric O\\'OCrs 

and brce<lers who wante<l a pictorial record to 

accompany their stud book listings. And other 

commissions followed for families posing in 

their horse-drawn carriages. 

Stubbs also enjoyed painting a variety of wild 

animals, including lions, tigers, giraffes, 

monkeys and rhinocen>s, which he observed in 

fashionable private menageries. He once 

trJvelled tO Nlorocco, where he witnessed at 

first hand a lion sta I king a horse. 

Nl;my of sn.bbs' picn~res were executed in 

thin oils and exist now in a r•ther fragile 

condition. :However, most arc still privately 
owned by the families for whom they were 

orif,>inally painte<l. 



Two Foxhounds (1792) 
A rommissitm from the Revenwd Thomas Vyner of 

Linroinshire, who was an nvid lporbv11nn and 
expert breeder offoxbowuls. This dog nnd bitrb in 

an imaginmy landscape ·were probably fi ·om the 
Enrl ofYarb01vugb~,·e~wv.med Brocklesby ptuk 
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ISIS 

IHO(?) 

1548 

1549(1) 

1562- 66 

JS64-87 

1588-90 

JS94 

JACOPO TINTORETTO 

Bom Jaropo 
Robtt.rti in Venice, 
son of a dyer 

Studies ttnder 
Titian) qttar-rel\· 
and letwes studio 

Paim.r St Mark 
Freeing the Slave 
fin · Scrwln di Smr 
Mm·ro 

Manies Fatt.\tina 

de VemJVi, they 
htwe five 
daughters and ru.w 
sons 

Paillt.r Miracles of 
St Mark 

Decorates Scuoln di 
San R()(ro 

Pai17t.r Paradise 
fin · Doge:, Palace 

Pailtts Last 
Supper for clmrch 
of Stm Gio1gio 
1Hnggiore. Dies of 
fove1· in Venice T heft of the Body of St Mark (1562-66) 

Tln~e pniJtting.r of the 111irnde.r of St M11rk were 111ade fo1 · the Smola di San 
1\rlnrro. Here, the Cbristians of Alexand1in Tesnu• tht• saiJT.t~\· bod)~ ttndt•r ewer 
of a sro1m. The scene bears nil the hnUmm-ks o/Tinwretto: d1·mnntic 
cqmpo.fition and per.rpective, high contra.<t lighting a11d fonfhOrtening 

T 
intorctto is a nickname rnc-J ning 1littlc 
dyer'. A~ a child, the story goes that he 

made charcoal drawinf,>$ on the walls 

of his father's shop in Venice and coloured thern 

in with dyes. Hopef,dly, the dyer apprenticed 

his son to Titian. But Titian and Tintorctcn 

quarrelled tO such a dCf,>TCC that the boy walked 

out. Some believe the master wan red to be rid of 

a rival c1lent; however, lintorctto docs seem to 

have gone through life with a reputation fi>r 

being awkward. 

Typically enough, he decided en work on 

alone, consolidating what he had leame<l from 

Titian with his observations of 1\<lichelan gelo. 

He wrote: 'Michelangelo\; dn1 wing and Titian's 

colour' on the wall of his stuctio. 

TintorcttoenjoyL"<l experirnenting with special 

lighting effects. He owned scale models of st~tues 

&om the Medici tombs, made by one of 
Michelangek)'s assistmts. These were the focus of 

his lantern-lit experiments. He even hung them 

up so that he could observe figures in motion. 



Tinwretto lived and worked exclusively in 
Venice. Everything he did was ordered by 
the Venetian state or va riou..o;: churches 
and confraternities. With ever-increasing 

commissions, he ca lied on a b rge band of 
assistants, including his daughter Marietta and 
son Domenico, whose style closely followed 
their father's. A~ a Mannerist with remarkable 
skill in depicting mrm and light, Tintoretlt)\; 

inlluence had some impact on both El Grero 

and Rubens. 

The Origin of the Milky 'r\'a y ( I 570) 
Wishing to immortalize hiJ· hifrmt son. Hercules, Jupiter holds hffn to the 

bre11.1t.r of tbe J,JVddexx JtmfJ. The 111ilk that >PrtiJ' upwtml.r jfJmts the >1twx oft he 
Millry U-il;s the tb·op.r that foil w etl1"th bero111e liliex. Timoretto pnimed lilie.r 

along the base uf the painting bu.t at :.VIIJe point the (J7igiJTai canvas ·was 
trh11med. This ukJrk is Q1U! that <rclle.r 11/0.\t to the htjhu!lta: ofTih'nn 



182 TITIAN 

1488 Bont TizimUJ 
Vuelli in Pin;e di 
Cndon'1 san (Jf n 
lmo;~•· 

1498 Apprenticed to the 
Be/Jini\·' studios 

1501- 10 A.\)·i.\tmtt to 
Giorgi<me 

151J Starts own ·work-
shop 

1516- 18 Pnint::i 
A.~umption of 
the Virgin 

1520-154>J Pe7iod of major 
JKn1'rnits 

1523 Meet.; Gonzaga, 
Duke of Mantua, 
iJttroductioJT. to 
Charle.r V 

15'2) Nltwn'es Cecilia, 
they htroe four 
childmt befo•r her 
dettth in 1 510 

1HO Commissioned by 
Vtztican 

1HJ ApjXJhurd Cam 
painter to Charles V 

1538 Paint.r Venus of 
Urbino 

1545-46 Comrni.\".\i01u•d by 
the Fnntese in 
Ro111l' 

1548- 51 Comrnix\·ion.t'd by 
Charle.r V in 
Aug.rbttrg 

1555-62 Paints series of 
erotic 11l)'thoiogies 
fo• · Philip II 

1516 Dies of the plague 
in Venire 

Pope Paul ill, Alexander Faroese (1543) 
Ale:rmTdt•r Fm"'T.e.re, the last of the Renni.n·nm:e popes nrtd a vt•teran 
politician. He v.;ns.H~l'JTty-froe at the time Titian painted this porrrnit, a 
patron of the arts nlld also a n{o171U!1. who inter stmn/Jout•d the Coundl of 
Trent. This was the pope respt.m.rible for e:r:roun11unicnting Hemy VI II fJf 
E-11glm1d from the Roman Catholic ch1trch 

T itian became the most celebrated 
painter in Venice, following the 
premature dc-•th of Giorf,>ione from 

the plaf,'UC. Both were trained by the Bellini 
brothers, but Titian found them uninspiring 

and had joined Giorf,>ione's studio once his 
apprenticeship wa s over. The pair were so 
comtx>tible that sometimes people could not tell 

their work apart. 
Titian evolved r•pidly as a pure painter, with 

no 1 Renaissance man' distractions such as 

science, poetry or architecture. The As.wnnptifJn 

of the Virgi,, painted l(>r the Fr.nciscans, 
attracred Alfonso d'Este, Duke of Ferrara, who 
ordered three mythologiL'al studies from 

Titian's workshop tor his personal gallery. T he 
Duke's st:ltdiolo had alabaster walls <1nd a gold 

ceiling. It was a commission marred only by 
Este himself, whose manner a ltemated between 
llattery and bullying. 

Later in his career, when his work had 
matured throughout the demands and adulation 
of so rna ny Icings, princes and popes, Titian 

L'amc tn value the explor•tion of colour above 



any other aspectS of art. All his life he had 
known how tO extract the best from his 
materials and he ad vanccd ro a tonal painting 

style, using not only bmshstrokcs but also his 
~ingersand pieces of rag (he claimed he did this 

to avoid looking like Raphael). 7be Death of 

Actaeon and TaTqttin and Lucretia arc two 

outstanding confirmations of Titian's later 

supremacy, which point forward to the heirs of 
his influence, among them most notably 
Delacroix, Goya, Rembrandt, Renoir, 

Ruben~, VanDyck and Velazquez. 

Bacchus and Ariadne ( I 522) 
One of three 11/)~holoJ!)ca/ mbjem paimed for the Duke of Fm·ara\· studiolo 

ber.-<1.1ee11 I 518 and 1)25. For this pictttre, Titian jiHt painted the backgnnmd 
in. fuJI. E11ch fin1!gromtd figltre was then fiUt'd in (JVer a .\ilhou.ette of white 

ground, fo• · the •·ichest colour effect. His paktte included 1110.1t of the pigmmts 
kmrum to the .,,., ·/..~hops of the day. The composition of the paillting i.r compkx 
but so skilfully acromplished that eve/)' detail of the .rtm)' unfolds mwothly a.r 

the eye trnuels 'IVtmd 



18,1 

177) 

118) 

1190 

1791-94 

1196 

1798-
1818(?) 

1802 

1804 

180)-2> 

1819 

1829 

18~8 

1844 

1851 

JOSEPH MALLORD WILLIAM TURNER 

Bunt in Lo11don, 
SM of a bm·ber 

Lives with ·ttnck in 
B1~111ford on 
Thames 

Emer.r Royal 
Academy SchooL< 

Lives in 8,-i<w4 
ski•tching tottrs in 
81itnin 

Fir.\t oil shoum at 
Acadnny1 

Fishermen at 
Sea, injlttmced fry 
Wilson and 
Poussin. 

Lives with rni.rtress 
Samb Dnnb;1 they 
have ru;o 
dnugbter.r 

Member of 
Academy. Pint of 
rnmty v-iu'ts to 
Ettrope (Pmis 1111d 
Alps), h!flttenced 
by Claude Lo11·ain 

Death ofrnotJu~J: 
Opens London 
galle~}' 

Lives rtem· Thn111e.r 
at lsle-,;;ortb and 
Twicke11hnm 

Pint vi.•it to Italy 

Death of fa the>: 
Sttjfi~rs depression 

Pai17t.rThc 
Fighting 
Tcrncrairc 

Pai!Tts Rain, 
Steam and Speed 

Dies i1t Umdtm 

Crossin g the Brook (1815) 
This Devonshire Jcem.• has been givn1 the cclllude' treatTneJr.t .ru 

expertly thor mml England could emily be mi<takm for Italy. Ttmzer 
bad leanred to dmw and co/om· wpogrnphical view..- in the mkl-1790s 
when be and Ghtin wereemployed wgetber by Thomas Mom·o 

T
he name of J.M.W. Turner is closely 

associated with London's Royal 
AL'lldemy. He beL-arne a 1\,11 member 

when only twenty-seven, never misse<l showing 

at the annual exhibition and served as a member 

both of the Council and the hllnging 

committee. He even lectured in landscape 

painting for seventeen ye" rs. Altogether, Turner 

soun<L~ like a thoroughly respectable 

AL-ademician who could be relied upon to 

produce the sonof'brown gra,y' 1raintings that 

the Impressionists rejected half a century later. 

Howt-ver, Turner's fellow Ac>~demicians 

<Jn Varnishing Days could tell a very different 

swry. Varnishing Days allowe.·l exhibitors to 

rewuch their work before the varnish went on. 

Turner would arrive, complete with top hat, to 

attend tO seven• I pallid canvases thllt looked 'like 

chaos hcfore the creation', :md set tO work 'with 
all the brightest pif,'lllents he could lay his hands 

on ... until they literally blazed with colour.' 
Many Academicians looked askance at Turner\; 

apparent lack of social grace, but to hang next tO 

him and risk being eclipsed by his "('rks w;~~ " filtc 
they aU dreaded. Even Constable, no stranger tO 

criticism of his own bright 'nllSty green', "''~~heard 



II) exclaim, 'He',; just been here and fire.·( a f,'Ull.' 

Turner had indeed tired a gun- or at any rate 
a starting pistOl - for the run up tO 

Impressionism. Around fifi:y years later, in 
Rouen, Monet set up his easel at the second­
floor window of a shop opposite the cathedra l. 

H e ha d decided tO follow the example of 
Turner, whose gouache sketch of Rouen 
Cathedral he ha d once seen in London and 

never forgotten. 

Fire at Sea (18 J)) 
Tttnt¥1" odored the .fell n11d pnimed it in all it.wwuds. The .<hip at the celth·eof 

this catm"trophe is the lndiat/JaJJ Orontcs. It was 110t the sea that destroyed 
her bttt a bmu/Je of straw set alight by a candle in. the pm·seT's :.tore. Tttnutr 
whirls the .mwke and flame.\· inw one huge vortex ·with the sennud skJ'· The 

11/ll.\"S of white n11d gold in the fon!ground am.tnins crowdsoffigttres that look 
like .wme ki11d of heavenly ho.11, umil the vie-<1Jen~alizes with a jolt that these 

are the ltukles~; passengt•r.\:, losing tht'iT .rrrttggie agnin.\t the t-d1o 11lnjor 
elements of fire tm.d wat.er 



L86 

1391 

1401 

1415 

1425- 11 

1436-45 

1441-48 

1455- 59 

1468 

1415 

PAOLO UCCELLO 

Bunt Paolo di 
Dmw in Fionwce 

Apprmticed to 
smlpto,. Ghibe~ti 

Joins the Cumpnn_y 
of St Lttke as a 
paint£$r 

Works in Venice nl· 

111m1er 1/JOsniciJ1 

Works on fresros 
and sttthtcd glass 
fin · Flormce 
cathedral 

Visits Padua. 
Paillf.r The Flood 

Paims The Battle 
of San Ron~• no 

Living at u,·bhw 

Dies in Florence 

Horsemen, Battle of San Romano (detail) (145)) 
San Romano was miginaUy a tinl!e-panei piece t011111Jissiont'd by the 
Medici. Thir i.r pmt of the light-hmtd mtion .rhowing the 1v1tt of the 
Sienese ~y the Fkwmtnw in 1432. UJidminb~', fin~.rhortming gllVe 
Uca'Uo mtain ae>thetif problmJ.f, light and shade •~qttired better 
hmuJJing. Bu.t this .Wtbtk rohttred pattern of Janus, helmets and 
trappings, nhove a fore.\1 ofhorH's' legs, 111nke.r a plem·ing design on hs mvn 
n11d 1Wtjfi1711S UmUo ~·tmfoiling i')'t! for the .\7/JaUe:;t dectn-ntive detail 

P
aolo Ucccllo quatificsasoncofthc most 

versatile launders of the Early 

Rcnais,s:.Jncc, having begun his earccr 
with the rna n who produced the Doors of 

Paradise lor the Florence BaptiStery, he 

prOf,'TCS.~cd tO the invention of new methods of 

rendering perspective. 

The tnl ining that Ucccllo rcL-civcd from the 

Florentine sculptor Ghiberti roots him tirmly in 

the decom rive lntcrna tiona! Gothic style; one 

that w>t~shared by Fabriano and Pr.-anello. It was 

probably Pisanello who taught Uccclk> to paint. 

The painter M asaccio and the sculptor 

Donatello arc both credited with inspiring 

Ucccllo w take up the study of perspective. 

However, no one -cspeciaUy his long-suffering 

wife- could have prc<~ctcd how engrossed he 
would be(,lmC in the subject with the 

encouragement of a noted rna thcma tici;l n called 

Tosc•nelli. By all accountS, UcL-cllo pmctisL"<I 

drawing foreshortened objects night and £h>y, 

and scarcely klOked up if anyone appnt•chcd 

while he was wrestling with his latest problem. 

Uccello's meticui<JlL~ perspective drawinf,>S 



underpinned all his paintinf,'S. In his fresco of 

The Flood and the thrt-c-rrmel Battle of San 

Rom111UJ, he g>>ve full rein ro the technical effect.~ 

he had mastered. Unfortunately, once the 

novelty was past, his work fell &om f• vOltr and 

he spent a rcclll~ivc old age. Neverthclcs.~, in 
the long run , Ucccllo~ achievements were 
significant, and his S},;l£m was fltrther tried and 

tcSt£d by a succession of Renaissance artists, 

Picro della Franccsca, Leonardo da Vinci 
and Durer. 

StGeorge and the Dragon (c. / 456) 
Uadki teU.r the >101)' of St Ge01ge ;, true Gothic Jt)'le. '!be wliant knight:, 

deadly lance lineJ ttp with a .rtum1 dottd behi11d him, which rottld signifY divine 
h1U!1vention. At the same time, it pmjectsforwnrdintv tlu! pictmtt plane helping 

w e!!1nbiisb a tln·t•e-dimensiouai .\pace TOtmd which the ele-gant damsel- no 
lo11ger dirtlnred- prepn•~J tu lead therollqtund drago11, like 11 pet dog 



188 

l'J99 

1426 

1421-32 

1432-J1 

1431--40 

1431 

1446 

1410 

1412 

14H 

1462 

1464 

ROGIER VANDER WEYDEN 

Bunt in 1intnllti, 
S01l of a 111mter 

cutler 

HonottFed as 
M11.1ter Rogie.· de 
Ia Pmt:ttre. 
Manie.r Elizabeth 
Go/fnert. The)' 
Inter hrwe fottr 
childmt 

Studies in. VJ01 ·k-

.rhop of Robert 
Campin, becumes 
Nlmter in 
PaiJtter.r' G11ild of 
Tottnt.ni 

Lives in. Bruges, 
ns.wcintes with Van 
E)'ck 

Paints D escent 
from the Cross 
fin · A1·chen' Guild 
of unroaiJt 

Settles in Brw·ye/s, 
made City PaiJtter 

Last Judgement 
altarpiece 
CUT!nll i.rsioned bjr 
Chancello1· Roli1t 

11-rwe/.r to Italy 

Ret:ttrns to 
Netherlmtd.1; 
paints Nativity 
and Braque 
t1iptych.r 

Paints S<.-ven 
SacramentS 
nitnrpiea! 

Paints Saint 
Colomba nltm·-
piece 

Dies in Brussels 

The Nati"ity (detail) fivm The 1\•liraflorcs Altarpieee (<:. 1442) 
By 1440, 10Jt der We_ydm~ •~plltfltiOil •~nched a.r fin- a.r Spai11, v.>he1~ 
King]urm I I of C11.1tile fotmded the monmtet)' ofM imjlom; near 
Burgp.r. As a ji11al tvuch, he doltated alt alt111piece by 'Nla.rter Rogiet; 
the great and fo111o1ts Fkw1ing'. Thi.\· pmtel shcr(})s At/my wettring white 
to .")"lllboiiu herpttrir;yr, ill.IO others celebrate hn· virttte.r of endttrmue 
(in 11ml •·obe for pailt) mtd faith (rb·e.rsed in blue) 

R
ogier van der vVeyden became the 

single most important Flemish painter 

following the death ofVan Eyck. Since 

he sif,'lled none of his works, fi>cts concerning 

their authenticity and chronology have to be 

gathered &om COmpllrison with others and the 

records of those who commissioned him. T he 

start of Van der \Veyd en\; career is easier ro 

define. He enrolled in Campin's workshop in 

l()urnai, emerging as a Master after live years 

and mo•ing to Bruges, when he most probably 

came under the influence of Van Eyck. 

Alter 7be De.rmtt of 1435, Van der Vl'e~den's 

rise to fame was rapid, talcing him far and wide 

in pursuit of one prestigioll~ commission after 

another. \~'hen the chancellor to the Duke of 



Burgundy, Chancellor Rolin, founded his 

Hospice in BCllune, V>m der \Ncyden was called 

urxln 111 decomte the chapel. In Italy, he was 

kept busy by the Nk-<licis in Florence and the 

EsteS in Ferra.-.. " 'hilst there, he also taught the 

technique of rrainting in oils, something at which 

Flemish rrainters were particularly adept. 

Although he favoure<l Fabriano and Fra 

The Descent from the Cros_~ (r./4 35) 
For one of the 7tJO.\t enuJtitmniiy d;m-ged pictml!s in. the hi:.tiJJJ of art, Van 

deT Wi!yde1t hn.rtompressed the Jcem! iJT.to a painted imitation of 11 gilded 
shrine, which amceJtt:rates the grief aJTd de.\pair of nine vny 11Htii.\1ic ­

almo.\t iifi•-sized- figttn!.r .rtwJVtmding Clni.\t:,· body. These oren or stttttte.r, 
they an• nwunwrs, each gn'eving in their own way. Tin·ough VOn der 

Weydt•n :\·use of rbytin11ic line, rohttr and pattenT) th£')' n4nte to one another 
in an. elegnic chain of s(wro·w 

Angelico, v.nosc styles were nearest his own, Van 

der " 'cydcn's ~ater work was ccrt>~inly enriched 

by wh<lt he saw of other Italian m"sters. 

The Flemish painters who succeeded him -

BoutS, Mcmling and Van der Goes- were all 

indebted tO Van der Wcyden, but his influence 

persisted even more widely U>r the remainder of 

the century~ in France, Ccnnany, and Spain. 



12Q 

1)99 

1609 

1613 

1618 

1620 

1620-21 

1621 

1621-27 

1627-32 

1612-!14 

1614 

161> 

1619 

1640-41 

1641 

ANTHONYVAN DYCK 

Bunt A11tonio vmt 
Dijck in A711-<l>rip, 
SM of a silk 
111-erchnnt 

Apprenticed to 
Hwdrik vall !Jalen 
in Am-<JJe~p 

Pai!Tts fir.\t portrait 

1Hm1er of A1tt-cl.<erp 
Guild of Paitlters 

Reported in smdio 
of R11bens 

Pint v isit to 
England 

Work.\· on 
CUTII11IiJsitms in Italy 

Retttrns to work in 
Ant:"<lieip. Paint; 
ptJTtrnits and 
•·e/il!)otts swbjeciY 

Works in umdtm. 
Appoimed Comt 
paiJJter to Cbade.r I 

Retttrns to Ant-UJerp 

Returns to settle ill 
London 

Manie.r Mm)' 
Rutbvn~ they have 
ou.e daughter 

Trtwels ber.u;et•n 
London, Ant"<lle>p 
and Paris 

Dies in Umdon 

Henrietta of France, Queen of England 
(1612-18) 
11m D;rk h11d an eye for the texture of fine fobrics 

fiv111. n Vf!JJ early age. The queen:r serene 
nppt•nrnm:f! in this 11/agn.ifiant yellow f!!JW1l1110kes 
it diffintit to beiievt• 11Ji)fortmtes lay ahead of her; 
war nnd the execution of her busbnnd 

I 
n !632, Anthony van Dyck became Court 
t>•inter by invitation of Charles I, who 
presented the celehra tt"<l Flemish artist 

with an allowance and a riverside house in 
Blackfriars. Van Dyck remained in London fi>r 

most of the rest of his life. 
lie and the king understood each other 

perfectly. Charles wa nted an illlltge that was not 

ju.~t a likeness but symbolic of his right rn n~le, 
while Van Dyck - f.tmiliar with the nobles of 
Antwerp and Genoa- was ambitiOl~~ t<Jr wealth 

and StllliS. Just three months aftl!r his arriva I in 
London, he receive<! a knighthood and a 

valua ble chain and medal. He Ia tl!r porttayed 
himself holding the gold chain and pointing 
jubilantly to an cnonnous sunAov .. ·cr. 

Van Dyck painted dozens of portraits of 

Charles, HenrietCl Maria and the royal children 
-with >md without their dogs and horses. His 
succes.~ was continned by increased orders from 

the aristocracy. Having worked with Rubens, 
Van Dyck knew all about busy studios. lie 
org>lnized his own to keep apace with one 

portrait per week, making facial likenesses of 
the sitters himself, be lore insttucting his belpers 

to paint the garments, which they modelled on 
dummy ligures. Van Dyck then added the 
finishing rouches 

Wh;tt emerged was a spccClcular body of 
work that chronicles the eleg.mt Cavalier style 

and profoundly influenced portraiture tOr over 
a century. Lely and Kneller owe much to Van 
Dyck; and his most ardent eighteenth-century 

follower was Gain~borough. 



Lords John and Bernard Stuart ( /638) 
lim Dyck was expert at romposing the tk!uble portrait. The.·esplemlmt Stttm·t 
bmthe1J present tbree-qttnrfitr vie·ws of themselves to the oniaoket; nt the saute 
thm' fodng ettch other n.r if they were about to dance. The empty giuve held b)' 

Unri Bernard iJ n cmtnnon device ro 111nke tht' fin.g·en ofbiJ left hand Wok 
Jonget: Pictured bt•re Jhortiy before a threl!-)'l'tn· tour of Ettrope, both brothers 

ultimately died fin · the •·oynli.>t come in the Civil Wnr 
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1390(?) 

1422-24 

142f 

1426 

1428-29 

1432 

1432-JJ 

1434-16 

1416 

1441 

JANVANEYCK 

Born in Nlansqck 

Diplomat for John 
of Bavaria iJT. Tht• 
Hr1gue 

Appointed Cottrt 
painter tmd vnlet 
to Philip the Good 
of B'ltrgundy 

Dm th of brother 
Hubert 

Sent on dipio11lnt it· 
1/Jan·inge 111ission 
to Spnin tmd 
Portttgnl 

Completes 
altarpiece in St 
Bavon Cathedm4 
Gbmt 

Btt)'S house in 
Bmge.r 

Pni11t.r the 
Amol~lni Portrait 
and Madonna 
with Chancellor 
Rolin 

PailltsThc 
Madonna with 
CanonJoris: v-Jn 
dcr P<1cle 

Dies in Brttge.r 

The Madonna with Canon Joris van der 
P acle (dmil) (1416) 
The htduskm. of the Ca1um:\· .rpectndes is .fi/5Juficnnt. 
Being wen/thy mtd weU-comwcu•d, ~~~ Eyck a/mo.•t 
a•rtt1i11iy had ncce.\'.\" to optical aids- 111irro1Y aud 
lense.\· - to assist his i111nge-11Jnking 

T he foremost Flemish pa inll!r of the 

fihecnth-ecnwry k"<l a double lite fur 

the ~lrst half of his career. J an van 

Eyck~ appointment as Court painter and valet 

to Philip the Good of Burgundy was a usefUl 

cover tOr secret diplomatic missions to Spain 

and Portugal. .However, after his move tO 

Brugcs, where they welcomed him as both an 

artist and a city councillor, he produced several 

signed and dated works without interruption. 

His patrons included Chancellor Rolin and 

Canon van dcr Paelc, for whom Van Eyck 

painll!d two outstanding Ma donnas. 

Van Eyck and his brother Hubert - whose 

death left j an tO complete the Ghent Cathedral 

altarpiece - arc usually credited with the 

invention of oil painting. T he tmth is n>thcr 

more complex and comes from Van Eyck's 

desire to perfect a pigmented oil a I ready 
employed tO tint ([L-eora rive metals. 

Most importantly, Van Eyck realized that 

painters should use properly relined drying oils 

like poppy or linseed. Glazing Ia yers gave St>l blc 

colours, deeper lk1n tempera, but this many­

laycret·l oil method nL-cdcd patience. Tempera 

had the advantage of being quick-drying. Van 

Eyck's genius combined the two, applying Ia ycrs 

of oil colour over a tempera ground. T his 

yielded a full range of saturate<! hues; also new 
mixtures, bL"CaLL<;C now the particles were coat(."<( 

in oil, adverse reactions between ingredients 
were avoided. Such c-.ue over the constituents 

ensured that Van Eyck\; colours remain as fresh 

as the day he set down his bmsh. 



The Arnolfini Portrait (1414) 
This is probabiy1wt ttmnrriage porn·nit; civil Tegiru•rs in Lilk dar.e Giovamti 

Anzolfini's r11m-ringe ns 1447, thirteeJt, years lt1ter. So who is the ·wornmz ht 
green? One theo1)' points to ArnoifinPr sombre ciotbe.\·and .Wtf!Xe~1s it is a 
tribttte to nn em·/ier •~lation.rhip that mded with be1· death in t-bildhirth. 

St Mtwgm~t, the patnm .raint of childhea•·i"g is cnn;ed upon the bedpa11, and a 
single voth:e caudle bmns in tht• cnndelnbra foT the repose of the rttother's soul 



1851 

1869 

187]-76 

1876 

1877-79 

1879-80 

1881-83 

1883-85 

1886-88 

1888 

1889-90 

1890 

VINCENT VAN GOGH 

Bunt in GToot-
Ztmde1t, scm of n 
D1ttrb Refimn 
pastor 

JtmKw derk nt 
Go~tpil tmd Co in 
Tbe Hngtre 

Works fin · Goupil 
ht Lomkm and 
Pm·i.r 

Tencbe.< in England 

Sttulie.r tbeokigy 
n11d preaches in 
Belgittm 

Studies art in 
BrusseL\· 

St•ts ttp studio in 
Tbe Haglle, adopts 
11/0del Sim 
Hoomik nnd 
fa11lilj• 

Ret:ttrns to parents 
in J\ltteJU'JZ. Death 
offotber 

Live.\· in Paris with 
brother Theo, 
111eets 
(QJ1li'111/JOTOI)' 

mtists 

MwestoAdex. 
Gmtguin vi.qts him) 
!ii!VI!H.'d l!fl1" 

iltcident folkm.1s 
qumTei 

Voitt11ftn)' ptttien..t 
in Saint·Rtfm.y 
fll)'ium 

J\lloves to Attvn·s-
stu·-0 is e. Prod ttce.r 
76 pictttres. Shoots 
himseij; dies l:"dJO 

da)'.f later 

The Chair and the Pipe (1888-89) 
Wnt Gogh}· (l"u.w. t.z1.-1hite deal chair', painted as a 
pendant (companion pi!'a:) tv Gnu.gu.in:\· annchnh: 
Both chairs ·wen! l)"lllhoiic fJ011Tilits of the t"W'O 1/JeJZ, 
pointed ht a .-are period of cohn, .rhmt~)' after 
Gaugttin:r an·ival at tbe YeUow Hor<te in Ade.r 

S 
unflowcrs, stury night.-;, a severed car 
and suicide: a compelling mixture en 
anyone looking for an example of trJgic 

genius. And if Vincent van Gogh~~ r•>ssions and 

diHiculties are not clear enough from his 

C'Jnvascs, we may also read the letters he wrote 
w his art dealer brother, Theo. 

Van Gogh's first job was as an art dealer\; 

assistant in The Hague. He taught himself en 
draw earlier but didn't paint until his late 

twenties, after failing every attempt ll'l become a 

preacher, thank~ to the erratic behaviour chat 

blighted all his relationships. 

For two ye>rs 'the Dutchman' lived in Paris 

with Thco, who wa.~ helpful in inttoducing him 

to many artiscs, including the Impressionists. 
Their combined influence transfi-mned Van 

Gogh's previously sombre palette to something 

'very much alive, very Strong in colour . .. ' 
Painting at a fantastic rate, Van Gogh 

achieved his f,>TCatcst works during the la.~t two 

years of his lite. From the blissful summer 

warmth of Provence in 1888, he dccbred: ' I am 

not conscious of myself any more ... the picture 

comes to me as in a dream ... ' 
But a violent outburst !allowing Gauguin's 

arrival in Aries led Ill a year\; stay l()r Van Gogh 

in Saint-Rcmy a.o;ylum. Later, Theo moved his 

brother north again, ll'l Dr Go>chct\; care in 

Auvers-sur-Oisc. Van Gogh die<l there in July 

1890, from a sclf-inllicted gun wound. 

lilgechcr with masses of yellow flowers around 

his de-• chbe<l in a tiny room at the inn, Thco 

lovingly arra ngcd no fewer than seventy-six 

paintings. Van Gogh's creative energy had 

produced them all within his tina! S(.-venty days. 



Starry NightO,·cr the Rhone (1889) 
Van Gogh:\· desire to paint a .\1111'1)' night sky ·wn.r .romethi~tg he rmwtitmed 

•~peau•dl)' in his /etten tbrottgbout 18 88. The nwtlt was tbi.< .<l:ttd)' ofAdes, ft.< 
be de<ctibed it to Ettgen<t &cb: 'The tuwnligbted with go.< reflected in a blue 

•·iw1: Over it the s'tany sky with the Gn'flt Bem· - 11 sparkling of pink and 
green on the cobalt blue field of the night sA)', wbe1~as the light.< oft be tuwn 

and its 111thiess reflections ml! red J!!lld and bronzed green' 
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1599 

1611 

1618 

1623 

1627 

1628 

1629- 31 

1631-48 

1649- 51 

16}1 

1652- >9 

1660 

DIEGO DE SILVA YVEIAZQ!JEZ 

Bunt in Seville 

Apprmticed to 
Pncbero 

Nltwn'es Juana 
Pacbero 

Appoillted Comt 
pah1ter to Philip 
IV in Madrid. 
htf/ttmced by 
Titian 

Appoimed king~ 
gentlemmzusher 

J\lleets Rubens on 
111i.rsion to Spanjsh 
cottrt 

Sabbatical in Italy. 
htf/ttmced by 
Tin.toretro in 
VeJtice. Sees work 
of Micbelmzgelo 
and Raphael hz 
Ro111e. Ret:ttnts to 
Mt1ddd v ia Nt1pk.r 

P ttints ptntTttits, 
Teiigious and 
dn!>.\1·cai .wt~'ects, 

and hunting SCI!JT.e.r 

To Italy, art 
colkctingfor king. 
1Weets Potts.rin a11d 
Bern.i11j, Paints 
Innocent X and 
Rokeby Venus 

Retltrns to 

Madlid. 
Appointed 
Cbnmberlt1ht 

Paints po11Tnhs of 
new q tll!eJT. mtd 
cbildm~ including 
Las Meninas 

Dies i1t i\tlttdrid 

Margarita Teresa in a Blue Dreo;s (detail) (1659) 
The hifnnttl i\1mgmita - tht• channing awJ:rni figure from Las 
Meninas (1656)- bet~ .remu •·emote tmd impti.•tmed by berfonunl comt 
dress. Velazquez was instructed to pai11t Tegulm· p<n1:rnits of the priJtcess, 
which were swt to the At<rtrian rottrt to 1-ecord her gnru;i"g ttp. She bad 
bem betrothed aJ a baby to P?ince LRopcld 

D
iego de Silva y Velazquez went tO 

Madrid seeking royal patronage and, 
with the help of the Icing's minister, 

Count Oliveras, managed to secure a place llt 
the Spanish Court before his twenty-fili:h 

birthday. Court painters, however talented, had 
to be aware of complex rituals. Velazquez 
' ... sailed into the current that hlld been running 

deep through royal portraiture ... the public 
irn, ge of the Spanish Hapsburf,'S [had become] 
codified through the interpretations of Titian 

and Anttlnis Mor.' 

It was an adva ntage that Velazquez and 
Philip N were both young. T heir developing 
frien<L~hip meant that the artist was not 

overllwed by Madrid etiquette and fortunately, 
his portrayal of the king won <lCCCptance 
straightaway. Vclaz.q ucz' ca rccr went from 

strenf,>th to strength, lL~ing the 'keen eye and 
prodigious f•cility with the brush' that his 

teacher and biOf,>Tapbcr Pacheo noted from his 
ea rlicst da ys. 

But he possessed more than a polished 

technique; Rubens pra ised his 'modcstia', a 



kind of quiet authority. Vclozqucz had o gift for 
i dcnti fyi ng, and communicating, truth of 

character through his works, as well :ls the 

obvious :1hility tO record a likcnes.~. Uc was :l~ 
interested in the hum:m condition of a b:u><l of 
Coundwarfs :1.~ he was in disclosing the n1thlcs.~ 

edge of Pope Innocent X. 
The twcnticth-.:cnrury artist Francis Bacon 

famously worked on his own intcrprct:ltion of 
VclaZ<JUCz' Popr /Jmomu X: 'I became 
oiJSCSSL-<1 .. . it h:umts me, and opens up aU M>rtS 

offcclinf,>S :md areas of ... imagination in me.' 

Old Woman Cooking Eggs (161$) 
This type of picture is lmuwn as a bodcgon, Jirer~~lly Spani.rh for 'tavem' btu 

gm<>raUy111eaning still-life based 011 a kitrhm .ram. All theobjett.< an! tN'Iillgly 
lit fivrn the front and dl!molutrate 11 'l!ltriery of.wtrfiues tllltl rt.\'tllrts. lr is 

thought that Velazquez painted thi.r as all atluerri.,·erlle/11 fo•· hi.< .<l.:ill.r, a11tf took 
it with him whw he 1ve11t to Mntfritf kiokingfo•·I/Utrollflge 
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1632 

1644(?) 

1650s 

1652 

1653 

1654 

1660s 

1663 

1610s 

1615 

JOHANNES VERMEER 

BorJZ in Delft, son 
of a silk ·wenve1iart 
deale1· 

1\io Tecords in 
Delft, trains ht 
Ut7~cht 01· 
Ant-<11erp 

Paints histmicni 
and Teiigiou.r 
subjects 

De nth offorhe?; 
inherits fnmi~y imt 

Member ofSt 
Luke~ Guild. 
Marries Cnthttriun 
Bolnes, they hrroe 
eievnt chiidn!n 

/Jirth ofjir.rt 
daughter Morin 

ChnnJ,re.f to 
pni11ting ge11re 
ntbjects, hifltte1tced 
by Dou nnd Vtm 
Min·is 

Birth of jint .fOil 
Johmmes 

Bm·iness Yttjfi·n· on 
Fn.mch in:vn.rion of 
Netherlnitdf 

Physical rmd 
1/Ie~tffll health 
dett•rkn-ntes. Dies 
in Delft 

Girl Witb a Pearl Earring (c. /665) 
17H: U.tlkJUJUHl girl is dn•sst•d o1ien.tal-style httl turban, whkh means that 
the picture is p1vbnbly n tronic, 01· chnrncte1· study. In its finh sunplicity 
and directness, h i.f 01U' of Vi!J71Jeer:\· most popttlaT i111t1ges 

T
he Dutch school of the seventeenth 

century produced, in effect, a 
documentary oft-very aspect of their 

daily lives. Each painrer had his speciality, from 

tall ships to dead pheasanL~. Johannes Vermeer 

was chiefly concerned "1th interiors and with 

one room in !YHticular. It features in so many of 

his carefully compoS<.-<! works, lit from the left 

by two windows, it has a tiled tloor and one 

map-hung wall. People within this space always 

seem intent upon what they are doing but in a 

very detached way. 

Vermeer\; painted tranquil images did not 

tally with his rcal-lifi:: situation; he and his wifi: 

had eleven children. However, there is 

evidence that Vcnnccr built himself a space 

into which, in a sense, he could retreat - a 
cnmern obscttm. It Stood at one end of that 

familiar room, and Vermeer arranged his 

subjectS at the other. 
First advocate<! fi·>r artists in the 1550s, the 

cameraob.,Tttrll C'Jn be made tO any size. A simple 
darkened box, it has a pinhole or- in Vcnneer's 

case -a lens in the side. The image of an object 

ouL~ide passes through rhe aperture and appears 

upside down on a blank L'lmvas ~ixed tO the 



interior wall. Vermeer would oil-sketch chc 

projected image in black and white; X-ray 

analysis reveals it bcncach the colour layers. 
Then he woukl emerge &om his 'camera' w 
paint slowly and meticulously the finished 

version in full daylight. 

The A.~tronomer ( I 668) 
This pttinting n'lllindr 11s that Venneer Jived in mz IIJ!/ of scientific discwt~l)'· 
He grl!"lV 'UP in Delft with the invento1· of the rnirrostvpt.·, van LeetrUJenhoek, 

who after Venllf!i'1 ·'s death, became trtt.rtee for his estate. The nstronorn-er:r globe 
v.>osmode by Ho11dit<r iJt I 600. It >its"" n tnhledmped v.>itb one.wtic clotb and 

the m11v1W111er wears a flowing 1,roum, as if the scbolmiy gjeJr.tific fut:ttre has 
sr.iU to rontend with the .wtpe1·!•titiQtt.\· past 
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1528 

I >40(?) 

1552 

1553 

1555- >9 

1561 

1)62- 61 

1565(?) 

1572 

1511 

1585 

1588 

PAOLO VERONESE 

Bunt Paolo 
Caglimi in 
Verona, :;(m of n 
.rmlptm· 

Stttdie.r ttnder 
Antonio Badile in 
Verona 

Pai!Tts frescoes in. 
Mnllttta Cathed,·al 

St•ffies in Venice . 
W ith Zelotti, 
pahtts ceilings in 
Doge:r Palace 

Decorates chun-h of 
San Sebastimw, 
Vim ice 

Pni'llts frescoes in 
Villa Bnrhmv, 
Maser 

Paints Marriage 
at Cana 

Manie.r Elmo 
Bndik, they h!We 
two sQJl.r 

Paints Last 
Supper for 
co1went of SS. 
Giwnm~i e P nolo 

11-J'ed for irreve1·-
mce by Holy Office 
of the htqui}1'tion 

Paims Piccl 

Dies of n fever in 
Venire 

Pharaoh's Daughter: The Finding of Moses (detail) ( I 570-7)) 
The Egyptian p1incess and her eJT.tiJttrnge, romp lett! with dwm[jeste1; 
have cqme straight jro111 a gathl'ring at 11 Venetian palazzo; with calm 
n.n1trn'l1a', VerQJtl!se trnmpo1ts the Bible }1o1J and tbt• v iruler f(J his <rum 
.\pedal v.;orld. As ht• tvld tht• Inquisition tribunal: 'Painters tala• the sa1/Je 
liberties ns pot•ts n11d jesurs.' 

T 
ogethcr with Titian and Tintoretto, 
Paolo Veroncse dominated the 

Venetian art scene during the 
sixteenth-century. Although a native of Verona, 
Veroncsc of the Most Serene Republic might 

have been a titting title for him. His works 
exhibit all the opulence that Venice had 
gathered through cenwries of commerce and 

conquest. He thought nothing of painting 

religious scenes in a Venetian setting with the 
saintS in silks and jewels, and a !though some 
reproached him for it, others admired this 

tlattering pOrtrayal of their city State. 
[n 1563, Veroncsc completed theMan·iagent 

CnJta, signalling a talent for architectural 
set-pieces. Soon, more orders were ph>ced for 
banquet pictures and in 1572, the Dominican 
convent of SS. Giovanni e P;wlo requested a 



replacement L11.11 Sttppe·r for the Titil1 n they had 

lost in a fire. Veronese produced a magnificent 

work of arches, pillars and sl:lircascs, bll~ding 

with f.J.~hiona blc people, servants and dogs. In 

the middle, dwarti::d by their surroundings, sit 

Jesus and the apostles. 

Beli'lre long, Veroncse found himself before 

the Holy Oftice of the Inquisition, who 

objecte<l w his Last Supper because it included 

The 1\'larriage at Cana (detail) (1562-63) 
The ocrnsion. of]e.ru ... ·' firstmirtuh', changing water to wine, lllkes place agnimrt 

1111/011-ttmeJtttll backdrop of dn.\'.\·icnl roiottnntles. The mnh-x plnye1Y in this set­
piece drama wouk/ have bent n•adi~y n'rognizabie, since Venmese included 

portrait.< ofFnmci.< I of Fmna, Mmy of B11glmtd mtd Chnde.< V ofSpai11. The 
nwsidmt.r m-e 1W1te other than Titimt) Ve11i11ese himself playing the viola, hi.r 

brothe~· Be11edetto, Tinto1~ttv, Jncopo Bn.rsmw n11d Palladio 

irreverent clements not mentioned in the Bible, 

like a jester with a parrot <1nd drunken German 

sol<tiers. Veron esc St<>utly dcfende<l an artist's 

right to usc his imagination to fill up the space 
on his canvas and a <.··ompromisc was reachC<J by 
altering the tide to Fea.<t in the Hott.<e of Levi, 

which the Bible says was atrended by 'publicans 

and sinners'. Veroncse was tbankfi>lly release<! 

to rCtllm to his palette. 
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1928 

1942 

194>-49 

1949 

19)6 

1960 

1962 

1963 

196>-68 

1968 

197> 

1980 

1986 

1987 

ANDY WARHOL 

Bunt A11dnru1 

Warholn ill Fo•~.1t 
Cir;r~ son of a 
1/JI'IU!1. 

Death of fo the1· 

Studies at 
Carnegie ln..rtitute 
ofTechnolcgy, 
Pi ttsbmgh 

Commercial nrti:.t 
with VOf,'UC and 
Ila rper~ Bazaar 

Goes on uwrld t?·ip 

Pailtts fi'nt Coca 
Cola bottles 

Pni'lltsjint 
CampbeU~ .roup 
t iJts. Pint Ten.ts 
FactOJJ attic 

Makes fint film, 
Sleep 

Meets and 
collnbomtes with 
velvet 
Undt'rgnnmd. 
FactOJJ rtJOt'f!s sit.e 

Shot and seve~~!)' 
i11jured by W.lerie 
Solanis 

Pttbli.<hes 
Philosophy of 
Andy Warhol 

Work.\· on vidto 
tape and private 
cnble 7V 

Make.r la.<t print 
sen'es 

Die>folwwiltg 
nm tine .rttrge1y ht 
Ne-,;; nrk 

Crime Scene of D avid 'The Beetle' Be-adle (1939) 
A .rmu-<Jf-crime .rhot by 'U.f!egee; the photographer who impired 
Warhol:\· .rilkst"Tf!l!Jl prhtts of vioitw.t 1u.rt.Vs :.tories, sud; 11.r Tiots tntd cor 
cra.rbe.r. l#z•·hol opmly illrtnpomted the pbowgraphic image htW hi.r 
m·tw(J•·k at a time when pe(Jp/e were not'""'~ whether photography and tn-t 
could be 111entioned ht the smm! breath 

P
op artist Andy \<Varhol\; early days as a 

commercia I artist primed him for lhe 

world of advertising imagery and clich&l 

celebrity thllt he so cooUy invllded in the 1960s. 

By lhc end of that decade he had marked out a 

new arena of activity~ the essential clement 
being that he shOLdd be lhe one ll) decide what 

happene<l !here. At his New York studio called 

T he Facn)ry he and his a.~istmts, quite literally, 

reproduced the American state of mind. T hey 

tlattened it ontO a mesh, squeezed ink lhrough 

it and hung it out to dry- over and over ag-ain. 
U niquc artwork was " thing of the past. 

T he Factory \\"dS more than a workplace, it 

became a fashionable drop-in centre ft>r artists 
and musici ans and horne to the 'Warhol 

superstars' - including the rock band Velvet 

Underground - who forme<l his social set and 
featured in his films. Warhol\; film-making 

totalled over sixty productions. His debut, Sleep, 

lasted six hours but actua lly repeated a 

single twenry-rninute sequence - like the 

screcnprinted dollar bills - until the mind 

switched from looking intently to 
passive a('('Cptance. 

\Narhol\; ncar-fatal shooting by Valerie 

Solanis, one of the FactOry workers, len him in 

chronic pain from 1968 onwards. He did 

produce more silkscrccns and videos, but his 

stratef.'Y h;HI already worked, thereby 

demonstrating !hat second- and third-hand 

experiences are too often accepted for real ones. 

More than any other twentieth-century figure, 

he pcrmanendy altered the concept of art. 



Mao 1973 (1971) 
Wm·ho/ n•tttrued to hnnd-pairtting in combination with siikscreeJt to prodtta• 

the J\tlfl{) ~ne-tttng series. Tht• C.llhwsl' aJIIflllftmJ1 Jendn· a11d his 'Ufnrl.r'­
known and sold roery<1Jbe~~ n.r the Little Red Book- bad a ndt following 

a11umg young we.\1enu~rs. A1lno :\·tmiikl'iy tureptmue iJT.to a cnpitali.rt sodety v.ra.r 
enough for Wttrho/ to indude him ht his gnUe1)' offimums hntd.r 



16,V4 

1102 

1104 

1108 

1709-10 

1110-12 

1115 

1111 

1119 

1720 

1721 

ANTOINE WATTEAU 

Bunt in 
Vil/nzdenues, son 
of a •·oofor 

lV!ove.r to Pm-·is~ 

sU111ives by cop)ring 
Dutch 1/Ja!iters 

Studies tmder 
GiUot, thentricfll 
designer 

Work.< with 
Attdmn at Palais 
de Ltt:rembomg, 
inflttmced by 
Rubens 

Admitted to 
Fn•1uh Academy, 
foil\· Prix de Ro111-e, 
TeNnws to 
Villnzdenues 

Begins u.vn-k em 
Cythera 

Rt'tttrn..r to P oris, 
lives briefly with 
pntrM C.·owt. 
Begins pahtthtg 
fetes g>1lantcs 

Member of F1mch 
Amdern.y 

Vi.\7'ts LoJTdon, 
tuberculvsis 
diagJt(Jsed. Paints 
The !tJiian 
Comedians for 
Dr Mend 

Retttrns to P nri.\., 
Paints Enseif,'lle 
de Cersaint 

Dies of tttbercttlosi.r 
in JVogt'1tf-.wtr-
Mame 

Two Pairs of Lovers, Embarkatio n fur Cythera (detail) (1717) 
Cythern is the fabled Mm1d of I(}Ve for u1hid1 pilgrims embark bttt ?U'Ver 
nnive. The pastoral setting sugge.\·t.r impossible dreams ofctlstiJT.g 
formality midt' in fovom· a[ spontaneity. The frisson berdJeen these fottr 
Ioven is .r·ubtie, bodi~)' am tact ttppean· cn.runi and yt•r rhe silks aud velvets 
thL'J m-e wearing an: seductively tt~etile 

N
othing coarse or ugl~ is ad.mittt-<1_ en 
the parkland parad1se of Antome 
\Vatt£au, major French painter and 

pioneer of Rococo. His genius lor composition 
tills soft landscapes with elegant silk-clad 

courtiers, musicians and cherubs at play. At the 

sa me time, Watteau 's idyllic world has an air of 
theatricality, expbincd by the fi1ct that he once 

worked with a theatrical designer. Gillot 
dcsif,'lled decor and costumes lor the Opera and 
was a painter of the fashionable Italian 
a:mnnedia dell'a1·t£! characters, which Wa ttcau 
often used. 

For some reason, their partnership ended 
alter four years, although \\latteau was 

notorioll~ for his irritability and intransigence 

towards organization of any kind. llO\\'L"vCr, a 

new offer led him to Audran, Cumtnr at the 
Pah1is de Lmembourg. NOt only did Audnm 
initiate \.Vattcau inoo the decora tivc painting 
style ofchinvi.rede, he also introduced him to the 
maf,'llificent Me£tici cycle, produced by Rubens 

for the dowager qut-en Marie. 
Rubens probably provided the spark lor 

\Vattcau\; creation of the fore galmtt.e (!Cast of 

courtShip), a genre so new that the French 
Academy had tr> devise the t£rm when they 

accepwd E11Jbndu1tion for C)1hera as \\1atteau\; 
diploma piece. \\latteau\l pupils Lancret 
and Pater perpetuated his style, but the fite 

galante did not last much beyond the Rococo 
period. However, \\1atteau as a colourist 
continued to inspire painters as late as the Nco­
Impressionist.~. 



Gilles (I 7 I 8- 20) 
Wntteau 111ny have painted this 1u a sign for the cnftowntd fry Bel/om', nu nrror 

·who pln]~d the •·ole of melancholic Pierrot from rherummedin tltll'nrlt!. 
Cumm.•ting the gmviry ofGil/e.rwirh the hui.11erou.< J."VIIII behind him, 

Wnrteau sets him npa•·t in n colomie<r u.VJdtl of hi,· ou•11. IJy this 1 imt, Wntrtnu 
u•ns quite ill with tuberculo.•ir and pu.tribly WI)' sm.1irivt ru rbt mrninry rhnr nU 

rht u•urldl· pltnS111'tS lll't n·mt.fitllt 
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18U 

1855 

1859-1892 

1861 

1866 

1812 

1876 

1877 

1878 

1879-80 

1884-86 

1888 

1891 

1892 

1896 

1903 

JAMES ABBOTT McNEILL WHISTLER 

Bunt in unveil, 
MA, .IVll of a 
ntif-";ay engituxr 

lV!ove.r to Pn1·is. 
Stttdie.r ttnder 
Gk)""e. Begins 
etching 

Settle.< in London. 
Prodttces Thames 
etch in~ 

Pahus rniJtress 
}M1nt.n Hijfi•n1an 
a.r The Little 
White Girl 

7i·avel.r to Sotttb 
America 

Begins 17Jmne.\· 
Nocturnes 

Decorar.es Peacock 
Room fo•· Le)'lnnd, 
qttmTeis, hses 
patronage 

Exhibit; Falling 
Rocket 

Sues R·uskin fiw 
libel and wins 

Bankmpt. Move.< 
to Vert ice 

One-11111/1. shtrt.Vs ill 
Lolldon 

1Hnnies Bentn'ce 
'Tri..:ie' Godwin 

Seli.r ro F•·mch tmd 
Srottish rolkctionr 

J\lloves to Pm·is 
with Beat~·i.-e 

Beatrice dies 

Die.r i1t Umdtm 

Nocturne in Black and Gold : The Falling Rocket (1874-77) 
Wbi.•tler:r Tbmn<-.< Nocturnes, p11inted during the I 870.r, owe their 
imtJirtttiOil to JapiiJte.<e prillf.r. Thi.r Nocturne, with it; >pa11gkd .rky, gave 
1·ise tv the famous di.\ptttt• bet"l1Jeen Whiltier n11d tbenitic John Rtt.rkin 

A
rriving in Paris &om the USA in 1855, 

James Abbott McNeill Whistler was 

surrounded by a sea of artistic talent$, 

which included Courbet, Degas, Fantin­

Lawur, 1\•lanct and Pissarro. He Studied under 

Glcyre, with English students who relish~"<! his 

flambor• nee and sha 'l' wit. Yet, behind the 

dandified exterior was a serious spirit who only 

wanted tO make art. 

\<Vhistler moved to London and showed his 

tirst significant work, Tbe Little White Girl 

(Sxmphony in White, No. 1), at the Academy. 

Speculation abounded. \¥as she in a trance? A 

nervous young bride? To everyone Whistler 

gave his longstanding reply: 'There is no StOry'. 

But an exercise in shades of white wa s 

inL'Omprehensible tO the VictOrians, and so w:l~ 
1his abhorrence of narrative, his refusal to 
moralize through art, his preference 1(-,r the 

exquisitely design~"<! moment over the slice of 

life: these were new.' 
Despite French Studio tr•ining, Whistler's 

truest inspiration was the Japanese print. It 

informe<l his later paintings, including the 



Noctttm<! that provoked Ru.~lcin ~ libellous 
comment about the 'pot of paint thrown in the 
public face'. vVhistlcr',; Tim;,s obituary 

recounted wryly: 'The trial wa.~ painl\tlll:> many, 
amusing w more; in the end Mr vVhistler 

obtained one farthing damages'. But it also 
affirmed: 'He was set upon ... painting and 
etching what he saw, with no ulterior thoughtof 

utiliry, or popularity, or what would adv-ance 
him in position and esteem. "Art ft>r Art" ... the 
doctrine that vVhistler professed and practised 

to the end.' 

Arrangement in Grey and Black No. 1: The Artist's J\'lother (1871) 
Wbi.\1/er:\· eJT.terpriring, puritan mother arrived tmhtvhed jro111 the US/I w 

Jive with her 'uwn dem· bu.tteJfly' ht his Chelsea home, and posed for hi111 one 
daywhm he had no 11Jodd Standing tms hm·d for he~; so he seatRd hi.mwther 
in profile -lind an icon was hom. With ]aJlllnese echoes, Whistler paimed her 

ns /liT att.rtere tiJ"rmtgermw.t of tones. He used black IH the basis of his palette and 
11/Uch t:ltrpentine, which sank into the1tnprepan•d aurons to give a dulling 

efJi:ct tl;nt pleased him. It is Wbi!Jtier:\· '?UJ nnrrntive1 1w sentiment' approach, 
that has em1tred her ti11lele.<.r appeal 
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