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| want to paint the air in which the bridge,
the house and the boat are.
The beauty of the air they are in,

and that’s nothing more than the impossible.
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FROM SOMEONE CLOSE TO THE LATTER. THE WORKS BY DELACROIX AND
JONGKIND EXHIBITED IN THE SAME ROOM ARE ACQUISITIONS MADE BY THE
ARTIST BETWEEN 1891 AND 1900.
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Los origenes del
Musée Marmottan Monet:
desde el Imperio hasta
el Impresionismo

3

En W37, Foul Marmottan, (SS51252) kegd su palscete del XVi
Froncitsemen? de Farts § sus colecciones 3 k2 Académie des
ExaaxArts que on 1834 convirtid of edificis en un musea. El
okdiaric angerial y fos cuadres neodiisicos ustran la pasion de
Haresotien por of arte de k Europa napolecnica y constituyen of
prmer fondd de 'l WetRucion parnsina ‘que en 132 adopts el
sorobre d Musde Marmattan Monat.
La incorporacion dal apelido del gran pimtor refleid of
eanqueciovento de R propi Institucicn que consarva actualmente
@ primer fondo mundial de cbvas del artista. Este excepcional
unto nati en 1940 gracias a kb donacion de Victorine Donap de
wchy, de quien se 2Xpone agw Ln retrats realizado por Rencir asi
0 dos de las obvas maestras qua dond al museo, Le primavera a

da s ramas y & tren ea & nieve. La focomotora, ambas de

fepasitario dol pramer fondo mundial

0-1326) gracias al legado del hijo

directo dal pintor, Michel Monel, que,

net por Paulin, afiadia a las colecciones de la
*ntenar de cuadros de sy padre desde sus inicios

3 su Gitima etapa. Cuarenta de elfas farman el

O

The origins of the
Musée Marmottan Monet:
from Empire
to Impressionism

£

In 1932, Paul Marmottan (1856-1932) bequeathed his private

in the I16th of Panis and his collections to

the Academie des Beaux-Arts, which turned them into a museun in

1934, The Empire and ft in i reveal

s fon for the art of ic:Eurape and constite-

te the fast fon of the R instituti In 1993, it was
the Musée Monet.

The addition of the great master's surmame reflects his growing

weath. The institution now houses the world's fargest coffection of

works by the artist. This exceptional collection came into being in

T840 thanks to a gift from Victorine Donop de Monchy, whase

portrait by Renoir is presented here along with two of the

e she di i to the Springti through the

Branches and Train in the Snow. The Locomotive &y Claude Moner.

in 79686, the museum became the repository of the worka's first
collection of works by Claude Monet (T840-1926), following the
bequest of the painter's youngest son and direct descendant, Mickhel
Manet. In addition to the bust of Monet by Paulin, around a hundred
oF his father’s paintings from the early days of the painter’s careor

through to his final works have foined the institution's colieotions.

Forty of these works form the core of this exhibition.
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Claude Monet Claude Monet
Efecto de nieve, sol poniente El tren en la nieve.
; 1875 La locomotora
i 87 "
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6n do salir del estudio y pintar naturaleza, lo By |

n con la jerargulia de los género la pl Impressic

tonce: ‘,”;r"{l"‘ prima ya ng

cada por un palsaj

lighl that interested him







El plein air

&

transportar. También tenfan que pintar depris
1ar lo que veian al instante. La mayorrapidez'd
amiento gue supone para la paleta trabajar'a
1 que sea visible la factura:

johan Barthold Jongkind (1819-1891) y Euge

asiones en plein air, Monet recurria a/jos servicios*

ooly, a quien conocio en Belle-ile en 1886 Y,
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Johan Barthold Jangkind
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entury, the advent of the railway and the invention
enabled painters to travel and paint in the open air ¢
ra'chce was not without its constraints. Artists had
ipment with them, so they chose small-for
re easy.to transport. They also had to paini qu:
they saw The brushwork is visible because the
uicker and, due to working in daylight, the paf=tie

Jongkind (1819-1891) and Eugeéne Boudin

Introduced Monet to this practice. The painter regularly

wund France a d abroad fo paint seascapes, /andscapes

whose portralt he painted
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.OS COLORES

THE COLOURS
OF LIGHT

onet quiere pintar la envoltura
uminosa de las cosas, no las cosas
“mismas; un paisaje cambia, «vive en
irtud de lo que lo rodea, del aire y
luz que nunca dejan de variar».
‘Por eso representa el mismo motivo
‘en distintas condiciones de luz
llegando a poner cuatro lienzos en
la y trabajar en ellos sucesivamente
anotando al dorso la hora de la
esion para poder seguir un dia
@espués con las mismas condiciones
luz.

lo largo del dia, los colores del
)je cambian sin cesar porque la
el sol nunca es la misma, ni en
ppensldad ni en su color: primero,
)a es rosada, durante la mafana
ve mas intensa y fria y por la
hace mas calida y rojiza.
onalidad de la luz o temperatura
 se mide en grados Kelvin:
jel dia puede alcanzar
ientras que la
nferior a 2.000 K.

Monet seeks to depict the luminous
sheath of things and not things
themselves; a landscape changes and
“lives by virtue of what surrounds it,
the air and light that vary constantly.”
He portrays the same subject under
different lighting conditions and
sometimes arranges four canvases in
a row, at which he works in
succession, recording the posing time
on the back of the canvas, so as to
continue to work under the same
lighting conditions the next day.

The colours of the landscape change
because the sunlight varies in both
Intensity and colour over the course
of the day: it begins with the pinkish
hues of dawn, grows more intense
and cold in the morning, and then
warms up and turns red in the
evening.

The tone of light, or colour
temperature, is measured in kelvins;
the white light of daytime can reach
around 6,500 K, whereas the light
of sunset measures under 2,000 K.

To render the intense white light of
the morning, Monet adds white to all
colours in the light, whereas to
recreate the atmosphere of sunset he
makes all colours warmer by adding
orange.

MONET IS ONLY AN
BUT MY GOD, WHA

RECORRIDO DIDACTICO
POR LOS COLORES Y LA LUZ
" EN/LOS CUADROS DE MONET

igue el ojo de Monet y podras §
omprender las interacciones entre los interplays between colours andili
colores y la luz que capto
'sumergiendose en la atmosfera
multicolor de la naturaleza.

; El color de un objeto siempre se ve
“modificado por los que se reflejan en and by the light which shines on
llos objetos que estan cerca de él y por

elide la luz que lo ilumina. Monet does not imitate real colour:
i but interprets them in relation to lig
ez de imitar los colores reales lo and the context. His eye percejves
Ue hace Monet es interpretarlos en the most subtle differences, the
ion con la luz y el contexto. evanescent colours of reflections ani
U'0jo es capaz de detectar las the transformation of shadows at the.
cias mas sutiles, los colores slightest change in lighting and sunli
s delos reflejos y los cambios

dos en las sombras por Train your Impressionist eye!

Look for the six stops with Monet’s ey
along the itinerary: you will find
descriptions of some perceptual
Phenomena which you will have
a chance to experience.



MONET’S
PIGMENTS

AHORA ERES TU
EL PROTAGONISTA.
iENTRENA TU 0JO!

¢QUE PIGMENTO ES? LEVANTA

LOS COLORES Y DESCUBRIRAS LOS
PIGMENTOS FAVORITOS DE MONET,
AS[ COMO LAS OBRAS DE LA
EXPOSICION DONDE LOS USA.

NOW YOU ARE
THE PROTAGONIST.
TRAIN YOUR EYE!

WHAT PIGMENT IS IT?
LIFT THE COLOURS AND DISCOVER
MONET’S FAVOURITE PIGMENTS
AND THE WORKS ON DISPLAY

IN WHICH THEY ARE USED.

Monet usé con entusiasmo los
pigmentos sinteticos recién salidos al

mercado porque estaban mucho mas
~ densos que los tradicionales.

1 Su paleta fue cambiando con el paso
del tiempo y la evolucion de su
técnica. A partir de 1860 renuncio
al negro y a los colores oscuros
| como el azul Prusia. Mas adelante
g prescindié del amarllio cromo y
el verde esmeralda por su poca
estabilidad.

| 'En su primera época hacia los
colores mezclando hasta siete u ocho
pigmentos sobre |a paleta. Mas
adelante mezclaba dos con el blanco
‘como maximo y preferia usarlos en
~ estado puro superponiéndolos

~ directamente en el lienzo.

onet, siempre muy quisquilloso con
calidad de los pigmentos, limitaba
u paleta a los que aconsejaban los
expertos de la época por su

ur dad. Esta lista se ha hecho a
el testimonio de uno de sus
ores y del analisis con
scopio de sus cuadros.

Monet enthusiastically adopted the
new synthetic pigments fust
introduced on the market because
they were far more saturated than
traditional pilgments.

His palette changed over time, along
with his technique. In 1860 he
abandoned black and dark colours
like Prussian blue; later he also
stopped using chrome yellow and

emerald green, finding them unstable.

In his early years, to create his
colours, the artist would mix as many
as seven or eight different pigments
on the palette. At a later stage,
though, he would mix no more than
two with white, preferring to use hjs
colours pure and to juxtapose them
directly on the canvas.

Monet was particularly fussy about
the quality of his pigments and
limited his palette to those that
experts at the time recommended on
account of their durability.

The following list has been derived
from the account provided by one
of his suppliers and from microscope
analyses of his paintings.

|

BLANCO PLATEADO | AMARILLO ZINC
| ZINC YELLOW

SILVER WHITE

VIOLETA COBALTO CLARO
| LIGHT COBALT VIOLET

AZUL COBALTO
COBALT BLUE

LACA DE GRANZA
ROSE MADDER

VIRIDIAN (VERT EMERAUDE)
VIRIDIAN




NORWAY

JACQUES HOSCHEDE, THE ELDEST SON OF CLAUDE MONET'S SECOND WIFE

ALICE HOSCHEDE, WAS IN NORWAY, AND THE A,'RTIS_E»“MHQE“ E MO.

THIS BY STAYING THERE. THE TRIP, WHICH TOOK PLACE BETWEEN FEBRUARY

AND THE END OF MARCH 1895, WAS AN IDEAL OPPORTUNITY FOR MONET TO
PAINT THE SNOW EFFECTS THAT FASCINATED HIM SO MUCH. 'HEiréEGAN' 8y
VISITING CHRISTIANIA (OSLO) AND' THE SURROUNDING AREA, INCLUDING
MOUNT KOLSAAS, WHICH HE PAINTED THIRTEEN' TIMES AS THE LIGHT
CHANGED. HE THEN DISCOVERED THE SANDVIKEN.REGION AND.THE VILLAGE
OF BJORNEGAARD, WITH ITS COLOURFUL HOUSES THAT HE LIKENED TO
JAPANESE VILLAGES. HIS APPROACH TO PAINTING THESE MOTIFS AT
DIFFERENT TIMES OF THE DAY AND. THE REPETITION OF THE STUDIED MOTIF
ECHOES THAT OF HOKUSAI IN HIS SERIES THIRTY-S X VIEWS OF MOUNT FUJI.,
THROUGH THESE LANDSCAPES, MONET FELT HE WAS SEEING A JAPAN HE
KNEW ONLY FROM THE PRINTS HE HAD BOUGHT IN hOLLAND AND THEN IN
PARIS.

NORUEGA

CLAUDE MONET APROVECHO LA PRESENCIA EN NORUEGA DE JACQUES

'HOSCHEDE, EL HIJO MAYOR DE ALICE HOSCHEDE, SU SEGUNDA ESPOSA,

PARA VIAJAR AL PAIS. SU ESTANCIA EN EL ENTRE FEBRERO Y FINALES DE

MARZO . DE 1895 FUE PARA EL ARTISTA UNA OCASION PRIVILEGIADA PARA

PINTAR ESOS EFECTOS DE NIEVE QUE TANTO LO FASCINABAN. LO PRIMERO
QUE VISITO FUERON CHRISTIANIA (OSLO) Y SUS ALREDEDORES, INCLUIDO
EL MONTE KOLSAAS, QUE PINTO TRECE VECES BAJO LUCES MUY DISTINTAS.
A CONTINUACION DESCUBRIO LA REGION DE SANDVIKEN Y EL PUEBLO DE
BJORNEGAARD CUYAS CASAS DE COLORES LE RECORDARON A LOS
PUEBLOS JAPONESES. PINTANDO ESTOS MOTIVOS EN DISTINTOS
MOMENTOS DEL DIA, MONET SE HACIA ECO DEL PROCEDIMIENTO SEGUIDO
POR HOKUSAI EN LA SERIE DE LAS TREINTA Y SEIS VISTAS DEL MONTE FUJI
BASADO EN LA REPETICION DEL MOTIVO ESTUDIADO. A TRAVES DE ESTOS
PAISAJES, MONET SENTIA QUE PODIA VER BL JAPON QUE SOLO CONOCIA A
TRAVES DE LAS ESTAMPAS COMPRADAS EN HOLANDA Y DESPUES EN
FRANCIA,
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Claude Monet
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Estoy en éxtasis.
Para mi, Giverny es una tierra
maravillosa.

Claude Monet

| am in raptures;
Giverny is a splendid place
for me.

S
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Monet’s garden
at Giverny.
Beyond Impressionism

&

The painter moved to his house i Giverny in the Seine Valley in 1885

and bought the property in ISSQ. it was home for the rest of his fife.
Now more comfortably off financiall)y he dedicated himself aimost
exciusively during the last twenty years of his ife to improving his
house and laying out his garden. The artist’s new-found stability led
Aim to explore the plce, (0 hone his gaze and his study of nature by
pamting al the facets of the plants and flowers around him. Hurman
presonce gredually drained from his paintings. Wrises, daylilies,
apapsnihuses and, above afl, water Fies became the great theme of
s pamtings, and fis water garden s favourite sulbjject At the end
of his e, Monet fved surrounded by his creations, both in his studio
and in s garden. The works shown here come from bis ome, and
thawr rarity and scape make them a unigue ensamble.

LS

El jardin de Monet
en Giverny, Masalla
del Impresionismo
*

En 1883 el pintor se instalé en Giverny. En 1890 se hizo duefio de la
propiedad y desde entonces ya no se alejo del valle del Seaa. Al
haber mejorado su situacion economica pudo dedicarse casi en
exclusiva durante veinte afios a acondicionar la casa y sobre todo a
disefiar el jardin. Esta nueva estabilidad le permiltio exploar el
entorno y afinar su vista y su estudio de la naturaleza pintando
todos los aspectos de las plantas y fiores gue lo rodeaban. La figus
humana fue desapareciendo progresivamente de su obra, cuyo
Unico  asunto acabaron siendo los iris, fos hemerocalls, los
agapantos y sohre todo los nenifares, al hempo que adoptaba
como tema predilecto su jardin acuatico. Al final de su vida, Monet
vivia rodeado por sus creaciones, a caballo entre su estudio ¥ sa
jardin. Las obras agui expuestas proceden de su domiclo y
constituyen, por Su excepcionabdad y sus dimensiones, un conjanto
Unico en el mundo




Claude Monet
Hemerocallis
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Claude Monet
~_ Nenifares
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an obsusion. It is beyond‘ my. powers asan old man,
and yet | want to arrive at rendering what | feel.
I'have destroyed some...
Some | recommence... and | hope

that after so many efforts, something will come out.

&
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AHORA ERES TU NOW YOU ARE
EL PROTAGONISTA. THE PROTAGONIST.
THE FILTER iENTRENA TU 0JO! TRAIN YOUR EYEI
oF FOG LEVA_NTA EL FILTRO Y FIJATE WHAT COLOUR DO YOU SEE?
EN COMO CAMBIAN LOS COLORES LIFT THE FILTER AND SEE
BAJO EL FILTRO DE LA NIEBLA. HOW COLOURS CHANGE UNDER

THE FOG FILTER.

‘Monet era un gran amante del

ondensacldén del vapor de agua, se
queda enla a
‘cuando no hay vlento. En Londres,

€ra especialmente densa debido a la
binacién de la humedad del

Monet loved “the cloak of fog”, which
erased the subject and coloured

the atmosphere - he could suggest
the presence of a train by a mere wisp
of smoke.

Fog Is made up of tiny droplets

of water that are formed through the
condensation of vapour and remaln
suspended In the atmosphere In the
absence of wind. In London, in the
early Industrial period, /t was
particularly dense because the effect
of the damp climate was
compounded by the abundant smoke
from factories.

It creates a filter through which the

contrasts are.

V. las

reduced, light becomes diffused and
hadt vanish. Colours grow

os colores se hacen mas

ste efecto, Monet
claros los colores

Insinua la luz
tras de la nlsbla.

warmer: when seen through a screen
of fog, the sun turns red.

To render this effect, Monet makes
colours lighter and more greyish,
while using pinkish hues for the sky,
to suggest the warm sunlight beneath
the fog.

i
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Claude Monet
El puente japonés
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Entra en el sueno de Monet
Enter Monet’s dream

In the small town of Giverny there lies Monet’s garden. Surrounded
by walls and doorways, It Is not directly visible from the outside.
But as soon as you walk through the entrance gate,

this garden and the artist. In

everything has been arranged in such a way that he could paint it,
by finding amid that nature the lights and colours representing the
essential elements for his canvases. By strolling down the garden
paths, visitors can enjoy different visual experiences. Monet
envisaged his garden as a palette in which hues mix and evolve as
the light changes over the course. of the day and year, shapes blur,
colours blend, and geometries Intertwine. He envisaged it as a
place where he could palnt in peace, away from the rest of the
world, Light and shadows, reflections on the water, movements
created by the wind, and the sun’s rays cutting through the foliage.
Tranquiliity, reflection, nd emotion - everything merges within a
dream-like atmosphere.

‘My garden Is my finest masterplece’, Monet wrote. Today, In this
room, we can relive that dream.

What you will see in this room are exclusive recordings from the.
Glverny garden. The framing and composition of each scene Is
inspired by Monet’s works, and particularly his large-size Water
Lilles serfes. The subjects featured are those dear to the artist:
flowers, the water-lily pond, the Japanese bridge, and the house.
Even the natural sounds that make up the soundtrack are ones from
Giverny. The outcome Js a small, Inmersive “multimedia Orangerie”
that takes us back to Monet’s garden, allowing us to experlence his
greatest masterplece first-hand.

CONCEIVED AND DEVELOPED BY
ART MEDIA STUDIO - FIRENZE

En la pequeiia localidad de Giverny se encuentra el jardin de

Monet. Rodeado de muros y puertas, no es visible desde el exterior,

pero basta con cruzar la entrada para comprender la profunda

relacién de este lugar con el artista.

En este espacio magico, que proyectd y construyé personalmente,

todo estaba plantado para que él pudiera pintarlo, hallando en los

elementos naturales la luz y los colores gue constituian los
elementos necesarios para sus cuadros. Pasear por los senderos
permite abandonarse a una experiencia visual que nadie vive de la
misma manera. Monet ideé su Jardin como una paleta de colores en
la que se mezclan y evoluclonan las tonalidades con los cambios de
|a luz a lo largo del dia y del afio, se difuminan las masas, se funden
los colores y se entrelazan las geometrias; un lugar donde pintar en
paz, lejos del resto del mundo.

Sombras y luces, reflejos en el agua, movimientos generados por el
viento, rayos de sol que atraviesan el follaje, tranquilidad, reflexion,
emocién... todo se funde en un ambiente onirico.

«MI jardin es la mas bella de mis obras maestrasn, escriblé Monet;
un suefio que podemos revivir hoy en esta sala.

Lo que se ve en esta sala son tomas exclusivas del jardin de
Giverny. El encuadre y la composicién de las escenas estan
Inspirados en |os cuadros de Monet, y especialmente en la gran
obra que son sus Nendfares. Los temas representados son los mas
querldos por el artista: las flores, el estanque de los nenufares, el
puente japonés y la casa. Hasta los sonidos naturales de la banda
sonora proceden de Giverny.

El resultado es una pequefia «Orangerle multimedia» inmersiva
que nos transporta al Jardin de Monet, haciéndonos vivir en
primera persona su mayor obra maestra,

CONCEPTO Y REALIZACION
ART MEDIA STUDIO — FLORENCIA
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‘lnulopocl los ciclos de El sendero
Jjaponeses y los Sauces llorones. Su

becoming almost indecipherable.

Unparalieled in his career, these easel paintings were to h ek
profound effect on the abstract painters of the second half of the
twentieth century.
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y de las t‘rsqu alin no conocia.

Jean-Pierre Hoschedé

Tired of the easy motifs, landscapes
and atmospheres he had often expressed
he sought the difficult, and the atmospheres

that he did not yet know.

&




LA VISTA
DE MONET

Hacla los setenta afios Monet empezé
atener problemas de vista

Solo pintaba en momentos muy
concretos del dia cuando la luz era
mejor y se protegla los ojos
ponléndose un ancho sombrero de
paja. Completaba los cuadros en un
estudio muy grande y luminoso cuyo
techo estaba revestido con una
estructura

de tela blanca que reflejaba la luz por
todo el espacio.

«Para mi los colores ya no tenfan

la misma intensidad; ya no pintaba los
efectos de |luz con la misma precisidn.
Las del rojo 1
a parecer fangosas. [...] ya no
consegula captar los tonos
Intermedios o los mas profundos».

—

A
MONET’S i
EYESIGHT Yy

Around the age of 70, Monet started
having problems with his eyesight.

He would paint only at certain hours
of the day, when the lighting was ideal.
He wore a large straw hat to protect
her eyes. He completed the paintings
Inside in a very large and bright studio
with the celling covered with a white
canvas structure that reflected the
light throughout the space.

“Colours no longer had the same
Intensity for me; | no longer painted
light effects with the same accuracy.
The reds seemed muddy to me [...]
the Intermediate colours and lower
tones escaped me completely.”

He suffered from cataracts, a
progressive opacity of the crystalline
lens that filters colours: details

Sufria de c , una
progresiva del cristalino que filtra los
colores haciendo que se borren los
detalles, se plerda la percepcion de las
distancias y se desenfoquen las
formas. Los colores se vuelven mas
amarlllos y oscuros. En los cuadros
pintados durante esos afios se observa
la progresiva adaptacion de Monet a

the correct perception

of distances Is lost, and shapes blur.
Colours become more yellow and
darker.

The paintings painted in these years
testify to his progressive adaptation
to visual handicaps: the contrasts
Increase, the details and shades of
colour disappear and the figures lose

sus pr oculares: los
contrastes, desaparecen los detalles
y los matices de color y las figuras
plerden tridimensionalidad.

A los ochenta y tres anos se oper6 del
oJo derecho por el que ya no vela nada
y su vista mejoré considerablemente.
Nunca quiso repetir [a operacion

en el ojo [zqulerdo. «Con el ojo
|zquierdo todo es rojo, y el clelo es
amarillo, mientras que con el derecho
todo es azul [..]n.

Su vision de los colores mejoro con
unas gafas de lentes amarillas
fabricadas especlalmente para él en
Alemania. Tardé meses en recibirlas,
pero gracias a ellas recupero el verde,
el rojoy el azul atenuado.

thelr thi y.

At the age of 83 he underwent surgery
for his right eye, which had become
blind, and his sight significantly
improved. He refused to undergo the
same procedure again for his left eye.
“With the left eye everything Is red,
the sky Is yellow, whereas with the
right eye, everything is blue ...”

His colour vision Improved with a palr
of yellow-lensed glasses made
especially for him in Germany; It took
months to get them but he
rediscovered green, red, soft blue.







PALETA DE CLAUDE MONET
CLAUDE MONET’S PALETTE

Madera / Wood
31 x50 cm

Parn, Masée Marmotian Monet, legado Michet Monst /
Michel Monet Deguest, 1956, . 5137

En la seguncla mtad dal Sglo XIX los plntores pudieron salir de sus
estudios para pmtar al aire libre gracias a los avances tecnolégicos
¥ 2 la apancda de los tuSos de pintura en o mercado. La inmersién
en e paisaje y en la luz neturel ennguecd las paletas con nuevos
r==tices e indujo 2 los ortistas a aplicar el color con pinceladas
rapicas. Monet fue unoc de los prameros en representar un mismo
Faisaje o motivo en forma de serie sigulendo el paso de las horas
celciacla ce las El recurria a
sigunocs proveedores de gran éxito en ef Paris de la época como
Carpentier, Hariy-Alan y ¢! beiga Jacgues Elock. Los proplos
comerciantes fabricaban los tntes que vendian en hubos do varios

faciles da Monet también estaba en contacto
con el pimor Lstouche, vendedor de colores y lienzos y con
TFroisgros cuyo tello hafi=mos en el dorso de siganos de sus

In the second hall of the TE00s, technological progress and tw
apoearance cn the market of small tubes of of paint allowed articts
o emenge from their studios to paiat en plein k. Their immerzion
in nature ard the natursl Bght enriched their paleties with rew
chades and encoursged them (o work quickly with rapid
Brush=trokes. Monet wes one of the first ertists 12 depict the same
(endzcape or motl] In series, varying only sccording to the time of

PIPA DE CLAUDE MONET
CLAUDE MONET’S PIPE

Barro cocido y madera / Earthenware and wood
17,8 em

Parls, Musée Marmottan Mcnet, legado Michel Monet /
Michel Monet bequest, 1966, Inv. 5188

GAFAS USADAS POR CLAUDE
MONET DESPUES DE OPERARSE

CLAUDE MONET’S GLASSES
USED AFTER SURGERY

Metal y vidrio / Metal and glass
7,6 x12 cm

Parfs, Musée Marmatzan Monet, legado Michel Monet /
Michel Monet bequest, 1965 tarv. S187

En 1912 se le diagnosticd a Monet una catarala bilateral que Je
Impedia percibir los colores con la misma Intenzidad que antes su
ojo Izquierdo habia pardido sgudeza y ol derecho solo reaccianaba
a Jos estimulos luminosos. En el verano de 1522, practicamente
clego, e vio obligado a dejar de pintar. Por Insistencls de Georges
Cl acepto ser y tras dos Intervenclones en enero
de 1923 recuperd gradualmente el uso del ojo derecho aungue con
secuelas: la intervencién redujo la opacidad visual provocads por
la pero el papel del como filro, A
consecuencis de eflo la retina cel ojo cperado reaccionabs mucho
mds a la juz y Monet sufris de deslumbramiento y visién azulsds. B
doctor Jscgues Mawas le prescriblé estas gafas de fentes
coloreadas, muy avanzadas para su Gpocs, pard aliviar sus
molestias. La lente lzquierda era opaca para no ver doble, mientras

que la derecha, la del ojo era Yy un poco

coloreada. De este modo se rectificaba la visién de los colores y se
la deo tan L por of

pintor.

In 1912, Monel was with a whsics kept

him from seelng cclours as intensely as before. His left eye lost its
sharpness and his right only percelved degrees cf light. By the
summer of 1922, he was nearly bilnd and couid no longer paint-
by [« Monel came to accept the
Idea of an operation, and, after two such procedures in January
1923, he gradually recovered the uze of his right eye. There wers,
otfser White the cperation
reduced the ogacity of hls vislon caused by the calaract, it also
diminished the capacity of his lens (o filter light. Thiz feft the reting
In his right eye much more sensitive fo light and cauzed Monel to
suffer from glare and blulsh vision. To ease his predicament, Doctor
Jocgues Mawas these with lenses.
In a solution quite sdvanced for is tirse, the left lens is opague to
eliminate double vision, and the right, correxponding to the eye of
the operations, Is convex and slightly coloured. In this way, (he
Glazses successiully corrected Monet's estoor vision and reduced
his much-lamented sensatian of being blinded by light.







ANTS THAT ADORNED HIS' GARDE

'GARDEN. IN 1905, ON THE JAPANI

N

BRIDGE CROSSING THE WAI ”1/ ”“’/»\LJ_ HAD AN ARCH ERECTED ON.
' : ING "IN BUNCHES, IN MULTICOLOURED
STALACTITES” (MARC ELDER ! _‘sT.Z':,'JT’ CLAUDE MONET, 1924). IN.
1919-1920, THE ARTIST DEVOTED ,C&_Q.B CANVASES TO THIS MOTIF,
DESIGNED AS FRIEZES, WHICH rwmﬁ&_‘,lug(-”l ISPLAY.
WERE. THEY WERE INTENDED TO DECORA TE THE PAVILION IN THE GARDEN.
OF THE HOTEL amonmmmm [ A_E_r_. RODIN). THE PROJECT WAS
FINALLY ABANDONED IN 1821, ,smrmmn u,'.B BORDERLINE BETWEEN
ABSTRACTION AND THE DECORATIVE ARTS, THESE WISTERIAS, WHICH WERE

NEVER EXHIBITED DURING THE ARTIST'S LIFETIME, SHOW. US THE MOST

INTIMATE PART OF MIS WORK AND UNDOUBTEDL '-.ﬁj'B WORK T m? HAS
MOST INSPIRED ARTISTS IN THE SECOND HALF OF

ISTALAR UN ARCC EL QUE TREPAN GLICINAS IMPORTADAS DE CHINA Y

uld&& ANTES DE R EN FORMA DE «RACIMOS, DE ESTALACTITAS
MULTICOLORES» (MARC ELDER, A GIVERNY, CHEZ CLAUDE MONET, 1924). EN
\UBTEE’“)@ RTISTA Enlgp ESTE MOTIVO VARIOS CUADROS CONCEBI-

ios'nue FORMABA PARTE EL DIPTICO QUE AQUI
Cﬁ&«mmﬂm JADOS A ADORNAR EL PABELLON SITUADO EN
C_L&’E&y@ﬁ@b llgigggxpa PARIS (EL ACTUAL MUSEE RODIN). EN 1921,
FINALMENTE, SE / nunmg' EL PROYECTO. ESTAS GLICINAS QUE SE MUEVEN

INDA MITAD DEL SIGLO XX
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Habria que haber visto a
Claude Monet en Giverny
para entenderlo
y conocer su caricter,
su alegria de vivir
ysuintimanaturaleza,

G Getrey |

It took seeing

CLICK ON THE PHOTO L sty

to understand
his character, hl%ﬁij‘ & -
for life and his Innermost :



https://www.youtube.com/watch?v=MycI47NmY6c

