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sounds thougi

: Paintings are there to be looked atj to
just as music may be listened to without reference to ou
data. Poetry too can have some of its intended effect by
rhythms, the placing, emphasis and repetition of )
poetry is an art form involving words and their meanings a8
as their sounds. rerhaps it is because the visual sense~151
the most immediate tha% people find it dificult to app{oaCET alvoe
paintings by simply looking at them and enjoying tnem %or,bgefitﬁ

as an eatity. Our visual awareness is pOTSiQ%XEOVGrburQ'eﬂg ;

the tremendous input of data that we have toge with every ay.fa%
Our eyes are taught to treat things as significant only 1in ?Qfé &

as they have relevance to the neccessities of our eV?ryQ?Y ST
Painting, having no immediate relevance is appraoched with SIS
suspicion by the public at large and most profess not to . .
understand painting but to know what they like. It +is) oy ASHS e
understand this confusion in the kaleidoscopic world of the

visuzl arts today. Stories abound about painters and paintings;
] a mallet

well

nee

SIRIC
anecdotes surround works of art: how Michelangelo threw
s Moses and

indeed

at his Moses that it should speak to him and Lo
there is the the knee: how vhardin was taunted 1nto
vainting portr aved, who said that it was
more difficult Saveloy sausages and

These anecdotes, someho! le to feel closer to

of art but it prevents t rrect aoproach. Too many word

have the same effect. '

There is doubt that by a painting
that effects subt is a tendhkncy to try to
rationalize s and since people usually think
in words then Wworx xpress and communicate ones

ings. To tl degqua’ equires no small degree of skill.
i on with words is an art form in itself. In the hands
e t and connagisseur words can sound the way; they can
i est, say what one might look for and allow a person to
d o looking openly at painting. rhough some artists bave
e oncerned about the intellectual basis for thelr art and
h great skill in their handling of words this skill is no
£ the painter's craft.

Jean Baptiste Simeon Chardin esc ewed thin
Born in I699 the son of the cabinet-maker to th

especially skilled at making billiard tables and

was solidly that of an artisan craftsman. He studied art with

Pierre Jacques Cazes and Noel Nicholas coypel. In I72L he ;a; se:

to the Acadeny of Saint Luke, the craftsmens guild by'his Lo s
ther than to the Royal Academy of Painting

1ittl _ 1 education nor grounding in_th ca

History Painting, the highest class of vainting would

1TL
5

e e
always be




ther's

than 17;9’
i il I 1 len hn the basls

having been oreviously accepted into the Royal Academy OLmitted as &

- 1 1 ; j_S fa
closed to him, a fact he regretted deeply as ne did also 1

choice of academy. He considered it a bad start and left 1

of his two paintings, the Skate and the Buffet. ne was %q for an
painter of "animals and fruit". 'rhis was the lowest ranhlng they are
artist. He presented these two paintings to the Academy gt roun

in the Louvre today. The rest of his life revolved closely &l

the Academy and he was involved in hanging paintlings = thelfe say
exhibition and from I755 onwards was treasurer and B30 43 lar%ow

in its administration. Wildenstein goes to som® trouble to i S

that the generally acceoted portrait of Chardin as an ???yféo :
loveable, helpful bonhomme is not a good likeness. He 1mplle5f

B ey ilhan states that Chardin was in fact shrewd, often sel i
serving, thrifty to the point of miserliness and ngY-13ut a%l

shows really is that Chardin was human, carefull with nis mqnfy;
possibly a little hard on his son, unkind to his enemies and &t »
forhis friends, It must be ﬁmembered that Chardin hacd haa a rguﬁ?—
hard time of things though he was never as hard up as 15 genega~~y
thought. His son is thought to have committed suicide 1in Vealce,_
but Cochin says that "his giddy head never made it possible 10T him
to come to any good", His enemies among the painters were badly
placed at the exhibitions and Chardin was ticked off by Piderot for
this. Diderot, having been rather critical of Chardin and luke-warm
at best in I763 eventually became an admirer and friend of Chardin.
Chardin had much to thank his friends for. Cochin, a life-long friend
saw to it that he had logings and a sizeable pension for as long

at least as Cochin had influence.

Comparatively few paintings have come down to us

He has often been accused of laziness. Cochin, himself sa tha
din was not hardworking and even in his own day the CriLICERWEEE
C Al b=

and wanted to see more work from him, but then

¢ vas slow ané painstaking and it L; e required guite
ime to complete one. Yet one does suspe ' he could have
harder and inI?753, having been critici previous year
for laziness, Chardin suddenly produced elg X inge for the
exhibition. At least, though, everything he produced was of a
consistantly high standard.
Chardin is the great painter-craftsman, one of the very
few to elevate craft and painting to an art form. ‘lhere is an
intrinsic quality in Chardin's paintings that is indefinable, as
there is in all art,but in Chardin it is all the more mystifying
because he has taken plest and most humble category of Still- Life
and raised it to the £ R0 t art. This is his achievement.
The effect on seeing ediate and startling
nd yet so subtle T s ed in his
wn time for being a ere that
almost tangibly perme he verv subat
of an object on his *qﬁ }id Substance
a8 1T goes
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meticulous

but there is much more to his a His constant L
much more to his art. Hi e est of subjects

searching into the simplest of things, the humbl to touch the
and his honesty in front of them enabled him somehow TO Eou
truth. The ostinata of reality underlies all his works. ?f ins, pots
eternalizes his simple objects, his cauldrons, Water—foggb?ln»é :
and pans, which we feel he knew intimately. He painted them anﬁething
made them tangible, palpable not just to our senses, but to SO g
deeper. They sfit there in:their simplicity of being just for i
themselves,not as symbols and they strike a chord, these objects,
that vibrates through our being. How does he achieve this? One
can, perhaps aporoach the answer. nis craft is beautifull; the
sheer skill of his handling, a joy. There is no bravura eres
though, But it is more than pure skill, Chardin taps a deeper
stream. An artist may use every device available to him and
produce nothing but a surface brilliance of which one soon tires.
Chardin had all the technical brilliance that he needed at his
fingertips, but it neve

2 O

me degree
in his early works, the skate and the Buffet. rhe Skate is a
r

(NG
Q
U

>r obtrudes except, perhaps to SO
de force and its rather gruesome aspect and exageration was bound
to attract attention as indeen it did. It is not just a cleverj_
painting, however, and will rank always as a master-work. unardln
was never banal despite the simple subject-matter he chose but 1in
the puffet 1 feel that he comes perilously close. This work is
obviously a superb piece of painting, but the dog and the bird
are an obvious device and somehow the complexity of incident, the
multiplication of detail, the very clever composition of which
Cezanne surely took note leaves one inthe end result rather lost,
but again - what a painting! Nobody could have done it better but
Chardin could rise higher.

So we see that when the technique becomes obvious we

lose something of the magic of which Chardin was capable. Anything
that obtrudes tends to destroy. Lt is the very appropriateness of
technique to the objects depicted, the harmony of means and ends,
the feeling of correctness in the placement of objects, the subtle
colour harmonies, his drawing that synthesizes forms; this is
what enables him to produce those simple monumental paintings
of great strength. Wildenstein speaks of a certain stiffness in
his early work and then of a fluid easy style in his maturity, but
to me at least some of his early work is as fluid as his late’work
gnd I find often a stiffness throughout his oeuvre. The stiffness
15 there, I feel, because every object and every line adds streneth
t%'thi composition and there is a feeling that if one moved an
object one upsets the painting. Chardin's s W oo ot 4
a ét%opw basic structu}i ﬂﬁggoﬂﬂgiirﬁl?fs cu?tie pit e oo

e one benl LRacuine s pe suriace too, despite its apparant
simplicity is complex. He appears to have worked long and hard on
his paintings. There is evidence of great care with ;rebéra%ﬁdn
for painting and in the painting, in the glazes and scumbles and

t
in the careful colour harmonies.




In the National Gallery of Irﬂland we are Fortunagie
:n having three remarkably fine Chardins. L want to tal1 about
loung Governess which is ,1 feel, among his ?ﬁnOSt oa““b’nos° Su
fRECl Y let us look at *‘e othor two. The first one jsweﬂtl:%e stein.
Wo Hares, Game-bag and Partridge and is dated 1727/8 by Wilden :
‘he composition is basically the classic triangle. At the aHEATO
his triangle the feet of the decad game are tied by & string Lfos
ame, the loop of string and the shoulder-strap all hang froq ¥
joint, presumably from a nail, and are distributed accf?SD bt? ttom
nlcturc plane. Their weight is taken by a stone shelf at the e
f the painting except for one hare ”ﬂlcb hangs lifelessly oVer
he shelf.and breaks the line. Nowhere is there 2 straight line -
his curve is taken up by

1¢u

von the shelf is curved and t J S 1S A

e outstretched wings, by the strap and the loop of string. 12€ 3
rea between the strap and the string reiterates the basic triangular
structure. The oval of the ear in the bottom right hand corner 15
epeated again and again in the caf%kg?btﬂc other hare, in the 1ooD
> the string, in the area of the game- bag under the wing. The Elﬂg
yreaks the sweep of the strap. It would be overlong otherwise. There

\at echos one another; so many rhythms broken

ATe SO0 many curves tha

and taken up again and yet the composition 1s Very stable. The colour
is limited:from a cool dark background the objects emerge: the

‘armer buff of the game-bag and the dead hares; the cooler g
Ehespartridge; the blue- green of the string more strongly st
the leaves which gleam dully on the left; the blood on the plumage
and stronger still the dull deep red of the blood on the dead hare's
neck glowing out of the darkness. There is a poignancy in this
nicture, in the limp weight of the dead game. The coat of the hare,
stilled now, no more to bristle and flow save in some chance breeze
that might heppen by; the nacreous beauty of the wings, stiff and
outstretched — such beauty in death! This was a subject to which
Chardin frequently returned throughout his life. nis capacity to
look again and again and to repeat is never tiring for he always
seems to find somethuno new.

')\

~

The Card Trick in the Gallery is once again a subject
eturned. ne seemed to have been fascinated by the

to which he re

Conceﬂtratinn called for in games where a person's attention is
focussed totally on what he is doing. vezanne's card-players owe
some debt at least to vhardinis. This painting was intended as a
companion piece to a game of goose, various versions of which are
now lost. ihere is , fortunately an engraving by Surugue dated 1745
after the lost painting. 'his engraving shows people gathered around

a table and eprrossed in a game .The Card-Trick also shows people
gathered around a table: on the left a young man sits with the cards,
one, which he is about to put down,is in his right hand. Across the
table from him , on the right, is a young girl, and behind the table:
another girl. The table is covered with a rich table carpet. The 2




: ] i roround o0f which
colour again is very limited. The dark cool backgro 5est colour

the young man's coat is a lighter version, the stron tunicCe
being on the right-hand side, the rich red of the gipillts esss 1is
The painting is rather stiff, but one feels that the stiffn
deliberate - part of the fabric he wove, essential tO the tion 1is
completeness of the work of art. The human capaclity Hor moli d i
halted for an instant. The action is SquOed and ape¢ distl io

in such a way that one is not aware of the motion. There 1is :
sword of Damocles about to fall, though there is a potentia

for motion, whiechi™is quiet and conuavned and stilled, one feels, a
for O*ernﬂtj, The atmosphere is omne of breath-—nolcﬁ1O anticipatio
as the children wait to see the card that young man Looks Bb 12
his hand. The girl in the middle looks down at the Cprds Mree
on the table while the other girl looks at the young man's face
amean effort to de01pner there what he Lﬂows, Her Een§eﬂ008 maxes
her lean forward; he is relaxed, his feet crossed, and all 1s
sthW'polsed on the card. For once the card is down the moment

is over and they will breathe again.

-
o
1.
0]

Governess , painted in I73I/2 according

The Young
to Wildenstein, hangs in the French Room in the National Gallery
of Ireland. The very merits of the painting fight against it.
tra d atmosphere is rather lost in the hullabaloo
1)

te
of fétes ﬁ"WLSQ‘ But every galle
intend no critici i

of looking at such a painting in si

v
It's guiet concen
ecs

y has these nfobWems and I
nly to point outy *dafficulties
u

here is a version, or
n

copy of this painting in the Londor tional, very slightly

different from the Irish painting., Indeed the Irish painting

is closer to the engraving by L'Epicie dated 1740, which date

would appear to argue a later date for the Dublin painting as

the paintings were usually engraved within a year or two of their

execution, The London Naticnal Gallery g&intng has been

damaged in restoration and cannot therefore be taken as altogether

being as Chardin tended. ”'1donstﬁﬁn states that the Dublin

painting may be perhaps Mother Giving a Lesson to her child

from the Larogue sale Vﬂorc it was helo to be "copie retouch

en plusieurs parties par M. Chardin". However noooly could

possibly imagine the young governess aged 12 to I4 to be the

mother of the child. ls it possible that the pictiure in the

Larogue sale is F?i’goi‘ ”lugchoq w?ich indeed shows a mother

reading to her child! A wversion of this wa snt to S i

entered the Roval col’ecéL;i +w01; %h; CZ?QSQIP EO J?ﬂiﬂ and .

vras I‘?,JK" b”t ‘jc'.'-r\‘ S ‘TS O'{‘.Z"a.“ ag \"—'- 3*"‘_" ‘c:L' < \.,JL‘L__"L D:CO LS bll-‘_S 'ﬂ:‘\H\ITI'HC/
449, but there 1 r was another known version which

appears infthe Lives de vully sale in 1770. This painting is

now missing. There could have been other versions of
subject. The date 17L9, which

this
Wildenstein suggests may be
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1a?e' ‘The painting is very similar to work that Chard}y was
doing around I740 (Wildenstein's dating), for example the .
to prove that London rainting is not a eE siami=eimplySttan

il 5 3 : ) . . 2 o Y1

the Dublin painting is and that I consider it superiorl. %?i

rather disconcerting thing about the London painting £5 fAEhe
0] z

obvious size of the Child's head. It appeass than tha
governegs, is lighter in tone and appears to be in & nearer :
picture, than the governess. Lhis rather mars the painting. 1B

the Dublinpainting which is slightly larger, this p;oblem ﬂ?S

been dealt with in an efficacious and wholly artistic mannerl.

The child's head is more in shadow. Only the upper lefﬁ side™
of her face recieves the light. This at once gives t‘eﬁlmpr§5$§}qﬂ
R -0 i- tilted forwards and that it is in 3 plignios beains
that of the governess. The highest 1light, apart from that on
the hands is on the neck and cheek in the area of the ear of
the governess. This has the effect of giving an apoarent o
turn inwards to the face of the governess and because of this
the apparent space between the heads is greater. Thus the
profile of the governess does not grate against the rounded

head of the child as it does in the London painting.

though I suspect a later dating. It is hard to substanciate

and a tome could be written on the difficulties of dating
Chardint's paintings. It shows, guite simply a young governess
pointing out with a needle something in a book to a child.* The
book lies on a bureau which is parralell to the picture plane.
This helps to place the figures in space as the governess is to
the right and slightly in front of the bureau, at least, her
left arm lies in front of it. The child is slightly left of
centre and behind the bureau. Only her head, arms and shoulders
show aver it. From the lock in the front of the bureau a key
projects outwards into the picture plane. The bureau and the

two figures are contained loosely in a triangle having its apeX
over the head of the governess. The bureau gives a solid base

to this triangle and the line of the front edge of the bureau
broken only by the the governess's sleeve 1is contiﬂuedfher dress
to the right hand bqrder of the painting. There is a kind of
spiral motion too, down the needle, up the child's arm,acgross the

The Dublin painting, then, was nainted in I731,

Lo o B BLeeTe and baclk again to the book, the subject of
contration. And then, of course there is that empty space

betieen the figures which leads our eyes dovn onEeJasaip to the
sointer and back to where we started. Indeed there ii ééuethi"g
almost cubist about this painting that Braque might have G
aprreciated: the simple rounded forms, the massing of light

and dark, the balance between the negative and oogitive S:ﬂcﬁ

and even the colour. The colour is very simple and is coj%?nu

f oie ol oy bl |, ned and and yeldow. The baclkground 1é.-"eg

that cool, mysterious grey so typical of Chardin and t
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1 r-| 1
- el ges in places with th .
of the little girl's sleeve merges , - onoubh o

=l

Packground. The bureau is a warm brown and is clo

rness
€ollour to parts of the girl's cap and that of the Ogcrcd in
o cause them to ring in sympathy. There 15 ochre an

in the

the caps as well and these are the ”“TFGSt tones s 18
painting. The fresh young skin is beauti fu1 y “U”’OD“?onaD
the slight glow of colour on the ”overqua s cheeks, "ﬂq
whites are pure and beautiful and itis hard to ima L%%ehf‘ffness
more satisfying use of white. In one PQTL 1t suge 5b§ e ; :
&5 in the front of the governess's apron; in other P“?f°s-.c
flins¢y gauziness and transparency when for example Lb,;lour
around her neck. Her sleeve, too, is a joy and rem iscent o
Vermeer in its near Cubist approach to shading. tqu =
those echoes of colour accross the painting, one, thie spzats oo
@f blue on the child's cap, and the colour of t;e"drcsz, another,
where tnc governess's sleeve is pulled back to allow a &L limpse
of ac material the colour of her cap. The harmony of colour
2s not Cﬂs"-J achieved as a close look at the Oalﬂtlpr bcgt#l§eu.
LlO complexity of the paint surface is extraordinary. vne colour

lies on top of another, glazes and scumbles abouna and a%l i
3 ol T ENREne

harmonized by a sort of scumble which adheres in places
£

surface and in other places veeps out from underneath.

'he painting tells of a small drama and this takes me
back to the point I made about the Dublin painting bedngs
superior in artistic merit to the London painting. Here tihere
is a rightness of technique for tle subject. The sharp needle
glinting in the light conjures up the sharp alert mind of
the governess. The forward lean of her body bespeaks her
anticipation of an answer from the child. The fumbling hands
of the child as they grope uncertainly over the page; the mouth
and face lost in shadow, a mouth mumbling or about to mumble
hesitantly the answer - an answer we suspect that will be wrong.
Am T reading too much in? I think not for it is all there to see.
For is the state of mind of the child not suggested by her
groping hands, by her WnﬂovlltJmEQ %rt culate her fingers. This
suggests surely her inability to Hﬁower and the shadow on her
face suggests a doubt in her mind.

¢

y and finally,the paint as it evokes a
rms in its own painterliness; in the w ay it gives

na

s
that extraorawnavy quality like a flass flower
y L Da‘oeiuelgm, o finest crystal- taflbal].Z"' 'l“lJ
WMWGCW“te yet utterly remote. in this painting Chardin brings
all his powers to concentration and creates a masterpiece. f
vhardin, the master-craftsman typified, perhaps, by those late
pastel self-portraits, now in the LOUer i5e mléht in fact be
worthwhile to quote 1n part what the Goncourts said of
pastels " Go! they tell us "Go to the Louvre and see the tu
hortralts in which he depicted himself, veteran brogeqlcor ‘%
a mighty oeuvre, without a hint of oeroona1 vanity, in the e
homely, leVDHTJ atire of a septegenarian bour0001é

these

wearlng
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a night-cap, an eye-shade on his forhead, spectacles perched on
his nose, a muffler round his neck. What astonishing images!
The work so violent and so passionate, the density,
and dabbings, the scratches, the thickness of the cha
spread so freely, the boldness which marries unmarriagea
and throws colours onto the paper in all their harshness =
undertones similar to those which the scalpel finds under the
skin , when we step back a few paces all this blends , fuses
and becomes luminous and then amazingly we have before us real
living flesh with its creases pores and sheen and the sof
of healthy skin. To paint everything in its true tone without
painting anything in its real tone-By this tour de force the
painter has wrought a miracle." So say the Goncourts.and no
doubt they say it better than I can. The painting I have been

diSCUSSing SiES Surely Chardin at his best.

He produced much-that is great. He touches the

quintessential in art and the there is no intellectualising here,
materials and imbuelng

ia

simply a master-craftsman working with his

them with a quality gleaned from God knows where, which lifts
them to the highest plane of art. He has been compared to
Rembrandt and Vermeer and has undoubtedly influenced Courbet,
Manet, Cezanne, srague, Picasso, Morandi. The list is long, but
it is his apparantly unending popularity among painters that

is significant, for paint is his tool - not ideas, not words,
and he will always exert a powerfull force on those who care
about painting r

the hammerings
1k, the strokes
ble toneés
these

t bloom
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