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Pre-requisites O\ Intended knowledge and competence outcomes:

- be aware of the connection between the language used
and the content in the target subject, that is Art

. interpret visual elements

. be able to recognise the main features of the
impressionistic period, impressionsitic paintings and
techniques, and adopt the proper art vocabulary to
describe them.

- be able to compate the main features and traits of the

oaching the analysis of

1ting/work of art on the
f the historical

bund, the main

s of the artistic period
1e main techniques

ted by the artist.

Communicative. The students will be engaged in different kinds of
activities specifically meant to encourage their participation and use of
the target language in the classroom.

d listening IWB, blackboard, copies made from books, images and video
from the Internet so as to match the students’ different learni

Individual, pair and group - work, dialogic teacher t
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landscapes genere and of \‘lbe impressionistic themes. \
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https://www.youtube.com/watch?v=pySjmzqVlQI
https://www.youtube.com/watch?v=pySjmzqVlQI

The Impressionist movement developed in France during the 18
when several artists began experimenting with naturalistic painting based
on a careful consideration of the reality and contingencies of visual perception,
especially with regard to light and colour.
The main exponents were Edouard Manet (1832-1883), Claude Monet (1840-1926),

Camille Pissarro (1830-1903), Pierre-Auguste Renoir (1841-1919),

Alfred Sisley (1839-1899), Edgar Degas (1834-1917) and Paul Cezanne (1839-1906).

In 1874 they organised the first exhibition of this new trend in art
at the Paris gallery belonging to photographer Felix Nadar.

Influenced by M.E. Chevreul's scientific theories on colour as well as by the
completely new perspectives offered by photography and by Japanese art
(admired in prints by Hokusai and Hiroshige),the Impressionists
sought to recreate the eye's experience of sight without any preconceived notions
about the object.

Their goal was to observe nature and to translate its immediate impression
directly to paper or canvas, an effect they could best achieve by working en plein air,
that is, outdoors. They focused on effects of light and colour; the latter was applied
to the support with touches of selected tonalities unblended and juxtaposed one next
to the other. In this way it was up to the eye to reconstruct the image from these traces.
The final result was a complete fusion of object and space, taken as a phenomenon
of chromatic and light values.



Matcning exercise

» Refusal of themes taken from historical, mythological, religious or
literary sources in order to favour scenes derived from observations
of nature or from the many aspects of modern life

» The refusal to use preparatory drawing and perspective
to organise the painting in a traditional way.

* In general line is absent and the artworks are
carried out without preparatory sketches

 Brush strokes apply the paint in small,
quick and dense marks.

* Painting occurs outdoors, en plein air, juxtaposing
pure colours (those belonging to the solar spectrum)
without blending them. The palette becomes lighter
and black is no longer used for shadows

» The new subjective way of seeing attempts to capture

a moment, a precise instant. This leads

to a constant study of the phenomena of light, the way it strikes
objects, the way it separates into various colours.

Light




/commentaire/commentaire_id/the-ballet-class-3098.html?no_cache
=1&cHash=e6d1e20a82

object/dance-at-bougival-32592

(3 lines of text each):

* subject e composition * colour * brushwork
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sort a place that is frequented for holidays or
recreation
Oreshqdow to act as a sign of a future event
outdoors in the open air
~ brushstroke a mark made by a paintbrush across a

- surface

~ pier a structure used as a landing dock for boats
echo to repeat a sound which bounces back
take up to occupy
stroll to walk in a slow, relaxed manner
bather a person swimming or spending time in the
water
outline to draw the main shape or edge of something
ceaselessly in a constant way
foreground the part of a picture or photograph that is
nearest to the observer
shadow a dark area or shape
rendition a visual representation




ugwol west of Paris. Working alongside Renair, Mone
7 ‘fhe late summer of 1869.

I

Over half of the canvas is taken up by water and boo’rs while the people
- the bo’rhers appear as ’rh|nly distributed shopes '






ve) riverside resort.
| rork is one of two preparatory (quick, rough,
preliminary) sketches.

- 3. The whole scene is constructed with detached
(unbroken unvaried, sepora’re) brushstrokes.

I5 The people strolling and the bathers appear as ’rhlnl
~ distributed (clustered, unified, scattered) shapes.
he general effect is that of a powerful (effec’rly














https://www.youtube.com/watch?v=DWHJx0kFQCo
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During the winter of 1892-93 Monet carried out about fifty canvases of
the Cathedral of Rouen, painted from his second-floor hotel room facing
the church’s main facade.

Through this series of works the artist studied the variation of colours
caused by the ever-changing conditions of natural light during the
course of the day.

On each canvas Monet painted the same subject but changed the view of
It, in keeping with the change in natural light using prevalence of white,
grey, light blue and golden pink. By so doing the artist overturned the
principles that had been the basis of his previous works. His earlier
pieces owed their dynamic quality to the real mobility of the subjects
depicted and to the complexity of things in their landscape, by contrast
the Cathedral works emphasize that the movement Is generated by the
appearance — In its colours, light and atmosphere — while the object
remains stable.



The Cathedral’s facade fills every canvas but is only partially seen, thus creating a
new form of composition, a chance cutting in which we can clearly see an
influence of the recently commercialized technology of photography. The slightly
diagonal arrangement indicates the spatial depth between viewer and building.

The dominant theme is light as it strikes the Gothic facade, reflecting and
dispersing over thousands of sculpted reliefs; light mixes with colours, achieving a
tactile quality and even seems to originate from them.

Even the architectural from, which has been brought to the painting surface and
thereby denied any usual relationship with a background, seems to dissolve in
Monet’s light. Overlapping touches of pure colour erase the profiles, blur the
details, transforming the Cathedral’s refined sculptural ornamentation into pure
pictorial matter. The facade’s sparkling quality is highlighted by the contrast
between the prevalent areas in light and the parts in shade. The latter are not
rendered by using black but rather by overlapping complementary colours, from
light blue to ochre, from dark blue to burnt Siena.



Our perception of the form in each Cathedral painting varies acc to
the atmospheric quality, meaning the weather conditions and the presence
of light. This results in a group of artworks in which no two images of the
same subject are even identical.

By breaking traditional ways of working Monet invites the viewer to think
not about stability but rather about what changes architecture carries within
itself. Monet’s artistic biography Is emblematic of one of the explorations
carried out by Impressionists. From the representation of movement, from
pinning down the unique character of the fleeting second, it evolves into the
desire to capture changes, the constant flow.

Although the initial givens of the subjects are still recognisable, the
perceptive dissolution of the forms leads to Monet’s Investigation to the
limits of abstraction process. In this way the subject’s variation becomes an
affirmation of the relativity of our relationship to reality and, therefore, to
our consciousness of It.



Choose the best answer to complete the sentence.

1. As a subject for art, cathedrals had
O a. already been seen in painting.
O b. never been seen before

2. Monet chose the Cathedral of Rouen as a subject
O a. to celebrate Gothic art and the roots

of French culture.

O b. for the qualities of its three-dimensional aspect

and its plays of light.

3. The dominant theme of the painting is
O a. light.
O b. architecture.

4. The composition Is
O a. classical.
O b. influenced by photography.




5. The sense of depth is rendered by
O a. applying central point perspective.
O b. studying light and colour variations.

6. Movement is conferred by

O a. the subjects' real mobility, as seen in Monet's prior
works

O b. the changes of light and by atmospheric effects.

7. The details
O a. are extremely realistic.
O b. tend to dissolve.




Colour. In the text, find the English equivalents to the following Italian terms.

1. Colore puro:
2. Colore complementare:

3. Luminosita:
4. Ombra:

5. Pennellata:
6. Forma:

7. Contorni:
8. Sfondo:




Light

* light « blurred - lit « natural light « street lighting * luminous effects
* illumination « luminous

The main theme of Monet's work was
both in his countryside and cityscape canvases.
The modern city of Paris was by the new invention
of , fueled by gas, a kind of public
that allowed movement after dark.Working
en plein air Monet's observations were bathed in
which often
the outlines of his subject.In Monet's outdoor scenes like
The Haystacks his technique of overlapping juxtaposed,
pure colours gave a quality to the paint,
while in such interiors as the Saint-Lazare station the
were decidedly darker.




The Musée d'Orsay in Paris has five paintings of Monet's Cathedral
of Rouen Series in its collection.
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