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Pierre Bonnard (French, 1867–1947)
Woman Picking Flowers, 1916
Oil on panel
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo N. 
Dixon, 1975.9

Pierre Bonnard was born in the French town of Fontenay-aux-roses just southwest of 
Paris. The son of a prominent officer in the Ministry of War, Bonnard was raised in 
comfortable bourgeois surroundings, which he abandoned for the bohemian lifestyle 
of a Parisian artist. By the late 1880s, Bonnard was living in Paris and had met Edouard 
Vuillard, Maurice Denis, and Ker-Xavier Roussel, the young avant-garde painters 
with whom he founded the Nabis—an artist group named after the Hebrew word for 
prophet. Starting in the 1890s, Bonnard and the Nabis pushed Impressionism toward 
bolder use of color and simplified patterning that bordered on abstraction.

In 1916, Bonnard and his companion and muse, Marthe, traveled to Saint-Nectaire, a 
village in central France. There, he painted Woman Picking Flowers, a view of Marthe 
gathering wild blossoms in a lush, verdant landscape. By then, Bonnard and Marthe 
had lived in common-law marriage for nearly twenty years; she remained his favorite 
model, but also his inspiration. No doubt working from life in the open air, Bonnard 
painted Marthe as he saw her: a force of nature herself and an integral part of the 
landscape she inhabits.



Georges Braque (French, 1882–1963)
Pot of Anemones, 1925
Oil on panel
Collection of the Dixon Gallery and Gardens, Gift of Cornelia Ritchie and Museum 
Purchase provided through a gift of the Hubert Stanwood Menke Family, 1996.2.1

Georges Braque was born in the Parisian suburb of Argenteuil, which had once been 
home to Claude Monet. Indeed, Braque’s earliest student works reveal the influence 
of Monet and the Impressionists. But by the first years of the 20th century, Braque and 
other young painters, particularly Henri Matisse, were producing color experiments 
so bold that the critics described the artists as Fauves, or wild beasts. In 1908, Braque 
met Pablo Picasso and through their shared interest in optics and artistic abstraction, 
they would forge the revolutionary artistic movement known as Cubism.

Braque was a central figure in the 20th century’s most radical aesthetic experiments. 
But after serving in the French army and being wounded in World War I, his approach 
to Cubism became less severe, more contemplative, and with a greater emphasis on 
color and texture. His Pot of Anemones from 1925 still bears the expressive distortion 
of form and the optical concerns of Cubism. But it is couched in a pleasing floral still-
life subject and attractive color harmonies that reveal new concerns, interests, and 
artistic priorities at work.



Mary Cassatt (American/French School, 1844–1926)
The Visitor, about 1880
Oil and gouache on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo N. 
Dixon, 1975.28

Mary Cassatt came from a family accomplished both in business and the arts. Her father 
made his fortune in land development and retired early, and her brother Alexander 
rose to the presidency of the Pennsylvania Railroad. But it was Mary Cassatt who may 
have achieved the most. She became one of the great painters of her age, working 
in Paris, the capital of the art world, at a time when women were discouraged from 
pursuing artistic careers.

Cassatt studied in Paris in the late 1860s, and by the 1870s had determined to remain 
there permanently. Her sister, Lydia, joined her in the mid 1870s, and before the end 
of the decade, they were sharing a large apartment on the Avenue Trudaine with 
their parents. At the same time, Cassatt was entering the Impressionist circle, then 
a notorious group of avant-garde painters in Paris. She showed with them for the 
first time in 1879. The following year, Cassatt painted The Visitor, a portrait of Lydia, 
who was her favorite model. In 1878, Lydia was diagnosed with Bright’s Disease, an 
incurable kidney ailment. Cassatt’s many paintings of Lydia are masterworks: They 
immortalize her sister, but they also reveal the many hours they spent together once 
they knew their time would be brief. 



Paul Cézanne (French, 1839-1906)
Trees and Rocks, Near the Château Noir, about 1900-1906
Oil on canvas
Collection of the Dixon Gallery and Gardens, Gift of Cornelia Ritchie and Museum 
Purchase, 1996.2.20

Like many young painters, Paul Cézanne struggled with his family over his dreams 
of becoming an artist. Growing up in Aix-en-Provence, in the south of France, the 
aspiring painter found himself constantly at odds with his father, who wanted him 
to study law. However, by 1861, Cézanne had convinced his father to finance his first 
trip to Paris, where he joined his friend, writer Emile Zola, and met the artists who 
would become the Impressionists. Although Paris would never be Cézanne’s home, it 
provided him with the ideas and inspiration to create his greatest works. 

Cézanne spent most of his career painting landscapes, still lifes, and portraits in solitude 
and obscurity in Aix-en-Provence. But in the mid-1890s, Paris dealers, collectors, and 
a generation of younger painters discovered Cézanne’s work and finally appreciated 
its brilliant emphasis on pattern and structure. By 1900, when he painted Trees and 
Rocks, Near the Château Noir, Cézanne had unexpectedly become one of the more 
influential artists of his age. His austere palette and taut, interlocking brushwork, so 
evident in the present painting, revealed the very bones of painting composition. It 
also charted a path to Cubist abstraction, which would dominate early 20th-century 
art.



Marc Chagall (Russian/French School, 1887–1985)
Bouquet of Flowers with Lovers, 1927
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo Dixon, 
1975.10

The eldest of nine children, Marc Chagall was born Moishe Shagal in 1887 to a family 
of Vitebsk Jews in rural Russia. After moving to St. Petersburg in 1907 and gaining 
notoriety as an artist there, Chagall moved to Paris in 1910, settling in Montparnasse. 
However, when World War I broke out in Europe in the early 1910s, Chagall fled back 
to Russia, where he would become an outspoken participant in the revolution and the 
overthrow of the czar. Chagall and his wife returned to Paris in 1923 and stayed there 
until the German persecution of Jews during World War II forced them to seek safety 
in the south of France.

Throughout both of his tenures in Paris, Chagall led a bohemian lifestyle, exchanging 
ideas with the avant-garde artists who had gathered there. By 1927, the year he painted 
Bouquet of Flowers with Lovers, he had become an international success. The painting 
is a nocturnal version of a theme Chagall examined several times—pairing a set of 
lovers, this time a bride and a groom, with a large bouquet of flowers in eye-popping 
colors. The cow playing the violin in the foreground of this poetic, dreamlike scene 
most likely symbolizes abundance, a common wish for newly married couples.



Marc Chagall (Russian, French school, 1887–1985)
Dreamer, 1945
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Cornelia Ritchie, 1996.2.3

One of the latest paintings in the Dixon’s collection, Chagall’s Dreamer was completed 
just one year after the death of his wife, Bella. It was one of the first paintings executed 
during his struggle to come to terms with his devastating loss. The painting, a vivid 
representation of the artist’s dreams, displays Chagall’s unique and passionate style 
through his trademark layering of colors and use of symbolism. As a bride and groom 
float above a basket of fruit, a traditional symbol of youth and fertility, a couple of 
lovers lie beneath it, having consummated their love. Though Chagall often painted 
images of Jewish brides as a way of honoring his beloved wife, these commemorations 
took on a more ethereal tone after her passing. The image of a goat outlined on the 
side of the fruit basket symbolizes vitality—an affirmation of life despite death’s recent 
triumph.



Jean-Baptiste-Camille Corot (French, 1796–1875)
The Paver of the Chailly Road, Fontainebleau, ca.1830–35
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo Dixon, 
1975.25

Camille Corot was born into a family of prosperous merchants who supported and 
financed their son’s artistic aspirations. Corot used that financial security to extend 
his education, to hone his abilities, and to travel extensively in Italy and France.

The Forest of Fontainebleau, with its beautifully varied landscape and easy accessibility 
from Paris, attracted Corot and many other artists in the early 19th century. Gathering 
in the small village of Barbizon on the edge of the forest, they became known as the 
Barbizon School. Corot’s view of the Chailly Road, one of the primary routes for 
accessing the forest, displays the deft and rapid brushwork necessary for painting 
outdoors, which would prove so influential to artists a generation younger. The man 
paving the road in the foreground speaks to the Barbizon School’s attraction to scenes 
of simple laboring people. But as the son of merchants, Corot may have recognized 
that this particular laborer was contributing directly to his own prosperity. The paver 
helped make the forest an even more accessible destination for leisure travelers and 
thereby increased interest in paintings that depicted its picturesque woodlands.



Henri-Edmond Cross (French, 1856–1910)
The Little Maure Mountains, 1909
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo Dixon, 
1975.17

Henri-Edmond Cross was born Henri-Edmond-Joseph Delacroix but anglicized his 
name to avoid confusion with the great French Romantic painter, Eugène Delacroix. 
After studying under the popular Salon painter Carolus-Duran in the city of Lille, 
Cross moved to Paris in the mid-1880s. He soon struck up friendships with Georges 
Seurat and Paul Signac at the newly established Salon des Indépendents, an exhibition 
venue founded by the young avant-garde painters who followed in the wake of the 
Impressionists. Cross eventually embraced the Pointillist technique of Seurat and 
Signac, painting his first canvas in the manner in 1891.  

As Cross arrived at middle age, the rheumatism from which he had long suffered became 
worse. He moved his family to the south of France, hoping that Mediterranean air and 
the warmer climate would offer some relief. For a time, he remained productive in 
the South, painting landscapes such as The Little Maure Mountains in the demanding 
Pointillist technique. It is unclear whether he ascended this peak in 1909, or based 
this view of a high sweeping range above Saint-Tropez on sketches made years earlier. 
Cross would die the year after the Dixon painting was completed.



Henri de Toulouse-Lautrec (French, 1864–1901)
Dancer Seated on a Pink Divan, 1884
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Sara Lee Corporation, 2000.3

In 1882, the teenaged Henri de Toulouse-Lautrec settled in Montmartre, Paris’ main 
entertainment district, where artists like Edgar Degas and Pierre Puvis de Chavannes 
had already established studios. Despite his young age, Toulouse-Laturec quickly 
became a regular at the neighborhood’s many cafés and dance halls, drawing inspiration 
from the music and theater there for his colorful canvases.

Painted when the artist was a mere 20 years old, Dancer Seated on a Pink Divan reveals the 
important role Edgar Degas played in Toulouse-Lautrec’s career. The subject, a young 
ballerina waiting to perform, and quickly-executed style of the painting reveal Degas’, 
as well as Jean-Louis Forain’s, heavy influence. The dancer’s forthright gaze and casual 
pose accentuate her individuality and typify the bohemian lifestyle of Montmartre. 
Over the next few years, Lautrec continued to study ballerinas and would develop a 
more independent style, more flamboyant than his predecessor, but this early interest 
in the ballet would prove hugely important in the career of an artist who never tired 
of examining the spectacle of Parisian entertainment in the late 19th century. 



Edgar Degas (French, 1834-1917)
Ballet Scene, 1880
Oil on paper laid down on canvas
Collection of the Dixon Gallery and Gardens; Gift of Sara Lee Corporation, 1991.3

Although he recorded any number of subjects over his long career—jockeys at the 
racecourse, bathers, and during his one visit to the United States, a New Orleans 
cotton exchange—Degas is best known for his many images of the world of dance.  
It was a culture that held endless fascination for the artist, it allowed him to explore 
the human figure in all its movements and contortions, and he genuinely enjoyed the 
ballet, the most intensely visual of the non-visual arts.

In more than 1500 works of art, Degas painted, drew, etched, and modeled dancers in 
wax as they rehearsed, performed, rested, and waited in the wings.  In Ballet Scene, 
Degas captured a performance in all its whirling spectacle of physical action and 
artificial lighting.  The dancer at stage left moves toward the proscenium and completes 
a demi-plie.  Cast in dramatic and somewhat eerie shadow, only the dancer’s legs, 
torso and the lower part of her face are illuminated by the stage lights before her.  
The large oval form in the foreground may be the start of a head in profile.  Degas 
often juxtaposed the smaller form of a dancer on stage with the much nearer faces of 
audience members or musicians in the orchestra.



Henri Fantin-Latour (French, 1836–1904)
Still Life, 1869
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo N. 
Dixon, 1975.29

Henri Fantin-Latour was born in the French Alpine city of Grenoble, but he was raised 
in Paris. With his parents’ encouragement, he pursued his ambition to become an 
artist and began taking advantage of the many opportunities for training in Paris. As 
a student, Fantin-Latour met and formed close friendships with young fellow artists 
who would become the leading avant-garde spirits of his age, notably Édouard Manet, 
Berthe Morisot, and James McNeill Whistler. However, Fantin-Latour’s art remained 
rooted in the earlier traditions of French Romanticism and Realism rather than in the 
Impressionism that shaped vanguard art of the last quarter of the 19th century.

Fantin-Latour first attracted public notice for his portraits, but it was his still-life 
paintings, particularly his luminous bouquets of flowers, that were constantly in 
demand. Painted in 1869, the Dixon still-life possesses the botanical accuracy, the 
visual drama, and the attention to surface quality—note the softness of the peach and 
the hardness of the white compote—that made his work so popular with collectors. 
This painting’s first owner was Edwin Edwards, a collector in London who was Fantin-
Latour’s most important early patron.



Gauguin proved a gifted student, and he was quickly absorbed into the Impressionist 
circle. Just weeks after the close of the eighth and final Impressionist show in May 
1886, Gauguin traveled to Pont-Aven in Brittany, on France’s rugged and remote 
northwest coast. He painted Bathing in Front of the Port of Pont-Aven that summer, 
and its soft, even light and the steady cadence of broken brushwork reveals Gauguin’s 
late Impressionist manner at its best. Moreover, among the Breton peasants, Gauguin 
found the simpler ways of life he so admired and eventually would seek in his famous 
journeys to Tahiti.

One of the first owners of this painting was Ambroise Vollard, the legendary Parisian 
art dealer, collector, and tastemaker. Though Vollard was known for supporting and 
forming friendships with several artists, including Paul Cézanne and Pierre-Auguste 
Renoir, his relationship with Gauguin was much different. Gauguin often commented 
that Vollard was manipulative and self-serving, but the artist relied on him to provide 
the financial support he needed to survive, especially in his later years. Despite their 
often-contentious relationship, Vollard remained interested in Gauguin and his work, 
encouraging him to experiment with different styles and techniques. 

Paul Gauguin used his family’s influence 
to land a job as a stockbroker at the Bourse 
in Paris. He married in 1871, started what 
would become a large family, and was 
well on his way to a comfortable existence 
that included enough disposable income 
to collect a few works of contemporary 
art. His early acquisition of paintings 
by Edgar Degas and Camille Pissarro, 
however, only deepened his passion for 
art and introduced him to a milieu he 
would find irresistible. Before the 1870s 
were over, much to his wife’s dismay, 
Gauguin abandoned a promising career 
in finance to take up the life of an artist.

Paul Gauguin (French, 1848–1903)
Bathing in Front of the Port of Pont-Aven, 1886
Oil on canvas
Collection of the Dixon Gallery and 
Gardens, Bequest of Mr. and Mrs. Hugo 
Dixon, 1975.30



Stanislas-Victor-Edouard Lépine (French, 1835–1892)
The Island of Grand Jatte in Summer, about 1877–1882
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo Dixon, 
1975.21

French landscapist Stanislas Lépine was born in the medieval city of Caen in northern 
France. At the age of 20, he moved to Paris to become a professional artist, studying 
under fellow Normandy painter Eugène Boudin. Lépine would leave Paris just a few 
years later to return to his native region where he studied informally and became 
friends with the great Barbizon painter, Camille Corot. Through Boudin and Corot, 
Lépine embraced the value of painting directly from nature.

The Island of Grand Jatte, nestled between the banks of the River Seine, provided a 
lush and easily accessible retreat for Parisian picnickers, weekend travelers, and artists 
eager to escape the city. Lépine, working in a manner reminiscent of Corot’s, painted 
his idyllic view of the island and a languid stretch of the river in the hazy heat of 
summer, but without its usual holiday revelers. Just a few years later, in 1886, young 
Georges Seurat would famously paint a similar section of the island in his Pointillist 
technique, but packed with summer visitors.



Maximilien Luce (French, 1858 – 1941)
The Cathedral at Gisors, View of the Ramparts, 1898
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo N. 
Dixon, 1975.23

Maximilien Luce was born into a working-class family in the artist-heavy Montparnasse 
district of Paris. After spending several years studying in the studio of the revered 
artist Carolus-Duran, Luce as an independent artist aligned himself more with the 
Neo-Impressionist movement, spearheaded by Paul Signac and Georges Seurat. Like 
his friend, Camille Pissarro, Luce held somewhat radical political beliefs and was an 
active voice in the anarchist movements in Paris in the 1890s, even briefly serving time 
in prison in 1894 for his leftist views.

Luce left behind an interestingly mixed oeuvre, dividing his attention between scenes 
of hard-pressed urban laborers and complacent views of the Gothic churches both in 
his native Paris and around France. In The Cathedral at Gisors, View of the Ramparts, 
Luce traveled to the picturesque town of Gisors, northwest of Paris. In his pointillist 
view of the Church of St-Gervais et St-Protais, he gives new life to the centuries-old 
structure by basking it in the golden light of sunset.



Henri Matisse (French, 1869 – 1954)
The Palace, Belle Île, about 1896 – 1897
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo N. 
Dixon, 1975.15

Known for his bold use of color, Henri Matisse became one of the central figures in 
the history of 20th century modernism. Born in northern France, Matisse first went 
to Paris in 1887 to study law, though he soon found painting to be his true passion. 
After completing courses at the École des Beaux-Arts, he created canvases that always 
elicited strong, often hostile, critical reaction. In his day he was scathingly referred to 
as “an apostle of ugliness.”

Painted when the artist was just beginning to garner attention for his work, The Palace, 
Belle Île reveals Matisse already abandoning his Post-Impressionist manner for the 
vivid and at times arbitrary color relationships that would characterize his Fauve style. 
Matisse went to Belle Île, off the coast of Brittany, in 1897 to visit his friend, John Peter 
Russell, an Australian artist. Russell had introduced him to the work of Vincent Van 
Gogh, whose powerful and symbolic use of color was inspiring so many artists in the 
1890s. At Belle Isle in 1897, Matisse began to develop a new color theory. In this dynamic 
shoreline view where land, sea, and a boat merge in radiant color relationships, we see 
Matisse taking the first steps toward transforming the art of the next century.



Claude Monet (French, 1840–1926)
Port of Dieppe, Evening, 1882
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Montgomery H. W. Ritchie, 
1996.2.7

By the 1860s, Claude Monet counted himself among a circle of landscape painters that 
included Camille Pissarro, Pierre-Auguste Renoir, Alfred Sisley, and others. In 1874, 
they banded together with other artists, including Edgar Degas and Berthe Morisot, 
and in an act of artistic rebellion, staged a privately organized exhibition in the Paris 
studio of Nadar, a well-known photographer. Among the other works Monet sent to 
that first group exhibition was a painting called Impression Sunrise. Critics mocked the 
title. One writer dubbed the group the Impressionists, thereby giving a style its name 
and forging a collective identity upon what had largely been an independent action. 

Throughout his early career, Monet made frequent trips to the Normandy coast. In 
February 1882, he stopped in Dieppe to sketch its pebbled beaches and the nearby 
cliffs at Étretat. In Port of Dieppe, Evening, Monet painted the old harbor town looking 
back from the battements as the sun set over the bell tower of Saint Jacques. Dieppe 
eases into darkness, but the twilight sky radiates luminous reds, yellows and greens 
that are reflected in the stillness of the icy harbor. Monet would remain fascinated by 
the transitory effects of natural light his entire career.



Claude Monet (French, 1840–1926)
Village Street, about 1869–71
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Cornelia Ritchie and museum 
purchase, 1996.2.6

Claude Monet’s family moved from Paris to the northern port city of Le Havre when 
he was five. The Normandy beaches would provide the artist with so much inspiration 
during the first three decades of his career. Moreover, it was in Le Havre that young 
Monet first met Eugène Boudin, the artist who encouraged him to paint outdoors 
and to study the various effects of natural light. This approach to landscape painting 
would prove instrumental in Monet’s mature Impressionist style.

In 1870, before the onset of the Franco-Prussian War, Monet and his new bride Camille 
Doncieux visited Trouville on the Normandy coast. Village Street was most likely painted 
on that trip, and it reveals Monet’s tendency to omit unessential detail in favor of a 
broad, generalizing impression. Painting clouds, trees, buildings, and a glimpse of the 
English Channel with just a few quick dashes of his brushes, Monet captured the effects 
of the late afternoon sun casting deep shadows across a broad avenue. Monet may 
have painted this canvas in one sitting, which demanded great powers of observation 
and sure brushwork. Those qualities gave expression to an arrested moment and lent 
Village Street its sense of authentic experience.



In 1890, Morisot, her ailing husband, and their 12-year-old daughter, Julie, spent half 
the year in Mézy, a village in the French countryside, where they hoped the fresh air 
would help restore Eugène’s health. Morisot painted Peasant Girl among Tulips that 
spring, seeing in the sturdy features of a French peasant girl the fragile beauty of a tulip. 
Morisot consciously rhymed the swirling brushwork in the girl’s unadorned dress with 
the swirling forms of the tulip leaves. The wisps of hair curling away from her face 
are like spent tulip petals about to fall to the ground. Even the girl’s delightful oval 
face is shaped like a tulip blossom. Her hands, stained brown from working in fields, 
connect her to the rural French countryside, a virtuous place capable of producing 
lovely flowers and lovely young girls.

The first recorded owner of Peasant Girl among Tulips was Tadamasa Hayashi, a 
Japanese art dealer who is often credited with introducing Japanese woodblock prints 
to Western Europe. From Hayashi, the painting entered the collection of renowned 
art collector and connoisseur Théodore Duret, one of the most influential voices in 
Paris. Duret befriended several of the leading artists of the late 19th century and was 
the subject of portraits by both Édouard Manet and James Abbott McNeill Whistler. 
His Manet and the French Impressionists was one of the earliest writings on the subject, 
illuminating the movement for people in France as well as England and the United 
States.

Berthe Morisot grew up in a family 
that encouraged her interest in 
art. She saw exhibitions in Paris 
and received painting lessons 
from the great landscapist Camille 
Corot. By 1864, Morisot’s work had 
gained acceptance at the annual 
Paris Salon, although she would 
soon reject official art for the 
vanguard Impressionist circle. In 
1874, she married Eugène Manet, 
brother of artist Édouard Manet, 
an influential figure in the history 
of Impressionism. 

Berthe Morisot (French, 1841–1895)
Peasant Girl among Tulips, 1890
Oil on canvas
Collection of the Dixon Gallery and Gardens; Museum purchase, 1981.1



Camille Pissarro (French, 1830–1903)
The Jetty at Le Havre, High Tide, Morning Sun, 1903
Oil on canvas
Collection of the Dixon Gallery and Gardens; Museum purchase, 1979.5

By the turn of the 20th century, aging Impressionist Camille Pissarro had finally attained 
the respect for his paintings that had eluded him most of his life. In 1892, the famous 
Parisian gallery Durand-Ruel held a large retrospective of the radical artist’s entire 
career, which helped him attain a sense of financial stability for the first time in his 
life. Finally content with both his success and his style of painting, Pissarro continued 
painting furiously until his death in 1903, often working on several canvases at the 
same time. 

Painted just before his death, The Jetty at Le Havre, High Tide, Morning Sun shows the 
artist’s later techniques of freer brushwork, more harmonized colors, and painting 
from an upper-story window. Also late in his career, Pissarro adopted the practice of 
painting a scene at different times of day, a technique that his friend Claude Monet 
had already embraced. In this busy harbor view, fishermen and fashionably-dressed 
women intermingle as they walk about the wharf of one of France’s most important 
port cities.



Camille Pissarro (French, 1830–1903)
View from the Artist’s Studio at Éragny, 1894
Oil on panel
Collection of the Dixon Gallery and Gardens; Gift of Montgomery H. W. Ritchie, 
1996.2.9

By the 1890s, Camille Pissarro was one of the elder statesmen of French Impressionism. 
A decade older than Claude Monet, his fellow landscapist in the Impressionist 
movement, Pissarro began to suffer from eye trouble in the 1890s that would keep 
him indoors more than he wished. Despite this hindrance, Pissarro painted beautiful 
rural landscapes from an upstairs window at his home in Éragny, the village outside 
Paris where he had lived since 1884.

In 1892, Pissarro began a series of paintings of the small orchard next to his house, the 
river Eure a short walk beyond, and the village of Bazincourt tucked in the hills across 
the river. Painted at different times of the day and over the course of more than two 
years, Pissarro’s Éragny subjects explored his little valley in different light conditions 
that affected its character and mood. Pissarro completed View from the Artist’s Studio 
at Éragny in 1894. Painted in the clear unifying light of an autumn morning, an old 
gnarled apple tree in the foreground takes pride of place. The same tree had appeared 
in no less than a dozen paintings in the series, but in no other composition does this 
aging patriarch of the orchard command such prominence. 



Jean-François Raffaelli (French, 1850–1924)
The Place d’Italie after the Rain, 1877
Oil on canvas
Collection of the Dixon Gallery and Gardens; Museum purchase, 1984.1

In 1853, Louis Napoleon appointed Georges Haussmann as Prefect of the Seine and 
charged him with modernizing Paris. Haussmann’s massive urban plan eliminated 
the chaotic meandering of the city’s streets, introduced uniform facades, and created 
the boulevard system that defines the city today. As “Haussmannization” took effect, 
individual neighborhoods became less sequestered, the social order of Paris changed, 
and artists, particularly the Impressionists, looked at the city in a whole different light. 

When Jean-François Raffaelli painted The Place d’Italie after the Rain in May 1877, 
Haussmann’s vast renovation of Paris was largely complete, but not entirely, as 
evidenced by the large mound of dirt on the left side of the composition. Raffaelli, like 
many Parisians, saw the Place d’Italie as a broad, empty convergence of boulevards 
without character or history. An intersection in the working-class 13th arrondissement, 
the Place d’Italie was connected to the rest of the city by a horse-drawn omnibus 
and sparsely dotted with shoppers—especially after the rain—and clusters of soldiers 
maintained order. Haussmann’s plan modernized Paris, but it also brought stricter 
control over neighborhoods that fostered dissent.



Pierre-Auguste Renoir (French, 1841-1919)
The Picture Book, ca. 1897
Oil on canvas
Collection of the Dixon Gallery and Gardens; Museum purchase, 1978.4

Growing up the son of a tailor in Limoges, France, Pierre-Auguste Renoir began his 
career as an artist painting china in his hometown, eventually saving enough money 
to pursue a career as a painter in Paris. Once in Paris, he befriended Claude Monet and 
Alfred Sisley and embraced the freer style of painting that would become the hallmark 
for the Impressionist movement. 

By the early 1890s, Renoir, convinced that he had “wrung Impressionism dry,” turned 
to his family for inspiration, painting them participating in everyday activities. The 
Picture Book, completed around 1897, probably represents Renoir’s son Jean, gazing 
intently on a brightly-illustrated children’s book. Interestingly, Renoir tended to 
feminize his three sons when painting them, exaggerating their rosy cheeks and soft, 
golden locks of hair. Regardless, The Picture Book remains an intimate and loving view 
of the artist’s son and is one of the most beloved works in the Dixon’s collection.



Pierre-Auguste Renoir (French, 1841–1919)
The Wave, 1882
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Cornelia Ritchie and Museum 
purchase, 1996.2.12

Each summer between 1879 and 1882, Pierre-Auguste Renoir traveled to Wargemont 
near Dieppe on the Normandy coast to visit his friend and patron Paul Bérard. Renoir 
and Bérard, a banker and French diplomat, had met in 1878 when the artist was still 
struggling to find collectors for his Impressionist canvases. Renoir and Bérard quickly 
formed a bond, leading to numerous commissioned portraits of the financier’s children 
and affording the artist a comfortable place to go for the summer well removed from 
the oppressive heat of Paris. 

Renoir produced more than portraits during his summers on the Normandy shore. 
He also completed a series of seascapes that represent some of the more audacious 
and experimental work of his career. During his last summer at Wargemont in 1882 he 
painted The Wave, a view of the English Channel, churning with unusual fury as the 
sky goes dark from a storm and distant sailboats make for safe harbor. Renoir would 
appear to be literally standing in the surf as he renders the immediacy and force of a 
wave crashing onto the shoreline. He captures its fleeting nature with the deft use of 
a palette knife, building up layers of buttery impasto that swirl into foam, sand, and 
mist. 



Henri Stanislas Rouart (French, 1833–1913)
Woman Playing the Guitar, ca. 1885–90
Oil on canvas
Collection of the Dixon Gallery and Gardens; Museum purchase, 1977.5

Henri Rouart and Edgar Degas were schoolmates in Paris and life-long friends. Degas 
chose a career in art and Rouart entered the military, eventually distinguishing himself 
as a lieutenant in the Franco-Prussian War. Degas served as a volunteer under Rouart’s 
command during the siege of Paris. After leaving the military, Rouart entered the field 
of industrial engineering, successfully pioneering new systems of refrigeration and 
amassing a fortune. Rouart became an avid collector of early European art, but he also 
assembled a large and impressive collection of works by his friends in the Impressionist 
circle, particularly those of his old classmate. 

In addition to lending his financial support to the Impressionists, Rouart was also 
a talented painter who participated in seven of the eight Impressionist exhibitions 
between 1874 and 1886. Inspired mostly by his friend Degas, Rouart produced dazzling 
canvases in the Impressionist style, including Woman Playing the Guitar, a work of the 
late 1880s. The painting is thought to be a portrait of Rouart’s daughter Hélène, and 
the setting, the engineer-cum-artist’s elegant home. Part of his famous art collection 
serves as the backdrop.



John Singer Sargent (American, 1856–1925)
Ramón Subercaseaux in a Gondola, 1880
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Cornelia Ritchie, 1996.2.13

Born in Italy to American parents, John Singer Sargent was seen as a prodigy from his 
very arrival in Paris as a young art student in 1874. By 1880, when he painted his friend 
the Chilean diplomat and amateur artist Ramón Subercaseaux in a Venetian gondola, 
he was only 24, but already attracting the notice of critics and art patrons in Europe 
and even the United States. Earlier that year, Subercaseaux commissioned Sargent to 
paint a more formal portrait of his wife, Amalia, in the couple’s Paris apartment.

Ramón Subercaseaux in a Gondola is a charming vignette of Venetian tourism in the 
late 19th century, but it also affords a view into Sargent’s broad and diverse circle of 
friends and acquaintances. In addition to being an amateur artist, Subercaseaux was the 
Chilean Minister of Foreign Affairs, allowing him and his family to travel throughout 
Europe as cosmopolitan ambassadors for their country. In this colorful painting, 
Sargent sketched his friend while he in turn was scrutinized and sketched himself. 
The work offers an intriguing window into artistic process as we see Subercaseaux as 
simultaneously maker and subject.



Georges Seurat (French, 1859–1891)
The Picnic, about 1885
Oil on panel
Collection of the Dixon Gallery and Gardens, Gift of Montgomery H. W. Ritchie and 
Museum Purchase, 1996.2.14

In around 1880, Georges Seurat began making charcoal drawings that in their 
atmospheric quality and almost abstract simplification of form were unlike anything 
the Impressionists or any other artists were producing. By 1882, he was translating his 
graphic experiments into arrangements of color on canvas, producing highly formalized 
images made up of tiny dots of paint. The style came to be known as Pointillism, and 
it attracted followers.

In the mid 1880s, Seurat made frequent excursions to the island of la Grand Jatte in 
the river Seine. A short distance from Paris, the island was a fashionable destination 
for bathers, Sunday strollers, and picnickers. It was also attractive to painters like 
Seurat who found modern Parisians enjoying their leisure a compelling subject for 
their art. Seurat based his famous A Sunday Afternoon on the Island of La Grande Jatte 
on a multitude of drawings and oil sketches he made there. The Picnic, an image of 
three children enjoying an outdoor lunch, may well have been one of the oil sketches 
Seurat painted with La Grande Jatte in mind. However, the figural grouping in The 
Picnic does not appear in the final version of Seurat’s masterpiece. 



Paul Signac (French, 1863–1935)
St. Briac, the Cross of the Seamen, 1885
Oil on canvas
Collection of the Dixon Gallery and Gardens; Bequest of Mr. and Mrs. Hugo Dixon, 
1975.14

With a loud manner and a fiery personality, Paul Signac burst onto the Paris art scene 
in the 1880s with an energy and independence that landed him in the spotlight. A 
close friend and colleague of fellow painters Georges Seurat and Henri-Edmond 
Cross, Signac translated his theories on color and form into some of the most visually 
stunning works of the late 19th and early 20th centuries.

An ardent traveler throughout his life, Signac spent the summer of 1885 in the 
Brittany coastal resort of St. Briac, seeking a change of scenery and artistic inspiration. 
Throughout the summer, Signac painted several views of St. Briac’s rocky coastline, 
capturing it at various times of day and under dramatically different light effects. He 
painted St. Briac, the Cross of the Seamen at the spot where the Frémur River spills into 
the English Channel at high tide and at midday, when the sun renders the ocean a vivid 
blue. The cross in the foreground, la croix des marins, was erected to bless passing 
fishermen, who were the source of Breton sustenance and what little prosperity they 
knew.



Alfred Sisley (French, 1839–1899)
The Quays of the Seine during Snow Season, 1879
Oil on canvas
Collection of the Dixon Gallery and Gardens; Museum purchase, 1979.3

In October 1877, Alfred Sisley moved to the town of Sèvres, just a few miles southwest 
of Paris, where he would remain for the next two years. Like Monet’s Argenteuil, Sèvres 
was far enough from the city to allow Sisley to paint rural landscapes, but close enough 
for him to stay in touch with friends and colleagues in Paris. His time in Sèvres proved 
to be a crucial transitional point in his career, as he shifted from the softer painting 
style of his earlier career to the more agitated brushwork that would define his later 
work.

Sisley painted The Quays of the Seine during Snow Season not long after he arrived in 
Sèvres. Like his friend Monet, he struggled in the late 1870s (Sisley would be evicted 
from his house in Sèvres by March 1879), finding collectors for his paintings scarce 
and a reliable income non-existent. In the face of such circumstances, Sisley identified 
with the poor and was increasingly drawn to working sections of the Seine, where 
barges line the water’s edge rather than pleasure boats. In the Dixon painting, an idle 
laborer with his hands shoved into his pockets walks along a tall fence on a deserted 
quay. The Pont de Sèvres, spanning the river, is in the background.



Alfred Sisley (French, 1839–1899)
The Seine at Billancourt, about 1877–78
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Montgomery H. W. Ritchie, 
1996.2.15

Born and raised in Paris of English parents, Alfred Sisley quietly became one of the 
central figures in the French Impressionist movement. Like his father, he first set out 
on a career in the cotton and coffee business, but after seeing the work of the English 
landscapists J.M.W. Turner and John Constable while studying in London, he elected 
to pursue his interest in painting instead. By 1862, Sisley was studying in Paris under 
Charles Gleyre, through whom he met Claude Monet and Pierre-Auguste Renoir. 
Together, the three would revolutionize painting in France. 

Sisley never wavered from his Impressionist style, but he struggled to find buyers for 
his paintings. He was evicted from his house in Sèvres in 1877, probably the same year 
he painted The Seine at Billancourt. The area known as Billancourt is on the right bank 
of the Seine where it bends at the Île Saint-Germain across the river from Sèvres. Now 
part of the western suburbs of Paris, Billancourt was in Sisley’s day a busy staging area 
for barges and boats as they prepared to bring products and raw materials into the 
city. The working character of the river Seine was one of Sisley’s favorite subjects, and 
as in the Dixon picture, he typically painted it with his busy, even frenetic brushwork. 



Chaim Soutine (Lithuanian/French School, 1893–1943)
Landscape at Cagnes, about 1922
Oil on canvas
Collection of the Dixon Gallery and Gardens; Gift of Montgomery H. W. Ritchie, 
1996.2.16

Chaim Soutine was the tenth of eleven children born into a poor family of Jewish 
farmers in Lithuania. By 1913, just after his 20th birthday, he took his meager savings 
and bought a train ticket to Paris to pursue the life and work of an artist. During his first 
years in the French capital, Soutine lived in abject poverty in the city’s Montparnasse 
district, often begging for food at local cafés. During these difficult years, the young 
artist worked intensely on his craft and found comfort in his friendships with other 
struggling artists, including the Italian painter Amedeo Modigliani. 

In 1920, Soutine made the first of many extended visits to Cagnes, a village on the 
French Mediterranean, where he would return almost annually for the rest of his 
life. Soutine’s Landscape at Cagnes was painted on one of his early sojourns, and it 
bears the dream-like quality, the distortion of form, and the swirling, expressionist 
brushwork that are the hallmarks of his mature style. Soutine’s use of aerial perspective 
in Landscape at Cagnes accurately describes the region’s mountainous topography, but 
it also gives the work a disorienting quality and a sense of anxiety that is reinforced by 
the lone figure in the foreground rushing home to avoid an approaching storm.


