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Chardin was seventy-five years old when he drew in pastel the famous portrait here

reproduced. Firm and unhesitating in touch, masterly throughout in handling, the

work bears no sign of failing powers. With characteristic love of truth the artist

has made no attempt to beautify features or soften lines intensified by years, but

with his homely nightcap, big spectacles, and green shade protecting his tired eyes,

shows himself to us as he was in every-day life in his old age.

[I'.M.]
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Scfltt-ISapfiste-Simfon Cljartiin

BORN 10 9: DIED 1779
FRENCH SCHOOL

JEAN-BAPTISTE-SIMEON CHARDIN was born in Paris, in the rue de
Seine, on November 2, 1699. He was of humble but respectable parentage,

belonging to the unpretending lower middle class, the petite bourgeoisie of

France. His father was a cabinet-maker and enjoyed the distinction of sup-

plying billiard-tables to the king, but was so encumbered by the expenses of a

large family, that however assiduously he applied himself to his trade the prof-

its accruing therefrom were small in comparison with his needs. His chief

thought for his children was therefore that they should early in life become
self-supporting, and with this end in view, Jean-Baptiste-Simeon received but

little education, and was expected, as soon as was possible, to adopt his father's

profession. But the boy's talent for painting so plainly declared itself that his

father, reluctantly yielding to his wish that he should be allowed to study art,

sent him to the studio of Cazes, a painter of history then much in vogue.

There Chardin worked diligently, copying, in obedience to directions, pic-

tures painted by his master, who never provided his pupils with models, hold-

ing that any artist of ability should be able to evolve such from his head. This

instruction was not calculated to further Chardin's talents, and he learned

but little. One day, however, it happened that Noel Nicolas Coypel— the

least famous of the family of painters of that name—employed the young
student to help him with the accessories of a portrait of a gentleman in hunt-

ing-costume. Chardin was given a gun to paint, and was greatly astonished,

so the story goes, at Coypel's pains in the placing and lighting of the ob-

ject. To one who had been taught that everything should be copied from

the flat, or drawn from the imagination, this painting from the actual object

was a novel experience, and for the first time Chardin was enabled to feel all

the charm and interest, as well as to realize the difliculties, of rendering reality.

We next hear of Chardin as engaged in assisting the painter V^an Loo, for

the sum of one hundred sous a day, in the decorations of a gallery of the Palace

of Fontainebleau; but the work which first brought him before the public and

won for him a certain fame was a sign-board painted for the shop of a barher-

surgeon, a friend of his father's, who wished to have portrayed thereon the
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various implements of his calling— cups, leeches, lancets, etc. Chardin, how-

ever, had no intention of carrying out any such commonplace ideas, and at

once set to work to paint, on a board fourteen feet wide by two feet high, a

scene from real life, full of movement and dramatic incident, in which he de-

picted a man wounded in a duel or street braw4 being ministered to by the

barber-surgeon to whose door he had been carried, and a crowd gathered

about, looking on with every evidence of the excitement which such an oc-

currence would naturally cause.

Almost as interested as the crowd portrayed in this scene w^as that which

collected in front of the barber's shop when, early one Sunday morning, be-

fore the owner was up, Chardin's sign-board appeared above the doorway.

The barber himself, taken completely by surprise, was at first inclined to be

angry, but the enthusiasm of the public disarmed him, and when the success

of the sign-board brought him increased custom, forgiveness could not be

withheld.

Nothing is known of Chardin's life during the next few years, which were

presumably devoted to hard and patient study. At his father's wish he be-

came a member of the Academy of St. Luke, a confraternity of artisans as

well as artists, but not until 1 728 do we hear of his exhibiting any of his works.

In that year he sent to one of the open-air exhibitions held in Paris in those

days, in the Place Dauphine, ten or twelve pictures. Among them was one in

which a cat is represented invading a larder, where, among dishes and provi-

sions, a fish, suspended on the wall, occupies the central position. This work,

sometimes called 'La Raie' ('The Ray-fish'), and now in the Louvre, won ad-

miration from a number of academicians whom curiosity had attracted to the

exhibition, and Chardin was persuaded by them to present himself for elec-

tion to the Royal Academy.

In acceding to their wish, and in order that he might ascertain the true

opinion of the judges as to his work, he had recourse to a little strategy. He
placed the pictures which he had taken with him to the Academy for inspec-

tion— all subjects of inanimate nature— in a small anteroom, while he him-

self waited in an adjoining apartment. Monsieur de Largilliere, one of the

most competent judges and skilful colorists of the day, was the first of the

academicians to arrive. Struck by the beauty of Chardin's works, he paused

to examine them, and then, entering the room where the candidate was wait-

ing, said, "You have some very beautiful pictures there, undoubtedly the

work of some good Flemish painter; the Flemish school is admirable for its

color. And now let us see your own works.

"Monsieur," replied Chardin, "you have just seen them."

"What!" exclaimed the astonished Largilliere. " Do you mean to say that

those pictures
—

"

"Yes, Monsieur," modestly answered the young man.

"Oh," cried Largilliere, "you must certainly present yourself for election,

my friend."

Largilliere's opinion was shared by his fellow-academicians, and Chardin

was at once by unanimous and enthusiastic vote elected to full membership
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in the Royal Academy, his presentation pictures being two paintinj^s of still-

life, one of them the famous 'Raie.'

This was in September, 1728. Three years later, when he was thirty-two,

Chardin's marriage with Marguerite Sainctar took place. His wife had been
selected for him by his father, who, however, when pecuniary losses befell the

young girl, no longer found the match desirable, and urged his son to break
the engagement. But Chardin, feeling himself bound by honor, would listen

to no such advice. His brief married life was full of hardship. Although his

pictures were admired and appreciated by the amateurs of the day, the prices

they brought were small, and it was difficult to meet the daily expenses, sadly

increased by the ill-health of his wife, who at the end of four years died of
consumption. The younger of the two children who had been born to them,
a little girl two years old, died on the same day, and Chardin was left with
the elder child, a boy of three.

He was now living in the rue Princesse. His commissions were numerous
enough to keep him well employed, but he worked slowly, and asked such

modest remuneration for his labor that he never, even when at the height of

his fame, acquired enough money for his support. Pictures upon which in-

finite pains had been spent were disposed of for the most trifling sums. His

friends, well aware of his childlike ignorance of business, seem to have had no
scruples in taking advantage of it. A story is told of the engraver Le Bas, who
visited Chardin in his studio one day and found the painter just finishing a

study of still-life which so pleased the fancy of the visitor that, wishing to own
it, he inquired the price. "That can easily be arranged," said Chardin. "You
have on a vest which strikes my fancy; suppose we make an exchange!" To
such a proposition Le Bas made all haste to accede, and immediately taking

off his vest departed with his precious picture. Such transactions could assur-

edly never make Chardin's fortune.

It has been said that until he was nearly forty Chardin painted only inani-

mate objects— fruits, kitchen utensils, dead animals, etc.— and that he was

first led to attempt figures by the remark of his friend Aved, the portrait-

painter, who when Chardin reproached him for refusing to paint a portrait of

a lady for the sum of four hundred livres— a sum which in Chardin's eyes

seemed too munificent to be lightly refused— replied," You seem to think that

a portrait is as easy to paint as a sausage." Stung by his friend's remark, Char-

din, according to one version of the story, at once set to work to prove that

his talents were not confined to the portrayal of still-life, and painted his

famous picture 'A Girl drawing Water' (*La Fontaine'), while according to

another version, his 'Boy blowing Soap-bubbles' was his first essay in the new

style.

That Chardin should have thus suddenly blossomed into the painter of

those incomparable little domestic scenes with which his name is now indis-

solubly connected is hardly credible, and it is more than probable that gradual

stages of development led up to the attainment of that style in which he was

so skilful, so consummate a master. Indeed, that he had painted figure-pieces

prior to 1737, the apocryphal date fixed upon by this story for his debut in
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the new field, is proved not only by his early painting of the sign-board and

by the dates on several of his works, but by the recorded fact that in 1734 he

exhibited at an exhibition in the Place Dauphine several figure-subjects, among
them the large canvas of 'A Lady sealing a Letter' (plate x).

No sooner did Chardin's domestic scenes appear than they were multiplied

and reproduced by the engravers of the day, and the low prices at which the

prints were sold—two or three francs apiece—made them immensely popular

in that very class of people whose lives they so truly reflected.

The first Salon which contained any of his works was that of 1737, and

from that time on until 1779, the year of his death, he rarely failed to be rep-

resented in the exhibitions. From his contemporaries his works drew forth

admiration and praise—notably from his friend the writer and art critic

Diderot, whose ' Salons ' are filled with eulogies of his inimitable workmanship.

No painter of his day could render nature with so true a touch; none could

produce so subtle a harmony of tones, nor so magical a color. As to his sub-

jects, those familiar scenes of bourgeois life, of young women engaged in

household work, or instructing their children in domestic tasks or religious

duties, or, again, of the children themselves intent on their innocent occupa-

tions, and all charming in their naive simplicity, they delighted the public

with their novelty and the tender sentiment they expressed, and again and

again the paintei was called on to repeat his themes.

Intense curiosity was felt concerning Chardin's method of painting, and all

sorts of stories were repeated. It was said that he used his thumb quite as

much as his brush, and that instead of mixing his colors he placed them along-

side of one another, "like mosaic." That his pictures "cost him great labor"

he himself frankly admitted, and perhaps it was for this reason more than from

any desire to make a mystery of his technique that he was unwilling that any

one should see him at work.

No one was a better art critic than Chardin. A skilled technician, his

judgment was sound, his feeling true. Modest in his estimate of his own pow-

ers, and always charitable in his opinion of the work of others, he was too

honest to bear with any pretense. Of a painter who one day boasted of a

system by which he claimed to have perfected his colors, he gravely asked,

"Who told you that an artist painted with colors .?"

"With what, then. Monsieur.^" returned the other, in surprise.

"He makes use of colors," replied Chardin, "but he paints with feeling."

In 1744, Chardin, who had been a widower for several years, and was then

forty-five, married a widow some eight years younger than himself, Fran^oise

Marguerite Pouget by name. No happier arrangement could have been made.

Fortunately, the second Madame Chardin was possessed of means sufficient

to enable her husband and herself to live in comfort, and Chardin's days of

struggle were ended.

His simple and upright character won for him universal respect, and the

year following his marriage he was appointed treasurer of the Academy, an

office which he filled honorably for many years. In 1759 another position to

which his knowledge of painting rendered him admirably adaptedwas assigned
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him, that of superintending the hanging of the pictures exhibited in the Salons

— a deHcate task beset with difHcukies, hut one in the exercise of which it i>

recorded that he made no enemies.

Two years before this he had been gratified by being granted an apartment

in the Louvre, which he occupied for the remainder of his life. He was also

in receipt of a pension from the king in remuneration of his services. But in

spite of honors, and notwithstanding the happiness which his second marriage

brought him, Chardin's last years were saddened. The death of his only son,

a painter who had given signs of promise, but whose career was a disappoint-

ment to his father, was a grief from which he never recovered. Moreover,

sensitive to adverse criticism to a degree that his outwardly calm and serene

appearance would lead none but his closest friends to suspect, he keenly felt

the neglect of the public, which had ceased to care for his art, and was deeply

wounded by the ill-natured remarks of certain criticswho insinuated that easy

circumstances had made him lazy, and that his pictures, mere repetitions of

subjects already painted, showed a diminution of powers. But Chardin had

not yet said his last word, and as if in refutation of such criticism, and to pro\e

that his hand had not lost its cunning, he produced in his old age, and in spite

of failing eyesight, those wonderful pastel-portraits of himself and his wife,

now in the Louvre, which rank among his greatest works.

His last famous picture, a portrait of a young man, executed also in the

medium of pastel, was exhibited in the Salon of 1779, and attracted the atten-

tion of Madame Victoire of France, aunt of the king, Louis xvi. Wishing to

purchase it, she sent to inquire of the artist the price. Chardin declared that

the honor thus shown him was more than sufficient payment, and insisted

upon presenting her with the picture. Great was the old painter's gratifica-

tion, however, when the princess sent him a gold snuff-box in recognition of

his talent.

The end was now drawing near. For some time Chardin had suffered from

a number of infirmities, to which, towards the last, dropsy was added. All his

afflictions were borne bravely and uncomplainingly, and on the sixth of De-

cember, 1779, watched over and tenderly cared for by his devoted wife, he

passed quietly away, at the age of eighty years.

C|)e art of CJjartJin

SIDNEY COLVIN 'PORTFOLIO- KT2

IN Chardin we have one of the gifted Frenchmen of that age whom the next

disowned, and whose fame has now emerged in ten times its old light. In

the first quarter of the nineteenth century his work lay tossed among the least

regarded lumber of the brokers' shops on the quays of the Seine, and might

be bought literally for nothing by any one desiring and not ashamed to possess

it. In 1810 two brilliant things of the master, big portraits of his wife and him-

self which he drew in chalk when they were both very old people, with a hand
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of slashing and scientific energy, and with an amazing effect of color, were
actually bought at a sale for less than a pound (twenty-four francs) the pair.

Nearly thirty years later, even, matters had only so far mended as that the

same priceless pair were acquired for the Louvre at one hundred and forty-

six francs. The few amateurs and eccentrics who during the interval, and at

the risk of being sneered at, liked to pick up pieces of the Louis Fifteenth

master of still-life and domestic interior, have in their collections so formed
bequeathed great fortunes to their children now living; for a good Chardin
coming into the market to-day commands unlimited competition among the

longest purses in Paris and in Europe. . . .

A master of still-life and domestic interior, and an admirable colorist and
executant— that is Chardin's designation among the painters of the age of

Louis XV., and it is one which implies a good deal both positively and nega-

tively. The age of Louis xiv., the Great King, had its high art— or say its

high-flying and academically learned art—of historical decoration and com-
memoration, and its pompous and strutting art of courtly portraiture; some
more dissolute and undisciplined masters next embodied the spirit of the

regency in forms which seemed like the looser undress of all that pomp; while

Watteau invented his own brilliant and sprightly dream of witty pastime and
glittering recreation, and Boucher followed as the profuse minister of pleas-

ures less daintily inspired than these, the clever, cloying, monotonous fascina-

tions of a perfumed Ovidian Olympus, and improper heaven of nakedness

and rococo and tinted clouds and roses.

Observe that all these things alike were for the great ones of the earth; it is

the monarchy itself, or that which revolves next about it, it is the wealthy and
ruling, the indolent and predatory classes of the social hierarchy alone, who
can either inspire or take much part in any of these forms of art. A popular

art, beyond the confines of aristocratic fashion and luxury— popular either

in its origin or its appeal—you shall not find. In the middle of the seventeenth

century, indeed, France had had some examples of a real and interesting, al-

most a great, popularly inspired art, from the hands of the brothers Le Nain
— French Rembrandts, as they in some sort were, who painted with a true

and pathetic force scenes and figures from the life of the poorer trades, sons

and daughters of toil. But the art of the Le Nain family was an isolated

thing, and when Chardin took to painting simple scenes from the daily world

of the petite bourgeoisie to which he himself belonged it was a new phenomenon
for his contemporaries. So, too, had the other and preceding branch of his

practice been also almost new to them— the painting of fruits and flowers

and instruments and glasses and loaves and tablecloths and pots and pans

and meat and game, as the subject of a picture by themselves
—

"still-life,"

as we say, or "dead nature," as the French language styles it. The animal

painters Desportes and Oudry had both painted dead game— the fiormer

with a tedious woodenness and pretension, the latter with a forcible imitative

manner enough; and the same Oudry again, with the same rather heavy way
of deceptive imitation, had painted a few pictures of mere household objects.

Then, of course, there were Dutch predecessors— Snyders and Fyt for game
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and dead animals, Van Huysum for flowers, Metsu, Ter Borch, and plenty

more for bourgeois interiors, to whom the choice of Chardin, and the excep-

tional position it gave him among the artists of his c()uiitr\',*mi(iht he referred

for precedent.

But Chardin was very unlike a Dutchman, and completely original in his

manner of treating subjects that may have been partly analogous to theirs.

He does not draw and paint a dead rabbit or bird sedulously, mechanically,

microscopically, hair by hair, and feather by feather; he lays together a few

rich and cunning strokes of the brush that seem to have hardly a meaning
when the eye is close to them, but grow, as you retire a little, into a faultless

and living representation of the natural object. That is the proper magic of

the brush, that is the true epic manner in painting, which raises the common-
est subject to a level with the highest, and gives a butcher's joint by Chardin

a truer pictorial dignity than may belong to a demigod by Le Brun. It is the

one magic and the one manner whereby mere "dead nature" becomes worth

painting by itself. . . .

Chardin is a consummate master of pictorial harmony; and without any spe-

cial arrangement of his objects, which may be merely taken straight from the

parlor-table, or the larder or scullery, makes perfect pictures of them by see-

ing and rendering all their subtler, and what one can only call their nobler,

relations of substance, shadow, reflection, and color. It may be only a tumbler

on a board between two chestnuts and three walnuts, or it may be a scarlet

cloth covered with the instruments of a band of music, or it may be a hand-

some set-out of grapes, plums, pears, pomegranates, Sevres china, and bottles

and flasks of wine; but there will always be the same dignified magic of rep-

resentation; a perfect expression of form, figure, and texture; a lovely color

where nature is lovely, jeweled lights, and caressing shadows, in which, as in

nature, are mixed broken rays and reflections from all the colors that make
up the group of things before us. Read Mr. Ruskin's account of the way in

which Veionese paints a jewel; look at the way in which Chardin paints a

peach or grape or plum, and (to compare small things with great) you will

see that the Frenchman has found out for himself something like that large

manner of the immortals. And, strangely for a Frenchman, he does it all

without the faintest suspicion of swagger; he never says to himself or us how-

clever he is, but is as modest in his art as in his life. Never more than one pic-

ture on his easel at a time; everything done directly and laboriously from na-

ture; each little inanimate study the ill-paid-for work of almost months; the es-

sence of the magic an uncompromising industry and sincerity.

But for the majority and the untechnical, perpetual representations of dead

objects, however beautifully done, will pall at last; and it is to his second class

of pictures that the great contemporary popularity of Chardin was due. These

represent the honest, modest, uncorrupted, straitened, but not unrefined

household life of the petty French population— that lower bourgeoisie among

whom the simpler virtues flourished, and in whom lay the strength and heart

of the coming Revolution. The homely women go about their household

work, or look after the children at their meals, or teach them their prayers or
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graces or lessons; they wash or draw water from the pump, and cook and spin

and scour, in neat petticoats and great white caps, with perhaps a quiet dainti-

ness of blue or rose-color in some single bow or ribbon on cap or girdle or

shoe. It is a world not of sensual ideals and high-dressed indolence, but of

quiet matter-of-fact and decent toil for the elder folks, of innocent, reverent

behaviour and simple, quiet play for the children. It is not at all brutal, ugl),

or besotted, like that groveling world of the familiar Dutchmen, but has a

pleasant, unluxurious grace and natural goodness which are its own. The dif-

ference is especially great in the children; the Dutchmen are not nice about

children, having apparently not had them nice, but stolid little human pud-

dings or dumplings at best; the Frenchman is charming. For perhaps the

first time in art, there is real familiar insight and tenderness in following their

blunt button features and shades of playful or puzzled behaviour, their docile

mechanical piety or gentle sport, their pretty gravity and sweet self-impor-

tance, their little moods of devout awe or pouting impudence. . . .

Chardin also painted occasional portraits, but these are a difficult subject.

In all his work where humanity comes in it is noticeable that his flesh-painting

is perhaps less masterly than his painting of other things. And in one or two

of the portraits attributed to him this circumstance is so marked that critics

have started the supposition that the heads may have been the work of an

indifferent portrait-painter, Aved, with whom Chardin lived in constant in-

timacy, the clothes and accessories only his own work. In one case only, a

brilliant likeness of an old lady which is in private possession in Paris, com-

petent amateurs declare with ecstasy that they find all the qualities which a

first-class portrait in oils by this master ought to possess. And then there are

the dashing performances, the pastel-portraits of himself and his wife in old

age, wherein one does not know whether most to admire the hardihood of the

veteran hand, risking all sorts of violences and paradoxes in colorwhich his per-

fect instinct somehow brings into right relations of harmony, or the admirable

force and sincerity of character in his own rugged, honest, heavy-featured,

and shrewdly puckered old head, with its night-cap, green shade, and huge

spectacles across the nose, and in the softer but still robust lineaments of the

wise old lady who loved and survived him.

CHARLES NORM AND 'L'ART' 19111

THAT Chardin should have painted as he did at the period in which he

made his appearance establishes his first claim to originalit)'. Lea\ing

out of consideration his pictures of still-life, which belong to all time and not

to any special period, his domestic scenes appeared after the death of Watteau

and in the full flush of the triumphant success of Boucher, the most graceful,

the most seductive, and the most artificial of all painters of the French school.

If, as Voltaire said, Madame de Pompadour did not yet reign at Versailles, it

was evident from numerous indications in art and elsewhere that her acces-

sion to power was not far oflf. Chardin, however, was not among those who
yoked themselves to the favorite's flowery chariot; in his own way he protested

against the false movement in art destined for a score of years or more to turn
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the heads of all Europe. He alone, in the full tide of fashion for the rococo,

demanded the rights of nature and of truth. Not that he was a revolutionist;

he had neither the desire nor the ahility to he anything of that sort. Nor was
he the head of any school; his wings had not the strength to lift him to such

heights. He was simply an independent. He followed his own taste instead

of conforming to that dictated by fashion, and he justly gauged his own powers—two merits by no means slight.

Chardin avoided the brilliant domain of fancy and prudently kept within

the limits of that modest and bourgeois field which comprised the life he knew
so well. But while fully appreciating the talents of his rivals, he was perhaps

too much inclined to mistrust his own. The surroundings amidst which he

always lived, and which in his paintings he repeatedly reproduced, seem to

have somewhat restricted his ideas; and although his judgment was sound,

he lacked fire and the power of expansion. Original in the conception of his

subjects, he adopted a style almost unknown in France before his day; but it

is only too evident that although he was a precursor, he was not a leader.

His nature, somewhat timid and limited, shrinking from the effort of concep-

tion rather than from the labor of execution, was no doubt largely to blame

in the matter. So gifted in certain respects, he nevertheless lacked not only

the facile play of imagination, but the dash, the variety, the spirit, which char-

acterize the other great painters of his day. If he continually repeated him-

self, it was not for the puerile pleasure of seeing himself in his work, but from

the dread of an effort that was always painful to him.

These reservations made, I am at liberty to say in what respects Chardin

seems to me truly great. In the first place, whether we consider his paintings

of still-life or his domestic scenes, the composition is perfect. This quality

does not at once strike the eye, simply because there is nothing about it which

is not perfectly natural. "Harmony" is the word which constantly recurs in

connection with Chardin in the praises bestowed upon him by his contempo-

raries, and we too find it most applicable. But harmony is so subtle, so almost

impossible to grasp, that it is easier to feel than to put into words. Who has

not seen a woman's costume so simple and yet so artistic that in thinking of it

afterwards we remember none of the details, but recall only an exquisite im-

pression of the whole ? Chardin's pictures produce a similar effect. They do

not forcibly strike the eye, they do not call forth at first sight any exclama-

tions of admiration, but we come back to them, we are interested in them.

First they please, finally they charm, and when we have become, so to speak,

intimate with them, we discover a thousand beauties not dreamed of in the

beginning, for we then find that these canvases, seemingly so simple and nat-

ural, have been composed with infinite art. However restrained they may he,

the personages or the objects in them always fill the scene. Chardin may be

reproached with a paucity of imagination, but it may be truly said that he

understood admirably how to utilize the little he possessed. . . .

If sometimes, and very rarely is this the case, the arrangement in Chardin's

works seems studied, it is only in his pictures of still-life, and in that kind of

composition the fault is almost unavoidable; such a criticism can never be
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made with regard to his domestic scenes. None of the people he paints are in

the least concerned with the spectator who is supposed to be watching them.

We see them, but they are never conscious of being seen— a great charm, and
one which gives to Chardin's compositions an incomparable accent of truth.

His brush transcribes, with a fidelity more conscientious than that of many
an acknowledged realist, the rooms, the furniture, the costumes of the day,

showing us, above all, the exact appearance of the people— their carriage,

gestures, attitudes— all those characteristics in which the men of a generation

differ very little among themselves, but which mark them as belonging to a

distinct period. Therefore it is that quite unintentionally on the painter's

part, and simply because of his artistic honesty, Chardin's work possesses a

considerable historic value.

What a pity that there are so few drawings by a master so patient, so assid-

uous, and all of whose inspirations were derived so directly from the world in

which he lived! Chardin, we are told, never made use of a preliminary sketch,

a drawing on paper; he worked directly upon his canvas, and worked only

from nature, from the first stroke of the crayon to the final touch of the brush.

His contemporaries complained of his slowness; his clients lost patience. He
himself, too intent on painting truly to paint quickly, gained scarcely money
enough for his support; but he did not for that reason cease to work in his own
way, which was the true way.

Unity and harmony of composition, happy choice of subject, skilful ar-

rangement of his personages, care that everything he painted should be true

to nature— all these qualities of Chardin's pale beside that one which is of all

others most distinctively characteristic of his genius. Like most of the masters

of his day, like all that great school of the eighteenth century in France, so

imperfectly understood, so maligned, and yet so original and so peculiarly

French, he is above all else a colorist. On that point his contemporaries were

not mistaken, "He is the painter," cried Diderot, "who understands the

harmony of colors and reflections. O Chardin, it is not white, red, nor black

that you grind to powder on your palette; it is the very substance of the ob-

jects themselves. It is the air and light that you take on the point of your

brush and fix upon the canvas. ... At times your painting is like a vapor

breathed upon the canvas, and again it resembles a light foam which has been

thrown upon it. Go close to it; everything is confused and disappears; draw
off^, and all is reproduced, recreated. It is said that Greuze, entering the Salon

and seeing one of Chardin's pictures, looked at it and passed on, sighing

deeply. This brief praise is more eloquent than mine."

"^Talent so unusual was bound to pique the curiosity of the public at a period

when more thought was perhaps given than to-day to the technique of paint-

ing. Chardin's very reticence on the subject encouraged gossip. "His man-
ner of painting," said one of his contemporaries, "is singular. He places his

colors alongside of each other almost without mixing them, so that his work
looks like mosaic or patchwork, or like that hand-made tapestry called 'point-

carre.

The only justification for such a rough and unpolished manner of painting
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was a thorough knowledge of the effect that colors produce upon one another.

Chardin had devoted much thought and study to the theory of painting, and
on that subject was vastly in advance of his century. One of his biographers

tells us that when he examined a picture totally lacking in harmony he knew
just how, in a single word and without touching it, to point out the way to

attain that accord which its painter had sought for in vain. In this respect

his pictures, especially those of still-life, are full of instruction for a painter,

teaching him that there are no independent colors in nature, that each one

feels the influence of the neighboring object, that it is necessary to take into

consideration not only reflections, but also the substance, be it c'ull or be it

sparkling, which receives these reflections only to give them back again in its

turn, and that, finally, a painting is like a symphony in which a thousand dis-

cords unite and mingle to produce a universal harmony. A half-hour passed

before a picture by Chardin will teach the reader more than all that I could

say on the subject. Then it will be seen how far the painter has penetrated

into all the mysteries of light, how infinitely superior to any ordinary piece of

still-life, calculated merely to deceive the eye, can be the exact imitation of

nature, and how consummate the art with which Chardin's reflections are

made to glance upon the shining surfaces which he never fails to introduce

into his pictures. Silver goblets, polished and scintillating, bottles half full of

wine, flowered china, big-bellied caldrons of gleaming copper, huntsmen's

horns glittering with spangles of light— everything serves the painter's pur-

pose of promoting a distribution of light which shall break all monotony of

tone. Strange to say, patience and science resulted, in Chardin's case, in

virtuosity!

It is possible to be always conscientious, but it is hardly possible in the

course of a long career to be invariably equal to one's self. Most of Chardin's

productions are those of a very good painter; some of them are those of a

great master. The Flemings and the Dutch, with whom he is too often com-

pared, have produced no better. Together with a genius and a vigor, which

at times, indeed, he lacked, there is a broad, fat touch, a magic warmth of

color, which justified Diderot's extravagant enthusiasm. Some of his compo-

sitions, especially his domestic scenes, are not so good; for besides the fact that

they are sometimes badly drawn, and that the heads are for some reason or

other slighted, there is occasionally a heaviness and a pervading gray tone, in

keeping with the commonplace scenes they represent, which make us regret

the splendid and inspired Chardin of his best period.

Finally, to end this game of criticism which gives now a slap and again a

caress to one and the same individual, it may be said that Chardin's field

is limited; that he lacks fertility of invention; that he has not always a great

deal to say, but that what he has he says well. If, however, he is wanting in

imagination, he has taste and a feeling forwhat is true. His natural gifts— dis-

cretion, moderation, sobriety, harmony— are distinctively French. He opened

to painting a domain which had been unknown to her, at least in France, for

nearly a hundred years, and if he did not explore it with all the boldness de-

sirable, it was less his fault than the fault of his education and of his environ-

[201]



34 MASTERS IN ART

ment. He deals with unimportant subjects, but in his treatment of them he

proves his superiority by his love of truth, by the harmony of his composition,

and by the consummate science of his technique. Above all, he is at times a

great colorist, and that alone is sufficient for his glory.— from the French

LADY D I L K E 'FRENCH I> A I N T E R S OF THE X \ I 1 1 ^ " CENTURY-

CHARDIN is not so much an eighteenth-century French artist as a French
artist of pure race and type. Though he treated subjects of the humblest

and most unpretentious class, he brought to their rendering, not only deep
feeling and a penetration which divined the innermost truths of the simplest

forms of life, but a perfection of workmanship by which everything he handled
was clothed with beauty. His every touch is intelligent. With a severely re-

stricted palette he contrives to produce the most varied harmonies of color,

and, by a heroic reserve of force, endows his creations with an air of absolute

freedom. . . .

Out of the most simple materials the great magician could evoke all the

mystery and beauty of life. By some touch or suggestion he invariably con-

trived to fix a personal character on his groups of inanimate objects. They
never seem to have been brought together haphazard, but always look as if

some one had just left them, or was just coming back. So strong is the im-

pression of the human presence that we pass from work in which it is simply

felt to work in which it becomes visible without any lively sense of change —
the environment has remained exactly the same. When at last the girl comes
into the kitchen, the utensils of which are already familiar to us, nothing is

disturbed; it seems as if she had been expected, as if we had been waiting for

her appearance. . . .

Everything thatChardin touched, he touched with feeling as profound as it

was personal. The common things, the every-day incidents of family life seen

in the homes of the staid and prudent citizens of Paris, ^tirred his affections;

the house-mother, kindly, foreseeing, careful, the little ones' playing their very

games with a certain gravity as if they had adopted something of the sober

ways of their elders, these figures were sufficient for the exercise of Chardin's

most perfect gifts. He treated with absolute simplicity the simple pleasures

of simple life. All the actors in his innocent dramas live as they really lived;

they appear before us in their actual frame. They wore their serviceable well-

chosen garments; we know every item of their necessary furnishing— the

chairs, the table, the brazier, their children's toys, their polished floors, and
the very colors which they affected. An orderly, sober world, methodical and
regular; so much so that we feel a mild surprise when the unwilling little

scholar throws down his shuttlecock and battledore at the feet of his govern-

ess, and sulks impatiently whilst she brushes his hat and gives him unwel-

come advice.

It has been reported that Descamps, looking at Chardin's work, cried out

in despair, "Chardin's whites . . . I cannot get them!" But perhaps Char-
din's browns are as wonderful as his whites. If we recall the scheme of any
one of his works, of 'The Housekeeper,' for example, we shall remember the
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living beauty of the flesh, the ivory whites, the warm rich blues, and imme-
diately we shall see a certain quality of brown, a brown which has an extraor-

dinary power of allying itself either to black or to the most delicate grays.

Sometimes he actually breaks his browns with these beautiful grays, from the

force and depth of which all the other hues seem to have borrowed a greater

value. The grays which his contemporaries loved, and which served them to

disperse the rainbow hues with which they loved to play, could not serve the

turn of Chardin; tones of a stronger and more sober character became his

palette, as he sat with closed doors, his whole powers concentrated in the office

of penetrative sight.

To the last, Chardin remained faithful to the simple subjects and the un-

conventional standpoint which he had from the first adopted. The pleasures

of happy imitation were enough for him; "to strike true" was the fulfilment

of his highest ambition. To this temper of mind, seeking always with unerring

instinct the beauty of perfect truth, the mere observation of the commonest

actions, the most tranquil movements became a source of endless interest and

pleasure. A baby learning to say "grace" before meat, a boy building his

"card castle," are instinct, when touched by Chardin, with the full pathos of

human life.

FREDERICK W E D M O R E
" 'THE MASTERS OF GENRE PAINTING'

THE art of Chardin has its own entirely distinctive character and charm.

In each of its various methods of manifestation it is finely original and

quietly fascinating. There is nowhere a greater painter of still-life. No one

perhaps has given quite so well as he a reality without meanness— an arrange-

ment without pretension or artifice. Nothing is put into his pictures thought-

lessly, and possessed as he was of a perception uniquely keen to note the varied

individualities of matter and its artistic interest, he yet had little of mere pride

in his ability to paint so well the object and the substance of his choice.

Here in one picture is exactly the material for the humblest meal and the

things that are required to prepare it— that and no more. Here, in another,

the fruits for the dessert of the rich, and with them the silver, the gold, the

china of famous Dresden. The drawing of these things is right, though never

elaborate; the roundness and rehef astonishing for truth. The very quality

of color and substance— color and substance seen through atmosphere and

never harshly defined— abounds in his work. Sometimes it is very rich and

glowing and very bold, and sometimes the work is tender and subtly refined.

What infinite harmony in juxtapositions seemingly so natural, yet in truth so

splendidly discovered! With what facility the supple hand sweeps over the

keyboard of color, and wakes the fullness or sweetness of its sound!

Though these pictures in their own day could not make Chardin's fortune,

they might have sufficed for his fame. They were followed, however, after

many patient years, by work which won more promptly a title to celebrity.

Interest centers still for most men in this second phase of his art. Chardin,

for most men, is the painter of decent middle-class life, in its struggle with

narrow means, and in its happiness, which is that of the family and of tranquil
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and ordered work. Allied to certain of the Dutchmen, though hardly indeed

to be confused with them, he resembles them in his faithful portrayal of the

things that he saw, whether these be only the heaped-up contents of the fish-

stall, and the fruits massed for dessert, and glasses from the cupboard, and a

goblet, chased richly, or whether they be mother and children saying grace

before the meal, or the housewife reckoning with contented gravity her morn-
ing's outlay in marketing, or the white-capped caretaker, gentle and young,

bending forward with pleasant but impressive warning to the boy who is her

charge.

But in the painting of what a man sees, there is, of course, choice always,

and Chardin's choice was other than the Dutchmen's— other, at least, than

that of Teniers, Brauwer, Ostade, Dusart; those to whom for certain qualities

he has distantly been likened. His choice was guided by a sentiment sincere

and healthy. So that between his work and theirs there comes to be a great

wide difference—the gulf that separates vulgarity from simplicity, lowness

from homeliness— besides that other difference which needs must be when
their work is concerned with the round-faced phlegmatic type that lives its

slow life among the gray canals of Holland, and his with the type of happy
vivacity and quiet alertness and virginal or motherly grace which is that of

the true middle class of France.

This difference there must always be, even if we take the work of Chardin
and set it against that of another order of Dutchmen, the men whose senti-

ment is nearer it—Nicolaes Maes, and Vermeer of Delft, who, like Chardin,

took representative moments of common occupations, and in recording them
recorded a life. The finer spirit will still be Chardin's, and in looking over the

suite of his engravings, or passing in review even the titlfes only of his pictures,

we have proof that these figures which he painted were painted more with a

single mind to the lives which the faithful portrayal of the habitual occupa-
tion was destined to reveal. No doubt the great Dutchmen thought of the life

much, but in their unrivaled triumph of lights and shades, and tints and text-

ures, they though of it— even the best of them— less than did Chardin.

And it is very noteworthy that Chardin, when he passed from the still-life

which first engaged him to the painting of these domestic scenes, became, so

to say, a second and quite another artist. He accepted frankly, and generally

triumphantly, the new vocation; the marble of the mantelpiece, the red tiles

of the floor, the shining metals of the parlor clock-case, were thenceforth

chiefly accessories. With significant design, pleasant sobriety of tone, true

observation, happy sentiment, he concentrated himself upon those scenes of

the humble interior— that life contentedly restrained—whose quietness and
diligence and homely grace and charm no one has more finely felt or finely

rendered. In each order of work he was excellent, and in each he was alone.

He was so possessed with the pure beauty of matter that in his art it takes

new dignity. He saw so well and he believed so deeply in the virtues of his

race and class that, more effectively and truly than any writer of his time, he
grew to be their historian and their poet.
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Cfje l^orfes of C|)arlJin

DESCRIPTIONS OK THE IM, ATES

THE BLESSING'

ONE of Chardin's most beautiful and popular pictures is 'The Blessing'

(' Le Benedicite '). It was exhibited in 1 740, when he was at the height of

his powers, and such a success did it attain that not only was the subject at

once multiplied by engravings, but the artist was called on to repeat it again

and again. Five similar versions, at least, are in existence—the original in

the Louvre, which is here reproduced; another, an almost exact copy, in the

same gallery; one in St. Petersburg, one in Stockholm, and a larger canvas

with an additional figure in the Jahan-Marcille Collection, Paris.

In a plainly furnished room a table covered with a white cloth is prepared

for the midday meal. Beside it stands a young mother in a brown dress, a blue

apron, and white cap and kerchief, serving the smoking soup to her two little

girls. The elder of the two, with her spotless pinafore and white cap tied with

blue ribbon, is seated at the table, her plate already filled; the younger, in a

white dress and pink cap, occupies a low chair at one side. Her tiny hands are

clasped, and her whole mind is intent on the effort to remember the words of

the blessing, which must be repeated before she shall receive her portion of

the savory soup. Nothing can exceed the naive beauty and tender sentiment

of this little scene. "Charming in its composition, its simplicity, and its ex-

pression," writes M. Larroumet, "Chardin's picture 'The Blessing' is above

all admirable because of the freedom of its touch, the perfect harmony of its

coloring, and the delicacy of its light and shade."

The canvas measures nineteen and a half inches high by fifteen and a half

inches wide.

'THECOOK' PLATEII

THIS picture, called in French 'La Ratisseuse,' is in the Liechtenstein

Gallery, Vienna, and is spoken of by Edmond and Jules de Goncourt as

among the most beautiful examples of the warm and glowing manner of paint-

ing characteristic of Chardin's early period. The scene is a kitchen in which

the cook is seated in a low chair, pausing for a moment, knife in hand, in her

occupation of cutting turnips. Beside her are a chopping-block, a copper

kettle, and a saucepan, and at her feet an earthenware bowl full of glistening

water into which the turnips are thrown when her knife has made them ready.

Bright bits of color are given by the big yellow gourd in one corner and the

vegetables lying near. The woman's skirt is reddish-brown, showing a glimpse

of a scarlet petticoat beneath, her jacket is brown, and her cap and apron

white, with touches of pale indigo. Chardin's consummate mastery of the

art of painting inanimate nature is here excellently shown, and the colors are

so combined that the effect of the whole is rich and delicious in harmony.

The canvas measures about eighteen inches high by fourteen inches wide.
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•GRAPESANDPOMFGRANATES' PLATE III

IN the painting of still-life Chardin is without an equal. Unfortunately, no

black-and-white reproduction can give any idea of his color, so delicious

in its tones that in a faithful portrayal of the most commonplace objects un-

dreamed-of beauties are revealed.

"None of the older Dutchmen," writes Frederick Wedmore, "had con-

ceived of common matter so nobly; and, sentiment apart, none had brought

to its representation a touch quite so large, a palette quite so rich. His hues

are blended and fused, and the influence of color upon the color that is near

it he is found to have studied to perfection. Now the reflected light is cold

and clear, and now it is vague and warm. To see these things as Chardin saw

them is really to see them for the first time. He opens to us, in a measure en-

tirely his own, the charms of the world of matter."

The picture reproduced in plate iii. is, as M. Henry de Chennevieres has

said, "one of the most charming examples of the painter's still-life studies

now in the Louvre. Grapes, pomegranates, two apples, a pear, wine-glasses,

and a knife are arranged about a cofi'ee-pot of flowered china. See how effect-

ive, how true to nature, are those grapes, just a tiny bit bruised— possibly a

trifle over-ripe! and how perfectly the luscious purple center of that open

pomegranate corresponds with the red wine in the glasses! The key of color,

enhanced by the light reflected in the various objects, is clear, the whole

effect of the picture bright and gay."

•THEMORNING TOILET' PI. ATEIV

THE MORNING TOH^ET' ('La Toilette du Matin') was exhibited in

Paris in 1741, and bought from the artist by the Comte de Tessin, then

Swedish ambassador at Paris, who sent it to Stockholm, where it is now in

the National Museum in that city.

No reproduction can convey any just idea of the exquisite beauty of this

little picture, now unfortunately somewhat injured.

"In the dim-lit room," writes Lady Dilke, "in the uncertain morning light,

the faint blues and pinks of the little girl's dress, massed with the white dra-

peries of the dressing-table, tell out from the splendid amber yellow of the

mother's petticoat, above which her gown, broad striped in red and white, is

gracefully tucked up. No prettier lesson in coquettish dressing was ever given

than the one conveyed by these two figures. Topknots peep out scarlet from

beneath the hood of the mother's black tippet, delicately blue above the fair

child's forehead; the little muff^in her baby hand is blue velvet and white fur,

whilst by the prayer-book on the red stool, over which falls the red drapery

which enframes the mirror on the toilet-table, lies another muff of green velvet

and sable, cunningly chosen to give the last touch of elegance to her mother's

appearance. The accessories— the toilet-service, with its silver candlestick,

the clock, the piece of furniture on which it stands— all show the ease of

graceful if simple life, and one guesses that costumes so finished can scarcely
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have been donned only to go to church— mass will certainl\- he followed hy-

less serious engagements."

The picture measures nineteen and a half inches high by Ht'reen aiul a half

inches wide.

'THE HOUSEKEEPER' IM.ATEV

THIS picture in the Louvre, called in French *La Pourvoyeuse,' was first

exhibited at the Salon of 1739, when one of the critics of the day, writing

of the exhibition, said, "Monsieur Chardin is always himself, and always in-

imitable in his portrayal of small and amusing subjects. Everything that he

paints is delightful, but the most popular of his pictures this year is that of a

young woman just returned from market."

Standing before us in her striped petticoat, pale bluish-lavender apron, and

white cap and bodice, this young woman holds in one hand a leg of mutton

tied up in a napkin, while the other rests upon two large loaves of bread which

she has deposited on a sideboard. In the background, through an open door-

way, a maid-servant, in a yellow dress and white cap and apron, is seen con-

versing with some one whose head alone is visible. The creamy white in the

housekeeper's costume, the faded tones of her apron, the golden-brown crusts

of the loaves of bread, whitened with flour, the dark red earthenwar jar beside

them, the two bottles on the floor, just touched with light, the copper "foun-

tain" in the background silhouetted against a pale wall, and beyond, the little

figure in yellow and white— all combine to produce an effect such as none

but Chardin could produce. "So beautifully harmonious is the coloring,"

writes the Comte de Chennevieres, "so broad and free the way in which it is

painted, so luminous the atmosphere, that words fail to give any adequate

idea of its charm."

The picture measures about eighteen inches high by fourteen and a half

inches wide.

•THEYOUNC; DRAFTSMAN' PLATE \I

PAINTED in 1737 and exhibited at the Salon in the following year, this

picture was purchased for the crown prince of Prussia (afterwards Fred-

erick the Great). It is now the property of the Emperor of Germany, and is

in the New Palace at Potsdam.

"In spite of the state of the background," writes Lady Dilke, "which has

been both repainted and cleaned, we receive at once a unique impression of

breathing life. This boy in the cocked hat and white coat is evidently a por-

trait. He is tired, he is bored, he is putting off work; the red strings of his blue

portfolio hang untied over the edge of the table on which he rests his arms;

otherwise there is no touch of color, the figure exists in pure light, and affords

a striking example of that extraordinary charm, proper to Chardin, which

does not lie in the grip which he gets of his subjects, and the precision with

which he handles them— in these respects others are greater than he— but

in his instinct for the quality of their environment, for that something which

gives personality to the ambient air."
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« PO RTR AIT OF M ADAME C H A R I) I N

•

I'l, ATE VII

THIS pastel-portrait in the Louvre, of the artist's second wife, Fran9oise

Marguerite Pouget, is a work of Chardin's old age, executed when he

was seventy-five, but with so vigoro"s and firm a hand and such unerring skill

that by many it is regarded as his masterpiece.

Madame Chardin was sixty-seven when she sat to her husband for this por-

trait. She wears a brown dress, a black silk shoulder-cape, white muslin fichu,

and white cap with band and bow of blue ribbon. The colors are beautifully

harmonious; the drawing and modeling are both delicate and strong.

The Goncourts call attention to the mar\elous way in which Chardin has

here expressed the indications of approaching old age. The forehead, " pale

with the pallor of ivory," the serene and serious expression, the slight dimness

of the eyes, the thin, fleshless look of the nose, the mouth a little sunken, the

complexion "like fruit just touched with winter's frost"— nothing is wanting

that could enhance the semblance of reality in this beautiful example of the

master's latest years.

' T H E C, O %• E R N E S S
'

I' I. A T E \ I 1

1

THE GOVERNESS' ('La Gouvernante'), sometimes called 'Mother
and Son,' offers a charming example of Chardin's art in the painting of

children. When first exhibited in Paris, at the Salon of 1739, we are told that

it at once attained popularity. The subject, as in all Chardin's works, is of

the utmost simplicity. A little boy with books under his arm, dressed in ac-

cordance with the quaint fashion of the day, in a violet-colored frock-coat,

and with his hair neatly tied with a bow of ribbon, is standing near his gov-

erness, who, to judge from the expression of discontent on the face of the

child, addresses reproving words to her little charge as she pauses in the act

of brushing his three-cornered hat. The background of the picture is of a

warm yellowish tone, against which are relieved the greenish dress and the

white cap and apron of the woman, and the red of the chair in which she is

seated.

The canvas measures about eighteen inches high b\' fourteen inches wide.

It is in the Liechtenstein Gallery, Vienna.

'A c; I R L I) R A W I N ( ; WATER" 1' I. ATE I X

THE original version of this picture, called in French 'Une fille tirant de

I'eau a une fontame,' or simply 'La Fontaine,' is dated 1733, and is now
in the National Museum, Stockholm, unfortunately in an almost ruined con-

dition. Of the half-dozen or more repetitions of the subject, the one here re-

produced is in the jahan-Marcille Collection in Paris.

The picture admirably exemplifies Chardin's special qualities. The paint-

ing of the creamy whites of the cap and jacket of the girl bending over to

turn the spigot of the copper "fountain." whose shining surface reflects the

light and is contrasted with the girl's blue apron and the black jug she holds,

the faithful portrayal of each homely accessor}- of the simple scene— the
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piece of meat hanging horn the ceiling, the barrel with a copper kettle and a

white cloth upon it. the logs of wood, the cooking utensils on the tiled floor,

the light room beyond, in which we see a woman sweeping, and a little child— all show it to be, as Paul Mantz has said, "the work of a painter whose
touch is firm and unfaltering, and whose color is as delicate as it is \'igorous."

'ALaDYSEALINGALETTER' im, atex

THIS picture, owned by the Emperor of Germany and now in the New
Palace, Potsdam, belongs to Chardin's early period. It bears the date

1733, and was first exhibited at the Place Dauphine, Paris, in the following

year, and again at the Salon of 1738. Of much larger dimensions than most
of Chardin's works, it is, as Lady Dilke has said, "distinguished by sugges-

tions of opulence which contrast with the habitual simplicity of his favorite

scenes." "This last," she writes, "is, however, a point not to be exaggerated,

for other sitters to Chardin (as the mother and child in 'The Morning Toilet')

wear costumes as rich as the sacque of black-and-white striped brocade which
clothes the lady who, with her letter in one hand, her sealing-wax in the other,

leans forward in her chair, indifferent to the caress of the greyhound at her

side, whilst her eyes are fixed on the candle inclined towards her across the

table by a footman, whose golden-brown coat, with its collar of dark fur, tells

above the deep red of the table-cover and its Turkish border. The work has

suffered here and there from retouching, but the effect of the whole is undis-

turbed, and portions, such as the sculpturesque greyhound, are of great beauty.

The simple truthfulness of gesture, the beautiful drawing and modeling of

the lady's hands and arms, the masterly rendering of the half seen profile,

lovely neck, and soft hair crowned by a topknot of lace, are all indications of

the hand of Chardin at his strongest,— his color and his brush are full."

a list of the I' r I n c 1
1' a l works of chardin

IN PUBLIC LOCATIONS

AUSTRIA. Vienna, Liechtenstein Gallerv: The Cook (Plate ii), Tiie Governess

^(Plate VIII); The Housekeeper; A Cook peeling a Lemon— ENGLAND. Dulwich
College Gallerv : Girls at Work— London, National Gallery: Study of Still-life;

A Girl drawing Water— FRANCE. Amiens Museum-. Studies of Still-life— Angers
Museum: Three Studies of Still-life— Cherbourg Museum: Still-life— Paris, Louvre:
The Blessing (Plate i); The Cat in the Larder, or 'La Raie'; Fruit on a Stone Table;

The Busy Mother; Dead Rabbit and Hunting Outfit; A Meager Repast; An Abundant
Repast; The Monkey Antiquary; Attributes of the Arts; Attributes of Music; The
Housekeeper (Plate v); The Blessing; Pipes and Drinking-glasses; A Basket of Peaches;

The Card Castle; The Monkey Painter; Melons, Pears, and Peaches; Grapes and Pome-
granates (Plate III); The Jar of Olives; A Girl drawing Water; A Dessert; Peaches,

Nuts, Grapes, and a Wine-glass; Different Utensils; Pears and a Glass of Wine; The Sil-

ver Goblet; The Kitchen Table; The Basket of Grapes; Cooking Utensils and Eggs; Por-

trait of Chardin (pastel); Portrait of Chardin (pastel) (Page 22); Portrait of Madame Chardin

(pastel) (Plate VI I)

—

Rouen Museum: Still-life— GER.MANY. Carlsruhe Gallery:
Five Studies of Still-life— Munich Gallery: The Cook— Potsdam, New Palace,
Collection of the Emperor of Germany: A Lady sealing a Letter (Plate x); The
Young Draftsman (Plate vi); The Cook— IRF,L.\ND. Dublin, National Gallery:
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The Card Castle— RUSSIA. Sr. Petkrsburc, Hkrmuagi: Gallerv: The Blessing;

The Washerwoman; Boy playing with Cards — SWEDEN. Stockholm, National
MusEi'M: The Washerwoman; A Girl Drawing Water; The Young Draftsman: The
Morning Toilet (Plate iv); The Blessing; The Busy Motlier; Dead Rabbit and Copper
Caldron; A Young Woman with Worsted Work; A Lady seated holding a Book.

—

UNITED STATES. Boston, Musrum of Eine Arts: Two Studies of Still-life—
New York. Gallery ok Ari- of the New York Historical Society: Two Studies

of Still-life.

Cf)artrin Btbltosrapfjp

A LIST OF THE I'RINCIPAL BOOKS AND MA(;a/, INE ARTICLES
DEALING WITH C H A R I) I N

THE biography of Chardin by Edmond and Jules de Goncourt in their 'L'Art du
XVIIIfne siecle' (Paris, 1881-82); an article by Charles Normand in 'L'Art" for

1 901; and a monograph of the painter by Gaston Scheter (Paris, 1904) are especially

helpful in studying Chardin and his works.

ALEXANDRE, A. Histoire de la peinture: ecole fran^aise. Paris [1893]— Blanc,
,. C. Histoire des peintres de toutes les ecoles: ecole fran^aise. Paris, 1862

—

Bocher,
E. Catalogue de Toiuvre de Chardin. Paris, 1876— Brownell, W. C. French Art.

New York, 1901

—

Chennevieres, P. de. Portraits inedits d'artistes fran9ais. Paris,

1852— Diderot, D. Salons (in CEuvres completes). Paris, 1821

—

Dilke, E. F. S.

French Painters of the XVIIIth Century. London, 1899— Fourcaud, L. de. J.-B -

Simeon Chardin. Paris, 1900

—

Goncourt, E. and J. de. L'Art du XVIIIme siecle.

Paris, 1881-82

—

Haillet de Couronne, J. B. G. feloge deM. Chardin (in Memoires
inedits). Paris, 1854— Hedouin, P. Mosaique. Paris, 1856— Larroumet, G. Le
Benedicite (in Jouin's Chefs-d'oeuvre). Paris, 1S97— Leprieur, P. Chardin (in La
Grande Encyclopedie). Paris, i 886-1902— Mariette, P. J. Abecedario. Paris,i859-6o

— Merson, O. La Peinture fran^aise au XVIIme siecle et au XVIII"i=. Paris [1900]—
Mi;ther, R. History of Modern Painting. London, 1895— Necrologe des hommes
celebres de France. Paris, 1780— Schefer, G. Chardin. Paris [1904]

—

Seidel, P.

Friedrich der Grosse und die franzosische Malerei seiner Zeit. Berlin [1893]— Stran-

ahan, C. H. History of French Painting. New York, 1895— Wedmore, F. Masters

of Genre Painting. London, 1880— Wessely, J. E. Chardin (in Dohme's Kunst und

Kunstler, etc.). Leipsic, 1880— Wyzewa, A. T. de, and Perreau, X. Les Grands

peintres de la France. Paris, 1890.

M a < ; a /. I N K a R T I C L E S

LART, 1901: C. Normand; J.-B. Simeon Chardin — Art Journal, 1885: F. Wed-
Hnore; Chardin— CjA/ativ. des Beaux-Aris, i860: W. Burger; Exposition

de tableaux de I'ecole fran^aise. 1884: C. Ephrussi; Exposition d'oeuvres de maitres

anciens a Berlin. 1888 and 1889: H. de Chennevieres; C'hardin au Musee du Louvre.

1899: E. F. S. Dilke; Chardin et ses oeuvres a Potsdam et a Stockholm. 1903: P. Dorbec;

Portrait de la seconde femmc de Chardin. 1904: P. Dorbec; Le Portraitiste Aved et

Chardin portraitiste— Jahrbuch der Koniguch Preussischen Kunstammlunckn,
1883: W. Bode and R. Dohme; Die Ausstellung von Gemalden alterer Meister im Ber-

liner Privatbesitz— Portfolio, 1872: S. Colvin; From Rigaud to Reynolds.
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American

XIV LESSONS
Guided by a Topic Book.

'HE cultivated American siioulil become

A. acquainted with the art of his own country.

This can be done in your own home, satisfac-

torily and practically, by joining

WITH TOPIC BOOK No. VI.

Subject offirst lesson: "Artistic Resources ot

Our Country." This alone is worth knowing.

ILLUSTRATION S

40 selected Raphael Prints, 4x5, outline the course.

6 dozen 4x5 Raphael Prints give further light.

16 dozen miniature size add further examples of
beauty.

Send for leaflet of Raphael Prints and illustra-

ted Booklet of The Traveler's Art Club, free.

THE CHAFFEE STUDIO
I Hancock Street, Worcester, Mass.

The GREAT PICTURE LIGHT
FR INK'S PORTABLE
PICTURE REFLECTORS
I-or.-lfctricli^lit, niuetall requirements
for lightiiifi pictures. livery owner of
tine paui tines could use one or more of
these portable retfectoisto advantage.
The fact that so many have ordered
these outfits for their friends is jiroof
that their merits are appreciated.
HeiRht, closed, 51 inches; extended. 81
inches. The light from the reflector can
be directed at any pictiir»- in th<- room
and at any angle.

Frink'sPortablePicturePeflector
with Telescope Standard

No. 7034, brass, polished or antique,
with plug and socket for electric
lamp .... ... $27.50

No. 7035, black iron, with plug and
socket for electric lamp . . $16.50

These special Reflectors are used by
all the picture-dealers in New York, and
by private collectors not only in this
country, but in Paris, London, Berlin,
and other cities. When ordering, kindly
mention the system of electricity used.
Satisfaction guaranteed. Partiesorder-
ing these Reflectors need not hesitate

Nos. 7034, 7035 to return them at our expense if not
Pat. Dec. 14, '97 found satisfactory.

I. P. FRINK, 551 Pearl St., New York City
GEO. FRINK SPENCER, Manager

Telephone, 860 Franklin

BRAUN'S
CARBON
PRINTS

FINEST AND MOST DURABLE
IMPORTED WORKS OF ART

/^NE HUNDRED THOUSAND direct

^^-'reproductions from the original paintings

and drawings by old and modern masters in the

galleries of Amsterdam, Antwerp, Berlin, Dres-

den, Florence, Haarlem, Hague, London, Ma-

drid, Milan, Paris, St. Petersburg, Rome,

Venice, Vienna, Windsor, and others.

Special Terms to Schools.

BRAUN, CLEMENT & CO.
249 Fifth Avenue, comer 28th Street

NEW YORK CITY

Lakcwood
^ytmong the pines of J^e^au Jersey

A Fashionable Spring Resort

90 Minutes
from

New Y r K
'Raached by ihe

New Jersey Central

Its palatial hotels arc famed for their perfect

cvisine & its sports include all popular pastimes

Descriptive book will be sent upon application

to C. M. BURT, Gen. Pass. Agt., New York

In answering advertisements, please mention M.\STrRS in Art
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Two Books for

The Home Builder
American Country Houses

ALARGE special number of The Architectural Review published primarily for

those who intend building artistic homes and wish to study a collection of the best

examples ofrecent domestic architecture. To this number about fifty leading Amer-

ican architects have each contributed plans, photographs, and a description of one house,

selected for its artistic and individual character. There are articles on The Changing

Stvles of Country Houses, by Robt. D. Andrews, English Country Houses, by H.
Langford Warren, Professor of Architecture at Harvard University, L'Art Nouveau, by

C. Howard Walker, and Plastered Houses, by Claude Layette Bragdon. The number

is beautifully printed and contains over 350 illustrations.

" The Arcb'neaural Re-vicw has been consistently the best architectural periodical in the country, drawing

its material from the designs of men of the highest standing in the profession, and recording in its text and

plates the steady improvement in its architecture.

" It has itself done much towards this improvement by the high character it has maintained in the face of

many difficulties, often at the sacrifice of profits."— A'. T. E-vening Post.

112 pages, II X 14 in., paper covers, $2.00; green buckram, gold lettering, $3.00
Special Circular on Request

American Gardens
ITALIAN and English gardens have been well illustrated in numerous publications,

but American garden-owners have found with disappointment that the suggestions

these foreign examples could offer for garden design in this country were limited,

since many of their greatest beauties were dependent upon the use of alien plants and

trees and on surroundings which could not here be reproduced. It has become evident

that the American garden must be an indigenous product; and to the solution of the

problem many architects, as well as scores of non-professional garden-lovers, have set

themselves with results that will be a delightful astonishment to those who do not know

what has been accomplished.

With the aim of making these examples accessible, all the most excellent American

private gardens, old (Colonial) and new, have been especially photographed, and re-

produced in this book. It contains 227 charming illustrations, showing in detail 61

gardens, together with plans of 46 of the most notable examples.

"For the sake of this publication the country ** guite apart from the beauty of the volume, and

has been carefully searched for its finest gardens. our pride in finding so much to admire in the

Excellent photographs of these, well reproduced, work of American designers of gardens, there are

give a most lucid idea of the present state of garden valuable lessons to be drawn fi-om it by all who
design among us."

—

The Nation, Netu York. have, or hope to have, gardens of their own."—
Boston Tramcripi

.

240 pages, gold and green buckram, cover by Mr. Henry McCarter, $7.50 )tet

BATES & GUILD COMPANY
42 Chauncy Street, Boston, Mass.

In ansvs'ering advertisements, please mention Masters in Art
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In every home reached by

Masters in Art
there ought to be some one enough

inteiested in music to want

Masters in Music
In plan and scope it is identical with Masters
IN Art. No musical publication has ever re-

ceived more uuqualified praise from the critics,

and none has a stronger hold on those who
appreciate the best in music. Like Masters
IN Art, the accumulating file of numbers

forms a reference library of permanent value

and unfailing interest.

$7. CQ secures 36 numbers, comprising 1,152 pages

newly engraved, beautifully printed classical

music, 576 pages of reading-matter, most carefully pre-

pared, and 36 frontispiece portraits.

<t J en ^^"' now, and $1.00 a month for six

*^ months, secures the set, 26 parts being de-

livered on receipt of the first payment.

BATES & GUILD CO
BO STON

^"wtm ilcnctl Sftetcl^ejg

By CHARLES HERBERT
WO O D B U R Y

Facsimile reproductions, full size of the

originals, printed on cream tinted paper,

I I .X 1 4 inches, and suitable for framing.

The Boston Transcript says :
—

No one equals Mr. Woodbury in his knowl-

edge of how to use with best effect the soft

lead-pencil ; his sketches are full of color, of

tone, of light; they are thoroughly artistic,

and nothing that we have seen lately ap-

proaches them for quality.

Set of Twelve, sent flat $3.00

BATES & GUILD CO.

42 CHAUNCY ST., BOSTON.

HALF-
MOROCCO
BINDING

BINDINGS
FOR

MASTERS IN ART
SUBSCRIBERS are urged to have their yearly volumes

bound, as no handsomer set of volumes are ob-

tainable for anything like the price these cost. We bind in

two styles— a green half-morocco, with green and gold

marbled paper sides, gold tooling and gilt top, and a brown

art buckram, with gold design, side and back, and gilt top.

Price for Binding Subscribers' Copiec

Half-Morocco, $2.00 Cloth, $1.50

The separate numbers must be sent to us postage or ex-

press prepaid, and plainly marked with the sender's name.

We prepa\ express in returning the bound volumes.

Bates & Guild Company, Boston, Mass.

In answering advertisements, please mention Masters in Art
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It Has Taught me all that a Teacher Could Have Taught,— How to Begin Right, How to

Avoid Difficulties, and the ' Tricks of the Trade.' "

CHARLES D. MAGINNIS

INLY practice will make an accomplished pen-draughtsman ; but this little

treatise teaches whatever can be taught of the art; namely, how to practise,

what "style" is, and how to attain it, what pens, inks, and papers have

been found most serviceable, how to use line and hatch, how to produce textures

and to represent various surfaces, values and colors, how to depict and treat de-

tails,— in a word, imparts a knowledge of all the ways, means, and processes that

experience has proved useful. The key-note of the book is practicality. Each of

the 7 2 illustrations is a specific example of some important method. It is written

interestingly and clearly. With this treatise at his elbow the draughtsman can

make most valuable use of his spare minutes.

Price, $i.oo. Postpaid

The Book Measures 7^x5 inches, Contains 130 Pages and 72 Illustrations, Is Printed on Heavy
Paper and Bound in Gray Cloth.

FOURTH EDITION.

IBatefi; & ^uilD Company, publi0l)fr0, 42 Cljaunc^ Street, 15o0ton, iSPatffi.

MASTER S IN MUSIC
Wf^at t()e €titi0 ^ap

:

Tlie aristocrat of musical {)iiblications.

— Times, Hamilton, Ont.

The idea is hapj)ily conceived and finely exe-

cuted.— Musical Record and Re'vien.v.

It promises to he a tremendous help to all lovers

and students of music.

—

Sentinel, Milwaukee,

Wis.

It is not too much to say that only wonls of

praise are required to describe it.— T/te Presto,

Chicago, 111.

Without exception the finest publication of the

kind that has ever co. ? to our attention.— T/ie

Cadenza.

This most excellent magazine should be in every

music-lover's library, for it is without doubt the

best work of the kind yet established.— The Excel-

sior, Omaha, Neb.

Evidently designed to fill a want in musical ed-

ucation. The venture should be ap|ireciated, as

the examples are progressive and well chosen.

— Eagle, Brooklyn, N . Y.

It is a unique musical publication, and every

student of music will rind it to be a condensation

of all that is desirable to know concerning one

of the great composers.

—

Sunday Courier, Buf-

falo, N. y.

' Masters in Music ' treats of the great composers as ' Masters in Art ' does of the great painters

and sculptors. It is $2.50 a year.

Send for miniature issue and descriptive circulars.

BATES &f GUILD COMPANY
BOSTON, MASS.

In answering advertisements, please mention Masters in Art
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BATES 6 GUILD COMPANY: PUBLICATIONS
;;!

THIS WORK MIGHT, WITH JUSTICE, HAVE BEEN NAMED
"COLONIAL FURNITURE," FOR IT ILLUSTRATES THE VERY

EXAMPLES FROM WHICH OUR COLONIAL DESIGNERS COPIED

E^nglish Household Furniture

Georgian Period ^ 100 Plates i

F'
OR hundreds of years English private col-

lectors have been acquiring the finest speci-

,
mens of Georgian furniture, and recently

more than a score of the most noted of them
contributed their finest pieces to a loan

exhibition at the South Kensington Museum. 348
specimens, the cream of the exhibition, were then
photographed, and these photographs are excellently

reproduced in this work. It will be evident that the
book presents the very finest examples of Georgian
(or Colonial) furniture now existing. The variety of

pieces shown is very great, and ranges from the

simplest to the most elaborately carved ; the photo-
graphs have been made expressly for use, with
visible scales; the index gives complete descriptive

details. Th*; book is worth its price to any one who
designs in the Colonial style because of its infinite

suggestivcness for all kinds of decorative detail in

that style, quite apart from the subject of furniture.

I:::.

In Portfolio, $10.00, Express Paid

Bound $13.00, Express Paid

UNIFORM IN SIZE AND GENERAL STYLE WITH « ENGLISH
COUNTRY HOUSES," "ENGLISH COUNTRY CHURCHES"

AND " MODERN FRENCH ARCHITECTURE."
DESCRIPTIVE LIST OF PLATES SENT

ON APPLICATION.

42 CHAUNCY STRELILT. BOSTON, MASS,

In answering advertisements, please mention Masters in Art
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