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Paul Cezanne flouted many of the conventions of traditional picture making
by using a unique and highly personal visual language, one that challenges
the viewer to make sense of his complex compositions and to experience the
medium and the image simultaneously, yet distinctly from one another. Some
of the most intriguing effects of Cezanne’s mature works stem from his use of
color to model forms and create idiosyncratic spaces within his compositions.
Moreover, he challenged traditional notions about what constitutes a finished
work of art. He used the term réalisation to express his search for pictorial
resolution—something that was more about the process and deciding at which
point in this process he had achieved his aim than about a preconceived idea
for a finished image." This was an elusive, lifelong pursuit and a new
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proposition with each picture. Thus, Cezanne left compositions in various
states of completion: some clearly unfinished and many in which passages
were left blank or only sketched in and that cannot be clearly

categorized.” While close looking reveals much about the artist’s methods,
scientific investigation of a selection of his watercolors and oil paintings has
enhanced our understanding of how he developed color, form, and space in
ways not fully visible on the surfaces of his works."” Focusing on five still lifes
from the Art Institute of Chicago and a private collection (with select
reference to other works), this essay unpacks the nonlinear character of
Cezanne’s working method and shows how he created his singular images by
manipulating the relationships between line and color, form and space, in
unique and deeply influential ways. In particular, we explore his incremental
process in these works, his meticulous approach to developing a sense of
space and atmosphere, and the remarkable ways in which he deployed the
color blue.

The painter gives concrete expression to his sensations,
his perceptions, by means of line and color.

—Paul Cezanne to Emile Bernard, 1904

Cezanne’s process was exploratory. It was guided by intense observation of
his subjects, but he improvised as he went along, seeing new possibilities for
his compositions in the physical act of laying down paint, graphite, and
watercolor rather than adhering to a predetermined course.”™ In the works we
studied, Cezanne’s handling of watercolor can be distinguished from that of
oil paint even though he manipulated both to vary their fluidity and
opacity.’”’ He left regions of the supports unpainted, exploiting the color and
reflective properties of his white papers and light-toned canvas

primings.”! Notably, his work in both media shows a distinctive approach to
the construction of a composition, one that is characterized by incrementally
building up forms through line and color. Cezanne once declared, “I am
pursuing success through work,” and, in contrast to the polished surfaces of
the more academic painters of his time, he allowed different stages of the
creative process—of his “work”—to be seen in the final image."” Among the
watercolors we studied, we found that the artist’s technique did not involve
subtractive methods; he did not erase graphite lines or scrape, blot, or wipe
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watercolor washes in order to lighten passages of paint or create highlights,
or to make adjustments to forms.” In the oils we found no evidence that he
had scraped or wiped away unwanted paint layers."'” As a work progressed,
Cezanne continually adjusted and reassessed the overall effect of his
composition, but he added on top of what he had already laid down and did
not conceal traces of this process. In one particularly striking example of
this, The Vase of Tulips (c. 1890; cat. 8), an orange that Cezanne painted over
at the lower left edge of the vase remains partially visible through his open
brushwork.™"!

Cezanne’s specific approach to various media is perhaps most clearly
illustrated with respect to his watercolors and oils of the same subject.
Because many of the still-life watercolors from the last decades of his life are
on a large scale and show a high level of finish, scholars interpret them as
independent works of art rather than as sketches or studies in the service of
the oil paintings."* Cezanne frequently painted the same subject in both
watercolor and oil as a means of examining his subjects through the unique
properties of each: to explore his own sensitivity to perception or to discover
variations in tone, atmosphere, or psychological effect resulting from the
different mediums. To this end, the strong and convincing effects of light that
are possible with watercolor often stand in contrast to the more solid and
opaque qualities of oil paint that convey material substance.!"” For instance,
when we compare the watercolor The Three Skulls (1902-6; cat. 13) and the
related oil painting Three Skulls on a Patterned Carpet (1904; see fig. 13.1),
we find that Cezanne explored the motif in very different ways in the different
media. The works are close in size and present the subject from a similar
vantage point. In the oil, the artist covered the entire surface with paint and
apparently reworked it several times.!'* The dark, rich tones lend the
composition a heavy atmosphere and gravity more befitting a

traditional vanitas image, particularly in the rendering of the skulls, where
the range of deep-beige colors conveys the hue of aged bone. In the
watercolor, by contrast, he left the ivory paper liberally exposed through and
between thin veils of vivid watercolor, imparting an unexpected lightness and
ephemeral quality to the somber subject.

In the majority of his watercolors, Cezanne left the graphite drawing visible to
some extent instead of concealing it with subsequent layers. In fact, and in
contrast to the work of most of his peers, the drawing plays an integral role in
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Cezanne’s final images, doing more than providing an initial guide for placing
washes. His watercolors feature a characteristic interplay of line and color
that prompts us to continually shift our attention back and forth between the
paper, paint, and pencil marks in order to understand how a given subject sits
in space. In The Three Skulls (see fig. 1), for instance, the drawing, layered
watercolor washes, and bright paper support contribute actively and
dynamically to the overall image. Cezanne established the major design
elements—the skulls, undulating carpet, foliage in the textile pattern, table
edges beneath the cloth, and horizontal chair rail—with repeated graphite
lines that are more evident in the reflected infrared (IR) image of the

work (fig. 2).!"” His pencil handling here was loose and free. To help define
forms—particularly contour and shading within the skulls—he left parts of his
sketch visible beneath transparent washes and in paper reserves. Indeed, the
visual and physical characteristics of the ivory wove paper that the artist
chose to use for this work played a key role in the outcome and reflect his
larger concern with materials. The relatively smooth surface allowed Cezanne
to sketch rapidly and to control the flow of dilute washes in even areas of
color. The support also effectively reflects light through the transparent
watercolor and from unpainted areas, enabling him to achieve the brilliance
described above. In his rendering of the skulls, graphite drawing and
watercolor washes often function autonomously, conveying different optical
and tactile information in addition to being superimposed. As curator
Matthew Simms has put it, the mediums “state the same information twice in
two different visual languages.”!'® Here, the artist used loose graphite lines
to establish the skulls’ curvature as well as interior contours and quick zigzag
marks to indicate the shadows but relied heavily on pale washes and brilliant
white reserved paper to convey the surface of the bone (see fig. 1).!"”! He
concentrated his watercolor applications in the recesses and spaces around
the skulls, where they convey volume and shadow. Cezanne employed
watercolor and graphite similarly in his treatment of figures as well. In Man
Wearing a Straw Hat (1905-6; cat. 14), line and color commingle but also
function independently within the image. Patches of watercolor and blank
paper, which evoke the play of light and shadow on the sitter’s face, are not
tied to the boundaries of the pencil drawing demarcating the man’s facial
features (see fig. 3).
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FIGS. 1-3

Fig. 1
Detail of the skulls in Cezanne's The Three Skulls (1902-6; cat. 13) showing the interpla

Among the oil paintings that we studied, the presence and extent of
underdrawing vary; more to the point, although it is sometimes visible on the
surface, this element is not an integral part of the image, as it is in many of
Cezanne’s watercolors."? It provided a general plan for the composition
rather than a rigid framework to be followed as he applied his paint. As the
artist’s ideas evolved, he adjusted or veered from the drawn composition to
suit his painting. This is most apparent in The Basket of Apples (c. 1893; cat.
10). The IR reflectograph of this work (fig. 4) reveals that Cezanne executed a
fairly detailed underdrawing in a dry, carbon-based material (possibly
charcoal), roughly mapping out the major elements of the

composition."”’ From the outset he had planned some of the aspects that
contribute to the finished piece’s slightly off-kilter perspective, including the
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disjunct parts of the front table edge and the tilted position of the bottle
(though both were modified in the painting stage). Cezanne further developed
areas of the composition with a black “painted underdrawing” applied by
brush in long, fluid strokes.”” With the aid of IR, we see this mainly among
the apples, the folds of the white cloth, and the biscuits. While the artist did
not introduce major changes to his dry underdrawing at this stage, he did
make numerous small adjustments to the placement and edges of the forms,
and also emphasized contours. Both the dry and painted underdrawing are
mostly concealed by paint in the finished image, but Cezanne added linear
brushstrokes at different stages of painting to reinstate the edges of forms or
to separate objects that overlap one another—for example, along the contours
of the fruit.

Fig. 4
IR reflectograph detail of The Basket of Apples (c. 1893; cat. 10) showing the
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underdrawing that Cezanne used to sketch in the table and the white cloth.
The Art Institute of Chicago, 1926.252.

I proceed very slowly. Nature presents itself to me with
great complexity, and improvements to make are endless.

—Cezanne to Bernard, 1904%"

In the works we analyzed, Cezanne’s method of building volume and space
through patches and strokes of color was distinctively methodical and
cumulative. He densely layered watercolor to gradually develop color and
form, allowing layers to dry before superimposing more paint. This patient
approach was integral to his process; due to the transparency of the medium
and the tendency for colors to dull when mixed or layered in certain
combinations, he did not have the freedom to repeatedly revisit and rework
the watercolor surfaces to the extent that he did in his oil paintings. To return
to an illustrative example: Cezanne recorded the rich colors and pattern of
the ornate textile in The Three Skulls (cat. 13) by applying more opaque
watercolor over densely layered transparent washes (see fig. 5). He
juxtaposed and manipulated inherently transparent and opaque pigments of
the same color group and varied the dilution of individual hues to generate
optical brilliance. For the red floral forms, for instance, the artist layered
vivid strokes of a transparent red lake of animal origin, likely cochineal, with
patches of opaque orange-red vermillion. He rendered the foliage patterns in
emerald green, diluting it to achieve a range of green hues across the design.
In contrast to the deep, transparent strokes of indigo applied along the
contours and in the recesses of the skulls and in intermittent touches
throughout the textile, Cezanne employed cobalt blue, one of the most opaque
blue watercolor pigments available to him, to delineate the pattern in short,
broken strokes. He layered it on top of other colors without precise adherence
to contours. The densest strokes of cobalt blue and emerald green are matte
and conceal the paper surface, adding a subtle textural contrast.”!
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Fig. 5

Detail of the textile in The Three Skulls (1902-6; cat. 13) showing Cezanne's
dense layering of opaque and transparent watercolor applications. The Art
Institute of Chicago, 1954.183.

Cezanne incorporated textiles into many of his still-life compositions,
interwoven with the other objects as important structural features, giving
them sustained attention as he constructed their forms through superimposed
strokes of paint.”*” In The Basket of Apples, the jagged folds of the white cloth
appear more like facets of a solid mass than like tented fabric (see fig. 6). The
artist provisionally indicated these folds and creases in the underdrawing and
then modified the design with his painted lines before shifting yet again while
painting. He suggested the planes of fabric almost exclusively through subtle
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chromatic shifts instead of tonal modeling, a process he referred to as
“modulation.”® The cloth is actually not white at all but a range of pale pink,
yellow, blue, green, and gray hues, carefully calibrated using mixtures of
pigments including lead white, emerald green, viridian, Prussian blue, and
ultramarine blue. The red vermillion border, which was added in the final
stages of painting, often diverges from the edge that it nominally follows; at
the peak of the cloth, the red band continues independently, relatively
uninterrupted even though the fabric is crumpled. Cezanne indicated only a
slight shadow or depression through a subtle contrast of complementary
hues, applying a thin stroke of green on top of the vermillion near the center
of the red band."’




Fig. 6

Detail of the white cloth and fruit in The Basket of Apples (c. 1893; cat. 10)
showing how Cezanne built form by superimposing strokes of color. The Art
Institute of Chicago, 1926.252.

The artist deliberated over the relationship between the cloth and the fruit,
working back and forth between them. He first painted the two apples (or
oranges?) near the base of the bottle in an arrangement similar to the
overlapping pair immediately to the right. After the surface had dried, he
added two prominent strokes of light-greenish gray to suggest that additional
sections of cloth partially obscure both pieces of fruit. These late-stage
brushstrokes imply rather than portray the fabric, compelling the viewer to
read them first as paint and then, within the context of the painting, as part of
the cloth. The ragged edges of the brush-marks register the action of
Cezanne’s hand as he dragged the paint over the earlier layers, preventing a
purely representational reading of the strokes. As Elisabeth Reissner has
pointed out, Cezanne’s interest was not in copying or imitating what he
observed “but, rather, representing, interpreting or finding material
equivalents for his sensory experiences.”® Other final touches confound our
ability to distinguish which objects are in front of which. For instance, the
artist added some of the dark blue-gray strokes that emphasize shadowed
folds last; as a result, even though they should visually recede behind the
surface planes of the fabric, they are physically on top of them. These dark
contour strokes are often near, but not exactly at, the fabric’s edges and
make discrete passages challenging to decipher (see fig. 6). Although we can
speculate, we cannot know whether particular pictorial effects are
expressions of the complexities of visual perception, incidental consequences
of Cezanne working on passages in isolation, or intentional responses, the
result of choices he made as he reviewed the marks he had already laid down
and developed the overall work in progress.™”

Areas left blank or unresolved, even in Cezanne’s more finished works, can
introduce ambiguity into the overall effect of his compositions, especially with
respect to how objects relate to each other in space. Curtain, Pitcher, and a
Fruit Bowl offers a compelling example of how this operates with respect to
an apparently deliberately unfinished passage: a few disconnected
brushstrokes of green paint near the center of the composition are partial
indications of a form that Cezanne never fleshed out (fig. 7). We cannot be
certain whether these marks were the beginning of a piece of fruit, the
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original placement of the green pear to the left, or something else entirely.
What is clear is that the artist purposefully preserved these marks in the
composition by reserving the area around them and leaving the adjacent
lemon only partially realized. By contrast, he built up other areas of the
painting such as the stack of fruit at upper right. Here he completely covered
the ground layer with successive strokes of overlapping color; even the
spaces between the fruit are built up just as densely as the apples and
oranges. The edge of the fruit that emerges from behind the stack on the
lower right side of the plate sits entirely in shadow, but examination under
the microscope revealed that it was originally painted in a vivid reddish-
orange hue, similar to the fruit that sits in front of it. This dark-green layer of
paint establishes a crucial balance in the composition by grounding the pile,
which otherwise appears to float, along with the white plate, just above and
beyond the table surface.

11



Fig. 7

Detail of the white cloth and fruit in Cezanne's Curtain, Pitcher, and a Fruit
Bowl (1893-94;: FWN 854) showing an unresolved area of the composition.
Private collection.

We observed similar undeveloped passages in Cezanne’s watercolors as well.
In The Three Skulls, the artist did not elaborate the edge of the picture frame
on the right side or the border of the textile at the lower edge of the
composition, nor did he fully describe the background wall with watercolor
washes; he did flesh out these elements in the oil painting of this subject (see
fig. 13.1). In another watercolor, Montagne Saint-Victoire (The Arc Valley) (c.
1885; cat. 5), Cezanne left the trees in the foreground and at the lower left
base of the mountain unfinished, rendered mostly in graphite with minimal

12
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wash. He painted these areas more fully in an oil painting that closely relates
to the watercolor composition Mont Sainte-Victoire (1886-87; FWN 234).%%
Comparison suggests that the leafless tree trunks in the watercolor—which
may be read as regions of reflected light—were simply not painted. Viewers
may also see some ambiguous drawn marks that Cezanne left unpainted, such
as those at the lower left base of the mountain and above the yellow house;
these areas were not developed in the oil either.

Light through the overall play of reflections is the
enveloping atmosphere.

—Cezanne to Bernard, 1905%"

Our investigation of how Cezanne painted backgrounds and the interfaces
between objects and optical planes shows that he aimed to capture his
subjects’ interactions with their environment as well as the skulls, apples,
flowers, and so on themselves."”” Imaging techniques proved particularly
useful in visualizing the artist’s treatment of the spaces behind and around
objects, revealing aspects of his technique that are not apparent to the naked
eye. In this study, we deployed macro-X-ray fluorescence (XRF) scanning,
which records the distribution of individual chemical elements across the
surface of the painting (commonly called elemental maps), and hyperspectral
imaging, which provides data on the reflective properties of

pigments.”®"! Together, these imaging techniques revealed the delicate
relationships that Cezanne built between objects and their background. They
also shed light on how he relied on subtle tonal variation to portray his
sensations. These variations are holistically perceived by the viewer but are
often too subtle to be easily distinguished without the aid of scientific
visualizations.

The Plate of Apples (c. 1877; cat. 2) offers a clear demonstration of this
phenomenon and its wider implications. Behind the still-life arrangement in
this painting, Cezanne depicted the distinctive wallpaper—yellow with blue
lozenges—from his rue de 1’'Ouest apartment in Paris that features in several
other still lifes from the 1870s and 1880s (see, for example, Still Life: Flask,
Glass, and Jug [c. 1877; FWN 738)] and Madame Cezanne in a Red
Armchair [c. 1877; FWN 443] [see fig. 2.2]). Here, the artist simplified the

13
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design to three blue crosses on a variegated yellow background. IR
examination reveals that indications of its linear diamond pattern appear in
his underdrawing, but in paint, Cezanne only suggested the pattern on the
surface with varying shades of yellow. He applied the paint with remarkable
thickness in some passages, paying considerable attention to the areas where
forms interact. This is apparent in the raking-light (fig. 8a) and transmitted-
IR (fig. 8b) images, which give an indication of surface topography and paint
density, respectively. The former shows areas where the thick yellow paint
from the wallpaper actually protrudes over the tablecloth and the fruit dish.

Fig. 8a
Raking-light image of Cezanne's The Plate of Apples (c. 1877; cat. 2) showing
the morphology of the paint application. The Art Institute of Chicago, 1949.512.

14
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Fig. 8b

Transmitted-IR image of Cezanne's The Plate of Apples (c. 1877 cat. 2)
showing the density of the paint application: the darker the image, the more
dense the paint. The Art Institute of Chicago, 1949.512.

The IR false-color image of this work registers subtle or otherwise
imperceptible aspects of Cezanne’s painting technique, specifically the
complexity of his paint manipulation and layering.”* Pigments that have a
similar color in visible light but behave differently in the presence of IR
radiation display different false colors, allowing us to capture a unique
visualization of the artist’s admixtures and applications (see fig. 8c). To
create the apparent “yellow” background of the wallpaper, the artist mixed an
array of pigments—yellow ochre, chrome yellow, emerald green, ultramarine

15
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blue, vermillion, bone black, and lead- and zinc-based whites—in varying
combinations and proportions.”®” It should also be noted that his use of
equally intense color in the foreground and background areas of the painting
compresses the pictorial space and more generally affects the viewer’s
perception of depth: the blue lozenges were painted with an ultramarine blue
that is just as intense as the floral motifs on the tablecloth, so they appear to
advance in front of the yellow background and optically float on the same
plane as the tablecloth.

Fig. 8c

IR false-color image of Cezanne's The Plate of Apples (c. 1877; cat. 2), which
provides a visual representation of both IR radiation and visible light, making
otherwise-difficult-to-perceive differences among pigments more obvious. The

16
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Art Institute of Chicago, 1949 512.

We find a similarly impactful use of modulated color in The Vase of

Tulips (cat. 8). The background ostensibly represents a uniform,
monochromatic wall, yet the artist enlivened this surface with tonal
variations. In this case as well, the IR false-color image enhances these
variations, making Cezanne’s subtle manipulations more legible. Observations
under the microscope indicated that the cyan shades of the background were
created by varying mixtures of pigment.”* These include ultramarine blue,
emerald green, viridian, and vermillion mixed with lead- and zinc-based
whites (see fig. 9)."°"' The IR false-color image together with macro-XRF
scanning maps allowed us to study this complex mixing and application in
greater detail. They revealed that Cezanne used different mixtures to achieve
visually similar hues; this is indicated by the presence of both blue and pink
areas in the background in the IR false-color image (fig. 10). He added
vermillion in different concentrations to impart a more purple hue in some
regions and distributed the lead- and zinc-based whites unevenly as well; use
of the latter was concentrated along the right side of the background, but the
reasons for this are difficult to infer.”"

17


https://www.artic.edu/digital-publications/47/cezanne-paintings-and-watercolors-at-the-art-institute-of-chicago/349/cat-8-the-vase-of-tulips-c-1890

Fig. 9

Photomicrograph of Cezanne's The Vase of Tulips (c. 1890; cat. 8) showing a
detail of the cyan background. Magnification reveals that the cyan color is
composed of a complex mixture of blue, green, red, and white pigments. The
Art Institute of Chicago, 1933.423.
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Fig. 10

Left: IR false-color image of Cezanne's The Vase of Tulips (c. 1890; cat. 8)
showing the use of pigments with different reflective properties in the IR range
that appear similar to the naked eye. Right: Elemental maps showing the
distribution of the following: (a) cobalt blue (cobalt); (b) viridian and lead
chromate (chromium); (c) emerald green (arsenic); (d) emerald green (copper);
(e) vermillion (mercury); (f) zinc-based white (zinc); (g) lead-based pigments
(lead); (h) likely a barium-based extender (barium). The Art Institute of
Chicago, 1933.423.

Imaging techniques also show that Cezanne reworked the background in The
Vase of Tulips, making fine adjustments to local tonal relationships in distinct
stages. He revisited the area to the left of the vase, working just up to the
edges of preexisting forms (see fig. 11). His deliberate brush-marks and the
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way in which the background color intensifies as it closes in around the apple
pulls this part of the wall forward onto the same plane as the flowers, the
table, and the fruit. These subtle modulations create an active and pulsating
space around the still-life arrangement where foreground and background
converge.

Fig. 11

Detail of the background of The Vase of Tulips (c. 1890; cat. 8) showing an area
that Cezanne reworked around the existing flowers as he fine-tuned his color
relationships. The Art Institute of Chicago, 1933.423.

Such attention to the nominal background is not unusual for Cezanne. A
conversation reported by the French poet and art critic Joachim

20


https://www.artic.edu/digital-publications/47/cezanne-paintings-and-watercolors-at-the-art-institute-of-chicago/349/cat-8-the-vase-of-tulips-c-1890

Gasquet—perhaps with lyrical embellishment—seems to capture the nuanced
and very particular way in which the artist perceived the atmosphere that
envelops things. Responding to Gasquet’s observation that “Provence is often
gray,” Cezanne replied “Never. Maybe silver. Blue, bluish ... Never gray, not
so much gray as glaring, yellow, flashy, like confetti that confuses all these
observers who see nothing.””®” The multitude of colors and the
impressionistic brushwork that Cezanne used in the background of Curtain,
Pitcher, and a Fruit Bowl (see fig. 12a) come together in an overall hue that
would be difficult to describe with a single name. “Gray” certainly seems
inadequate. The palette he used in this painting is consistent with the
pigments we identified in the other still lifes we studied, but here he amplified
the intensity of the background colors and applied his paint with more
emphatic brushstrokes (see fig. 12b). The ultraviolet-induced luminescence
image (fig. 12c) shows the distribution of a red lake pigment of plant origin,
likely madder, that appears brilliant orange under this type of lighting.”® The
artist applied the red lake in quick, zigzagging, and linear strokes that
animate the space around the apples and subtly direct the viewer’s eye to
disparate regions of the composition.

FIGS. 12A-C

Fig. 12a
Detail of Cezanne's Curtain, Pitcher, and a Fruit Bowl (1893-94; FWN 854) in visible ligh

Cezanne paid particular attention to subject-background spatial relationships
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and the junctures of forms in his late watercolor still lifes as well. In The
Three Skulls, he defined the plane of the background wall with overlapping
transparent washes below the chair rail and the reserved paper above.
Loading his brush with dilute wash, the artist painted a few vertical
brushstrokes side by side, allowing the wash to flow laterally and merge
seamlessly on the sheet into amorphous patches of transparent color. Once
those were dry, he applied adjacent and overlapping patches using the same
method; building up a sense of solidity in this way, Cezanne retained purity
and clarity of color in some areas while also creating new colors through
optical mixing in areas where colors overlap. Additionally, Cezanne left a
large portion of the top of the sheet in reserve; the wall is merely implied,
with sparse patches of carefully placed wash concentrated above the chair
rail and in the space behind the uppermost skull.

Nature exists for us humans more in depth than in the
surface. Therefore, into our vibrations of light,
represented by reds and yellows, we need to introduce
sufficient blues to make one feel the air.

—Cezanne to Bernard, 19045

While Cezanne clearly pondered the relationships between his still-life objects
and their surroundings, he extended this intensity to portraying space without
walls, often by deploying the color blue. Indeed, previous researchers have
noted his distinctive use of this color along the edges of forms and in the
interstitial spaces, which prompted us to examine it in more detail."*" He
called upon blue as color, line, and shadow, and also to evoke space and
atmosphere—possibly to represent the air between objects or even, as art
historian Yve-Alain Bois has suggested, to allow his works to “breathe.”™" So
by way of conclusion, we will take a closer look at the ways in which Cezanne
handled blue in several works—characteristically taking materials and a color
available to everyone and, through his handling of it at every level (the
pigment, the brushstroke, the reiteration), making it recognizably and
incontrovertibly his own.

The flexibility of blue is particularly apparent in Cezanne’s
watercolor Pistachio Tree at Chdteau Noir (c. 1900; cat. 12). Over his pencil
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rendering of branches, the artist added a network of short, narrow strokes of
cobalt blue, along with yellow ochre, to convey the volume of the limbs."** He
placed them primarily on the underside of the branches, where blue connotes
shadows, while placing the yellow on their upper surfaces to indicate
reflected light. Complementing this more focused use of the color, dilute
cobalt blue washes suggest dappled patches of sky between the branches.
Cezanne also applied similar blue washes over portions of the thick tree
trunk, varying the intensity of the hue. As these patches expand beyond the
pencil lines tentatively marking the trunk’s boundaries, the function of blue
shifts to evoke the air surrounding the more substantial elements of the
landscape.

In Man Wearing a Straw Hat, the artist developed yet another way to deploy
blue, using shimmering and dynamic marks to render sensations of light and
air. He added short, intermittent strokes of bright cobalt and Prussian blue,
indigo, and mixed purple.*” These mark the borders of forms in an imprecise,
almost agitated manner that is particularly evident throughout the center of
the figure. Cezanne avoided precisely placed outlines and instead suggested
definition with linear fragments that hover above and around elements such
as the hands, legs, and coat lapels (see fig. 13), conveying energy and
vibrancy as well as form.
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Fig. 13

Detail of the man's torso from Man Wearing a Straw Hat (1905-6; cat. 14)
showing Cezanne's use of short, linear strokes of blue watercolor that hover
near the edges of the hands, leg, and jacket lapels. The Art Institute of
Chicago, 1983.1498.

In other watercolors, though, Cezanne calibrated the effect of his blues both
by diluting the intensity of the hue and layering it with strokes and patches of
other colors. In The Three Skulls, he used indigo for the darkest marks, where
it appears almost—but not quite—black, as seen in the brushstrokes marking
the contours of the skulls and shading their recessed cavities (see fig. 1).
Upon close inspection, the “dark blue” areas between the skulls are actually
densely overlapping strokes of red and blue watercolor, a variegated surface
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of rich, saturated color that activates the otherwise empty space.

In the oils studied, Cezanne’s “blue” is rarely a consistent color across a
work, often ranging from blue to purple to blackish. He adjusted his blue
paint mixtures in order to create a range of nuanced hues, combining it with
other pigments and modifying the fluidity of his brushstrokes with solvents
and mediums, which allowed him to vary the opacity and hue. Although these
intricacies become less perceptible with increased viewing distance, the
variations in color and transparency imbue the work with a dynamic,
vibrating rhythm, especially where repeated lines vacillate along the edges of
painted forms, such as the undulating leaf edge in The Vase of Tulips (see fig.
14).

Fig. 14

Detail of a leaf from Cezanne's The Vase of Tulips (c. 1890; cat. 8) showing the
delicate blue lines that float along the upper edge. The Art Institute of Chicago,
1933.423.
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Cezanne’s unconventional use of blue to convey the fullness of the space
around objects epitomizes the way in which his complexly layered surfaces
and sometimes puzzling arrangements constitute new ways of representing
form and space and, with close looking, draw the viewer’s attention to the
process of painting. Cezanne used his materials to translate observations and
sensations that were filtered through his own subjective experiences, creating
enduring images that capture not nature itself but, as he put it, “a harmony
parallel to nature.”™*

Editor’s note: This essay was first published in the exhibition catalogue
Cezanne as Kim Muir et al., “/A Harmony Parallel to Nature’: Color, Form, and
Space in Cezanne’s Watercolors and Oil Paintings,” in Cezanne, ed. Achim
Borchardt-Hume et al., exh. cat. (Art Institute of Chicago, 2022), 47-59.

NOTES

1. Cezanne's pursuit of réalisation in his art, and his struggles to achieve it, is a
persistent theme in his late correspondence. See, for example, Paul Cezanne
to various recipients in Alex Danchev, ed. and trans., The Letters of Paul
Cézanne (). Paul Getty Museum, 2013), 332, letter 231; 333, letter 232; 346,
letter 242; and 373, letter 269.

2. For discussion of the issue of finish in Cezanne's work, see Evelyn Benesch,
“From the Incomplete to the Unfinished: Réalisation in the Work of Paul
Cézanne," in Cézanne: Finished, Unfinished, ed. Felix Baumann et al. (Hatje
Cantz, 2000), 41-61,; and Elisabeth Reissner, "Ways of Making: Practice and
Innovation in Cézanne's Paintings in the National Gallery," National Gallery
Technical Bulletin 29 (2008): 20-23.

3. The works discussed in this essay were studied using binocular and digital
microscopy; X-radiography; reflected- and transmitted-infrared, ultraviolet-
Induced luminescence, and hyperspectral (HSI) imaging; and X-ray
fluorescence spectroscopy (XRF), in some cases supplemented by macro-XRF
scanning and Fourier-transform infrared reflectance spectroscopy (FTIR). The
current research was supplemented by previous pigment analysis using
polarized-light dispersion microscopy (PLM) carried out by Inge Fiedler, former
Conservation Microscopist at the Art Institute of Chicago, on The Plate of
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Apples (cat. 2).

Paul Cezanne to Emile Bernard, June 27, 1904, in Danchev, Letters, 339, letter
235.

This work builds on a growing body of technical studies of Cezanne's work.
See Marigene H. Butler, "An Investigation of the Materials and Technique Used
by Paul Cézanne," in AIC Preprints, American Institute for Conservation 12th
Annual Meeting, Los Angeles, 1984 (American Institute for Conservation,
1984), 20-33; Charlotte Hale, "A Template for Experimentation: Cézanne's
Process and the Paintings of Hortense Fiquet,” in Dita Amory et al., Madame
Cézanne, exh. cat. (Metropolitan Museum of Art, 2014), 45-71; Laura Neufeld,
“Belle Formule: Materials and Methods in Cézanne's Watercolors,”" in Cézanne
Drawing, ed. Jodi Hauptman and Samantha Friedman, exh. cat. (Museum of
Modern Art, 2021), 200-205; Elisabeth Reissner, “Transparency of Means:
‘Drawing' and Colour in Cézanne's Watercolours and Oil Paintings in the
Courtauld Gallery," in The Courtauld Cézannes, ed. Stephanie Buck et al., exh.
cat. (Courtauld Gallery; Paul Holberton, 2008), 49-71; Reissner, "Ways of
Making," 4-30; Marjorie Shelley, "Cézanne as Draftsman: Sketchbooks and
Graphite Drawings,” in Amory et al., Madame Cézanne, 107-45; Fabienne
Ruppen, “Tackling Cezanne's Paper: On the Reconstruction of Loose Sheets,”
In Fabienne Ruppen, Walter Feilchenfeldt, and Yuval Etgar, Reconstructing
Cezanne: Sequence and Process in Paul Cezanne’s Works on Paper, exh.

cat. (Ridinghouse; Luxembourg and Dayan, 2019), 16-44; Anya Shutova and
Barbara Buckley, “Materials and Technigues: A Study of Cézanne's Paintings in
the Barnes Foundation,” in Cézanne in the Barnes Foundation, ed. André
Dombrowski, Nancy lreson, and Sylvie Patry (Rizzoli Electa, 2021), 31-57; and
Faith Zieske, "Paul Cézanne's Watercolors: His Choice of Pigments and
Papers,” in The Broad Spectrum, ed. Harriet Stratis and Brit Salvesen
(Archetype, 2002), 89-101.

Visual examination suggests that Cezanne manipulated his oils with mediums
and thinners to achieve a range of consistencies, but, even when thinly
applied, the oil paint retained a level of opacity and body that distinguishes it
from the more fluid, transparent watercolor. Cezanne rarely used transparent
glazes in his oil paintings; for examples, see Reissner, “Ways of Making,"
22-23; and Hale, "Template for Experimentation,” 58.

For discussion of Cezanne's interest in the formal possibilities of blank paper
and unresolved areas, see Jodi Hauptman, "Cézanne's Drawings: A
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10.

11.

12.

!

Graphology,” in Hauptman and Friedman, Cézanne Drawing, 17-18; and Hale,
“Template for Experimentation,” 67.

Paul Cezanne to Joachim Gasquet, July 8, 1902, in Danchev, Letters, 322,
letter 218.

Shelley discusses the conspicuous absence of reductive techniques, such as
erasing and stumping, in Cezanne's drawings ("Cézanne as Draftsman,”
117-18); and Neufeld reports that in the drawings and watercolors she
studied, Cezanne did not erase his graphite drawing and incorporated
corrections into his images ("Belle Formule,” 202).

Recent research on the Barnes Foundation's significant collection of
Cezanne's oil paintings has revealed evidence that the artist scraped, wiped,
and abraded paint layers to achieve various effects in a significant number of
works. See Shutova and Buckley, “"Materials and Techniques,” 45 and 49. Until
now, few examples had been reported: Anthea Callen describes instances of
scraping in Cezanne's early knife paintings; see her The Work of Art: Plein-Air
Painting and Artistic Identity in Nineteenth-Century France (Reaktion Books,
2015), 109; and Hale discusses an example of Cezanne scraping earlier paint
layers on a repurposed canvas (“Template for Experimentation,” 60). Reissner
found no evidence that Cezanne had scraped away unwanted layers in her
study of his paintings at the National Gallery, London (“Ways of Making,” 15).
Technical examination of more of Cezanne's works will no doubt enhance our
understanding of the artist's working process.

Technical imaging revealed that Cezanne originally painted a different
arrangement of at least four pieces of fruit in the lower left corner of this
painting; the other pieces of fruit are more obscured by the subsequent paint
layers. Due to Cezanne's use of vermillion (mercuric sulfide) to paint the
earlier pieces of fruit, they are more clearly visible in the macro-XRF
elemental map of mercury (see fig. 10).

See Carol Armstrong, Cézanne in the Studio: Still Life in Watercolors, exh. cat.
(J. Paul Getty Museum, 2004), esp. 75-92; and Reissner, "Ways of Making,"
11. Neufeld notes that Cezanne's early watercolors, by contrast, were often
studies for his oils ("Belle Formule,” 203). Three of the Art Institute’s
watercolors—The Three Skulls (cat. 13), Montagne Saint-Victoire (The Arc
Valley) (cat_5), and Man Wearing a Straw Hat (cat_14)—have cognates
painted in oil. By contrast, only Study for the Card Players (cat_9) is properly
a figure study for an oil painting.
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13.

14

15.

16.

17.

18.

Although Cezanne's work in both media has been characterized as slow and
methodical, a watercolor could typically be completed much more quickly
than an oil painting. Cezanne's more ambitious watercolors were likely carried
out over multiple working sessions; see Neufeld, "Belle Formule,” 204 and
205n19. Several references in his letters describe him working months or
even years on his oil paintings. The different speeds of execution may
therefore have impacted his choice of one medium over another. See Caitlin
Haskell, "Cezanne's Refusal,” in Cezanne, ed. Achim Borchardt-Hume et al.
(Art Institute of Chicago, 2022), 41-42, for a discussion of the relationship
between works of the same subject in different media.

See Paul Smith, "Cézanne's Colour Lab: Not-So-Still Life," in The World Is an
Apple: The Still Lifes of Paul Cézanne, ed. Benedict Leca, exh. cat. (Art Gallery
of Hamilton; D. Giles, 2014), 115 and 123; and Birgit Schwarz, "Cat. 56: Three
Skulls on a Patterned Carpet,” in Baumann et al., Cézanne: Finished,
Unfinished, 240.

The reflected-IR image was captured with a Sinarback eVolution 86H digital
back equipped with optical filters (850-1000 nm). For more information on
camera filtering systems, see Giovanni Verri and David Saunders, “Xenon

Flash for Reflectance and Luminescence (Multispectral) Imaging in Cultural
Heritage Applications,” British Museum Technical Bulletin 8 (2014): 83-92.

Matthew Simms, "Painting on Drawing: Cézanne's Watercolors,” in Cézanne in
Focus: Watercolors from the Henry and Rose Pearlman Collection, ed. Laura
M. Giles and Carol Armstrong, exh. cat. (Princeton University Art Museum,
2002), 19.

Examination under ultraviolet radiation suggests that some portions of the
sheet that appear unpainted may be covered with very pale washes that have
faded, including areas of the lower left skull and of the textile in the lower left
quadrant. Alterations to the original materials may significantly affect color
relationships and the reading of space within Cezanne's works. The original
appearance of all the watercolors that we studied has changed to some
extent due to light exposure, causing pigments to fade or the discoloration of
paper supports.

Visible underdrawing has a significant presence in some of Cezanne's oil

paintings; see, for example, Still Life with Plaster Cupid (c. 1894; FWN 692).
The underdrawing of the apples is visible through thin paint layers in a few
places, and Cezanne even purportedly drew on top of the paint in one area;
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19.

20.

21,

22.

23.

see Courtauld Institute Galleries, Impressionist and Post-Impressionist
Masterpieces: The Courtauld Collection (Yale University Press, 1987), n.p., cat.
28: see also Reissner, “Transparency of Means,” 54.

The IR reflectograph was captured with a Goodrich/Sensors Unlimited
SU640SDV-1.7RT with Jfilter (1500-1700 nm).

The term "painted underdrawing” is often used in reference to Cezanne's
painting technique to describe a specific aspect of compositional planning. It
consists of linear brushstrokes employed to essentially “draw in paint” the
outlines of his subjects and is distinct from both dry-medium underdrawing
and more broadly applied passages of dilute paint that provide initial washes
of color. See Reissner, "Ways of Making," 14.

Paul Cezanne to Emile Bernard, May 12, 1904, in Conversations with Cézanne,
ed. Michael Doran, trans. Julie Lawrence Cochran (University of California
Press, 2001), 30, letter 2.

The pigments listed were inferred using the techniques indicated in
parentheses: anthraquinone of animal (likely cochineal) origin (HSI), emerald
green (XRF, HSI), cobalt blue (HSI, XRF), vermillion (HSI, XRF), and indigo
(HSI). Among the watercolors and oil paintings analyzed, the detection of
copper and arsenic in the green paint, along with the bright-green pigment
particles observed under microscope examination of the artwork, suggested
the presence of emerald green rather than the less commonly used Scheele's
green, another copper-arsenic-based green pigment also available at the
time. Analysis was performed using a Bruker ArTAX micro-XRF spectrometer
(Rontec AG, XS-3, Mo, 50kV, 200s acquisition time). Hyperspectral imaging
was undertaken using a Resonon Pika Il pushbroom in the 400-1000 nm
range, calibrated using a 99% Spectralon reflectance standard; see Marc
Vermeulen et al., "Application of Uniform Manifold Approximation and
Projection (UMAP) in Spectral Imaging of Artworks,"” Spectrochimica Acta, Part
A: Molecular and Biomolecular Spectroscopy 252 (2021): 119547,
https://doi.org/10.1016/j.saa.2021.119547.

Changes in the forms and positioning of the textiles are also indicated

In Curtain, Pitcher, and a Fruit Bowl (FWN 854) and Still Life with Apples (FWN
855). We are grateful to Devi Ormond, Associate Paintings Conservator at the
|. Paul Getty Museum, Los Angeles, for capturing an IR reflectograph of Still
Life with Apples.
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25,

26.
27,

28.

29.
30.

31.

32.

1

Emile Bernard, “Paul Cézanne,” in Doran, Conversations, 39; originally
published in L'Occident (July 1904).

The pigments listed were inferred using the techniques indicated in
parentheses: lead white (FTIR, XRF), emerald green (XRF, HSI), viridian (HSI,
XRF), Prussian blue (FTIR), vermillion (XRF, HSI), and ultramarine blue (HSI).
FTIR analysis was performed using a Bruker ALPHA FTIR spectrometer
equipped with a noncontact reflectance module.

Reissner, "Ways of Making," 50.

For further discussion, see, for example, Maurice Merleau-Ponty, “Cezanne's
Doubt,” in Sense and Non-Sense, ed. and trans. Hubert L. Dreyfus and Patricia
Allen Dreyfus (Northwestern University Press, 1964), 9-25; Richard Shiff,
"Cezanne's Physicality: The Politics of Touch,” in The Language of Art History,
ed. Salim Kemal and Ivan Gaskell (Cambridge University Press, 1991), 138;
and Paul Smith, "Cezanne's 'Primitive’ Perspective, or The 'View from
Everywhere,"" Art Bulletin 95, no. 1 (March 2013): 102-19. Regarding the
ways in which Cezanne's process may account for both deliberate and
unintentional distortion in his works, see in particular Reissner, “Ways of
Making," 27-28; and Armstrong, Cézanne in the Studio, 129-30.

For further discussion of these works in relation to an oil painting in the
Courtauld Gallery that also has unresolved passages, see John House, "Cat.
4: La Montagne Sainte-Victoire au grand pin," in Buck et al., The Courtauld
Cézannes, 84-87.

Paul Cezanne to Emile Bernard, 1905, in Danchev, Letters, 353, letter 253.

Smith also discusses the crucial color relationships Cezanne establishes in his
backgrounds (“Cézanne's Colour Lab,” 128).

A custom-designed macro-XRF system developed by Northwestern University
was employed in this study. See Emeline Pouyet et al., “"Development of a
Highly Mobile and Versatile Large MA-XRF Scanner for in Situ Analyses of
Painted Work of Arts,” X-Ray Spectrometry 50, no. 4 (2020): 1-9,
https://doi.org/10.1002/xrs.3173. The authors are grateful to Marc Walton,
Marc Vermeulen, and Annette Suleika Ortiz Miranda for capturing this data.

An IR false-color image is created by digitally editing visible and IR images of
the painting. Reflected IR radiation is visualized as red, red light as green, and
green light as blue. See A Aldrovandi et al., "Investigation of Painted Surfaces
with a Reflected UV False Color Technique,” in Proceedings of Art '05: 8th
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34.

35.

36.

37.
38.

39.

40.

41.

International Conference on Non-Destructive Investigations and Microanalysis
for the Diagnostics and Conservation of the Cultural and Environmental
Heritage, 15-19 May, Lecce, Italy, 2005, ed. C. Parisi, G. Buzzanca, and A.
Paradisi (Italian Society of Non-Destructive Testing Monitoring Diagnostics,
2005).

The pigments listed were inferred using the techniques in parentheses: lead
white (PLM, XRF), zinc-based white (XRF), ultramarine blue (HSI, PLM),
emerald green (XRF, PLM), chrome yellow (PLM, XRF), yellow ochre (HSI, XRF,
PLM), vermillion (XRF, HSI, PLM), and bone black (PLM). A Zeiss Universal PLM
microscope was used.

A Keyence VHX-7020 digital microscope equipped with a VH-ZST Dual-
Objective zoom lens (20-2000x) was used to examine this painting. The
authors are grateful to Keyence for lending their equipment.

The pigments listed were inferred using the techniques in parentheses: lead
white (XRF), zinc-based white (XRF), ultramarine blue (HSI), emerald green
(XRF), viridian (HSI, XRF), and vermillion (XRF, HSI).

The elemental maps (see fig. 10) show that barium is not associated with
zinc, excluding the use of lithopone, a barium- and zinc-based white pigment.
Barium is therefore more likely present as an extender—that is, a colorless
compound added by paint manufacturers to bulk up a pigment.

Cezanne quoted in Doran, Conversations, 118.

The presence of an anthraquinone of vegetable origin (likely madder) was
Inferred using HSI and ultraviolet-induced luminescence. The presence of
other pigments was inferred using the techniques in parentheses: lead white
(XRF), zinc white (XRF), cobalt blue (XRF, HSI), ultramarine blue (HSI),
Prussian blue (XRF, HSI), emerald green (XRF, HSI), Naples yellow (XRF),
yellow ochre (XRF, HSI), and vermillion (XRF, HSI).

Paul Cezanne to Emile Bernard, April 15, 1904, in Doran, Conversations, 29,
letter 1.

See, for example, Reissner, "Ways of Making,” 17-18; Hale, “Template for
Experimentation,” 57; Smith, "Cézanne's Colour Lab,"” 123-28; and
Armstrong, Cézanne in the Studio, esp. 130.

Yve-Alain Bois, "Cézanne: Words and Deeds,"” trans. Rosalind
Krauss, October 84 (Spring 1998): 39.
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42 . The pigments listed were inferred using the techniques in parentheses: cobalt
blue (HSI, XRF) and yellow ochre (HSI, XRF).

43 The pigments listed were inferred using the techniques in parentheses: cobalt
blue (HSI, XRF), Prussian blue (FTIR), and indigo (HSI).

44 "Artis a harmony parallel to nature—what can those imbeciles be thinking
who say that the artist always falls short of nature?": Paul Cezanne to Joachim
Gasquet, Sept. 26, 1897, in Danchev, Letters, 287, letter 181.

HOW TO CITE

Kim Muir et al., "'/A Harmony Parallel to Nature': Color, Form, and Space in
Cezanne's Watercolors and Oil Paintings," in Cezanne Paintings and Watercolors
at the Art Institute of Chicago, ed. Gloria Groom and Kim Muir (Art Institute of
Chicago, 2026), https://doi.org/10.53269/9780865593251/20; originally published
In Cezanne, ed. Achim Borchardt-Hume et al., exh. cat. (Art Institute of Chicago,
2022), 47-59. © 2026 by The Art Institute of Chicago. This work is licensed under
a CC BY-NC 4.0 license: creativecommons.org/licenses/by-nc/4.0/.

. Download printable PDF

Sign up for our enewsletter to receive updates.

Email address
Subscribe

See all newsletters

33


https://www.artic.edu/pdf/static/download-collection.publications.digital-publications-articles.show-362.pdf
https://www.artic.edu/pdf/static/download-collection.publications.digital-publications-articles.show-362.pdf
https://www.artic.edu/pdf/static/download-collection.publications.digital-publications-articles.show-362.pdf
https://www.artic.edu/pdf/static/download-collection.publications.digital-publications-articles.show-362.pdf

About us

Mission and History

Visit Leadership
Michigan Avenue Entrance

111 South Michigan Avenue
The Collection Chicago, IL 60603

Exhibitions and Events Departments

Financial Reporting

Modern Wing Entrance
159 East Monroe Street
Chicago, IL 60603

Support us

Membership
Luminary
Planned Giving

Corporate Sponsorship

Learn with us

Families
leens
Educators

Ryan Learning Center



https://www.artic.edu/visit
https://www.artic.edu/exhibitions
https://www.artic.edu/collection
https://www.google.com/maps/place/The+Art+Institute+of+Chicago/@41.8795845,-87.625902,17z/data=!3m1!5s0x880e2ca148f260e3:0xd473c3802aaff420!4m5!3m4!1s0x880e2ca3e2d94695:0x4829f3cc9ca2d0de!8m2!3d41.8795847!4d-87.623713
https://www.google.com/maps/place/The+Art+Institute+of+Chicago/@41.8795845,-87.625902,17z/data=!3m1!5s0x880e2ca148f260e3:0xd473c3802aaff420!4m5!3m4!1s0x880e2ca3e2d94695:0x4829f3cc9ca2d0de!8m2!3d41.8795847!4d-87.623713
https://www.google.com/maps/place/The+Art+Institute+of+Chicago/@41.8795845,-87.625902,17z/data=!3m1!5s0x880e2ca148f260e3:0xd473c3802aaff420!4m5!3m4!1s0x880e2ca3e2d94695:0x4829f3cc9ca2d0de!8m2!3d41.8795847!4d-87.623713
https://www.google.com/maps/place/The+Art+Institute+of+Chicago/@41.8795845,-87.625902,17z/data=!3m1!5s0x880e2ca148f260e3:0xd473c3802aaff420!4m5!3m4!1s0x880e2ca3e2d94695:0x4829f3cc9ca2d0de!8m2!3d41.8795847!4d-87.623713
https://www.google.com/maps/place/Modern+Wing+Entrance/@41.8797032,-87.6244036,17z/data=!3m1!5s0x880e2ca148f260e3:0xd473c3802aaff420!4m12!1m6!3m5!1s0x880e2ca3e2d94695:0x4829f3cc9ca2d0de!2sThe+Art+Institute+of+Chicago!8m2!3d41.8795847!4d-87.623713!3m4!1s0x880e2ca6cf1a0e41:0xa97b8d9d0c91fa6e!8m2!3d41.880725!4d-87.621932
https://www.google.com/maps/place/Modern+Wing+Entrance/@41.8797032,-87.6244036,17z/data=!3m1!5s0x880e2ca148f260e3:0xd473c3802aaff420!4m12!1m6!3m5!1s0x880e2ca3e2d94695:0x4829f3cc9ca2d0de!2sThe+Art+Institute+of+Chicago!8m2!3d41.8795847!4d-87.623713!3m4!1s0x880e2ca6cf1a0e41:0xa97b8d9d0c91fa6e!8m2!3d41.880725!4d-87.621932
https://www.artic.edu/about-us
https://www.artic.edu/about-us/mission-and-history
https://www.artic.edu/about-us/leadership
https://www.artic.edu/about-us/departments
https://www.artic.edu/about-us/financial-reporting
https://www.artic.edu/support-us
https://www.artic.edu/support-us/membership
https://www.artic.edu/support-us/membership/luminary-levels
https://www.artic.edu/support-us/ways-to-give/planned-giving
https://www.artic.edu/support-us/ways-to-give/corporate-sponsorship
https://www.artic.edu/learn-with-us
https://www.artic.edu/learn-with-us/families
https://www.artic.edu/learn-with-us/teens
https://www.artic.edu/learn-with-us/educators
https://www.artic.edu/ryan-learning-center

Follow us

Facebook
Twitter
Instagram

YouTube

35


https://www.facebook.com/artic
https://twitter.com/artinstitutechi
https://www.instagram.com/artinstitutechi/
https://www.youtube.com/user/ArtInstituteChicago
https://www.artic.edu/press
https://www.artic.edu/employment
https://www.artic.edu/contact
https://www.artic.edu/venue-rental
https://www.artic.edu/image-licensing
https://www.saic.edu/
https://www.artic.edu/terms

	Primary Navigation
	Secondary Navigation
	Figs. 1–3
	Figs. 12a–c

	Notes
	How to Cite
	Sign up for our enewsletter to receive updates.
	Primary Navigation
	Michigan Avenue Entrance
	Modern Wing Entrance

	Locations
	About us
	Support us
	Learn with us

	Footer content
	Follow us

	Footer Links

