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Above: Jean-Auguste-Dominique 

Ingres. Self-Portrait, 1804, oil on 

canvas  

 

Left: Jean-Auguste-Dominique Ingres. 

Bather of Valpincon, 1808, oil on canvas 



Most of David’s students disappointed 

him by adapting his austere and didactic 

Neoclassicism to other ends.  Jean-

Auguste-Dominique Ingres (1780-1867), 

for example, turned his principles to the 

service of conventional masculine taste.   

 

Although Ingres fervently desired 

acceptance as a history painter, his 

elegant images of classical literature and 

his uninspired scenes of contemporary 

history were less successful than his 

erotically charged portraits of women 

and female nudes.   

 

Ingres’s commitment to Raphael’s 

polished conception of beauty was 

translated into a style of female 

portraiture that provided the basis of his 

successful career. 



The young disciple never let his brushstrokes 

show, saying paint should be as smooth ‘as 

the skin of an onion.’ Ingres, however, went 

even further than his master in devotion to 

the ancients.  In his early work he took Greek 

vase paintings as his model and drew flat, 

linear figures that critics condemned as 

“primitive” and “Gothic.” 

 

“Drawing is the probity of art,” was his 

manifesto.  He cautioned against using 

strong, warm colors for visual impact, saying 

they were “anti-historical.”  The battle sank 

into name calling, with Ingres labeling 

Rubens, the hero of the Romantics, “that 

Flemish meat merchant” He considered 

Delacroix the “devil incarnate.” When 

Delacroix left the Salon after hanging a 

painting, Ingres remarked, “Open the 

window. I smell sulfur.” 



Ingres preached logic, yet the romantic 

poet Baudelaire noted that Ingres’s 

finest works were “the product of a 

deeply sensuous nature.”  

 

Indeed, Ingres was a master of female 

nudes.  Throughout his career, he 

painted bathers, rendering the porcelain 

beauty of their flesh in a softer style 

than David’s. 



Jean-Auguste-Dominique Ingres. Grande Odalisque, 1814, oil on canvas  



During Napoleon’s campaigns against 

the British in North Africa, the French 

discovered the exotic Near East.  

Upper-middle-class European men were 

particularly attracted to the institution 

of the harem, partly as a reaction 

against the egalitarian demands of 

women of their class that had been 

unleashed by the French Revolution.  

 

Ingres’s first treatment, the Large 

Odalisque, was painted in Rome in 

1814 for a woman, Queen Caroline of 

Naples, as a pendant to another Ingres 

nude in her collection (a sleeping 

woman now lost). The cool gaze this 

odalisque levels at her master, while 

turning her naked body away from 

what we assume is his gaze, makes her 

simultaneously erotic and aloof. 



Ingres’s commitment to fluid line and elegant postures was grounded in his 

Neoclassical training. Although he was the leading spokesperson of his period for the 

timeless, universal standards of classical art, his own work not only treated a number 

of Romantic themes, such as the odalisque, but also did so in a highly personal, 

almost Mannerist fashion.   

 

Here the elongation of the woman’s back (she seems to have several extra vertebrae), 

the widening of the hip, and her tiny, boneless feet are not only anatomically 

incorrect but also difficult to explain even on purely aesthetic grounds. 



The subject- the reclining nude 

female figure- followed the grand 

tradition of antiquity and the 

Renaissance in sculpture as well as 

painting, as did Antonio Canova’s 

Pauline Borghese as Venus.  

 

Grande Odalisque again shows 

Ingres’s admiration for Raphael in 

his borrowing of that master’s type 

of female head. The figure’s 

languid pose, small head and 

elongated limbs, and the generally 

cool color scheme reveal the 

painter’s debt to Parmigianino and 

the Italian Mannerists.  

 

However, by converting the figure 

to an odalisque (woman in a 

Turkish harem), Ingres, unlike 

Canova, made a strong concession 

to the burgeoning Romantic taste 

for the exotic. 



This rather strange mixture of artistic allegiances- the combination of precise classical 

form and Romantic themes- prompted confusion, and when Ingres first exhibited 

Grande Odalisque in 1814, the painting drew acid criticism. Critics initially saw 

Ingres as a rebel in terms of both the form and content of his works. They did not 

cease their attacks until the mid-1820s, when a greater enemy of David’s Neoclassical 

style, Eugene Delacroix, appeared on the scene.  

 

Then critics suddenly perceived that Ingres’s art, despite its innovations and 

deviations, still contained crucial elements adhering to the Neoclassical taste for the 

ideal. In fact, Ingres soon became the leader of the academic forces in their battle 

against the “barbarism” of Delacroix, Theodore Gericault, and the Romantic 

movement.  



Although Ingres fervently desired to be accepted as a history painter, it was his 

paintings of female nudes as orientalizing fantasies and his sultry portraits of 

aristocratic women that made him famous.  

 

In Grande Odalisque, the saturated cool blues of the couch and the curtain at the 

right set off the effect of her cool, pale skin and blue eyes, while the tight angularity of 

the crumpled sheets accentuates the languid, sensual contours of her body. She is a 

male fantasy of  a “white” slave. The exotic details of her headdress and the brush of 

the peacock fan against her thigh only intensify her sensuality.  



As a pupil of David he was 

inspired by works of antiquity, 

despised messy improvisation 

and insisted on precision and 

clarity.  His visit to Rome in 

1806 led to an eighteen-year 

sojourn there, during which 

time he became the Director of 

the French Academy.   

 

He expressed himself in 

exquisitely rendered line: the 

stress on line was as essential 

to the Classicists as color was 

to the Romantics.  The 

inspired simplicity and poise of 

many of Ingres’ figures echo 

those of the ancient Greeks, 

and to this he added an exotic 

Orientalism in his turbaned 

headdresses and subjects like 

The Turkish Bath (left). 



Jean-Auguste-Dominique Ingres. 

The Comtesse d’Haussonville, 

1845, oil on canvas 

 

An infant prodigy, at the age of 11 

Ingres attended art school and at 

17 was a member of David’s studio.  

The young disciple never let his 

brushstrokes show, saying paint 

should be as smooth “as the skin of 

an onion.”  

 

Ingres, however, went even further 

than his master in devotion to the 

ancients.  In his early work he took 

Greek vase paintings as his model 

and drew flat, linear figures that 

critics condemned as “primitive” 

and “Gothic.” 



Henri Fantin-Latour. Portrait of Edouard Manet, 1867 

 

Born into an upper-middle-class Parisian family, 

Edouard Manet (1832-1883) studied in the early 1850s 

with the painter Thomas Couture (1815-1879), an 

academician with progressive leanings.  Manet often 

quarreled with Couture and some of the models 

available to him, however, because he wanted the 

models to adopt more naturalistic poses and because he 

though that during the summer months studies should 

be done outdoors, under natural light. 

 

When he was 18 years old, Manet began a longstanding 

affair with his piano teacher Suzanne Leenhoff, and a 

son was born in 1852.  In public, they pretended that 

the child was Suzanne’s brother and that Manet was 

his godfather.  They married in 1863, when Manet’s 

father died and he inherited money. Manet was 

fascinated by modern city and commercial life and 

enjoyed its benefits: café society, modern travel. He also 

suffered the penalties, dying in agony from syphilis, 

aged 51. 



Edouard Manet. Luncheon on the Grass, 1863 



In 1863, Manet shocked the French public by 

exhibiting his Dejeuner sur l’Herbe.  It was a 

statement in favor of the artist’s individual 

freedom, and challenges the viewer on 

several grounds.  The shock value of a nude 

woman casually lunching with two fully 

dressed men, which was an affront to the 

propriety of the time, was accentuated by the 

recognizability of the figures. The nude, 

Manet’s model Victorine Meurent, stares 

directly at the viewer. The two men are 

Manet’s brother Gustave and his future 

brother-in-law, Ferdinand Leenhoff. 

 

The public reacted with laughter, derision 

and hostility. One reason for the painting’s 

rejection was probably its way of making the 

spectator in the picture feel foolish, as if he 

has stumbled on a scene where he does not 

belong.  The naked woman shows no shame 

or surprise, even though she is sitting in 

equally close contact with her two male 

companions.  



In 1863, and indeed most years, the artists whose 

works had been rejected protested against the 

tyranny of the jury- and this time something 

unexpected happened: the emperor himself 

ordered that the “refused” should be given the 

opportunity to show their pictures and sculptures 

in a separate exhibition to be held parallel to the 

official Salon.  Manet was thus able to exhibit his 

Dejeuner sur l’Herbe in this Salon des Refuses.  

 

This painting by the American James Abbott 

McNeill Whistler was also in the 1863 Salon des 

Refuses.  The title of the painting is Symphony in 

White No. 1: The White Girl.  Whistler, who was 

associated with a movement known as the 

Aesthetic Movement, created paintings without 

any moral or narrative content, something which 

the conservative French Academy disliked. 



One historian has argued that Manet may have intended to make a modern version of 

the popular Renaissance theme of sacred and profane love, a contrast between the 

higher spiritual love and that of the flesh. Several details in the picture suggest as 

much.  For example, the man on the right makes a curious hand gesture, with his 

thumb pointing to the clothed woman in the stream and his index finger pointing to 

the nude.  Above the woman in the water- itself a symbol of purity- is a bird, 

traditionally associated with the spirit.  In the lower-left corner, next to the nude’s 

discarded garments, is a frog, often an emblem of the flesh.  



Near the figures lie the remains of a picnic: a small basket, cherries, a bread roll 

and an empty glass decanter.  They have already drunk the wine it contained.  

Like a picture within a picture, the details of the picture make up a still life, a 

realist genre much despised by the leading Salon painters.  It was one which 

Manet, however, painted all his life.  



Even though Manet borrowed from earlier art historical sources such as the 

engraving seen above, the scene is thoroughly modern.  The bohemian behavior and  

dress of the man at the right of the picture, suggests the party may be artists and 

models.  But the whole force of the painting depends on a curious twist.  Once the 

real male spectator takes up the psychology of the spectator in the picture, he is 

looking at a model who is present and “real”. This means he is no longer able to 

pursue the female body within the artwork from a comfortable distance, or to look at 

art from the safety of reality. 

Above: Judgment of Paris 

engraving c. 1515 by Raimondi to a 

design by Raphael 



Another source for this work was 

Giorgione’s (or Titian’s) Pastoral 

Concert in the Louvre, a painting 

that pairs clothed men with a 

female nude.   

 

Manet’s technique, however, 

could not be more different. His 

rejection of warm colors for a 

scheme of cool blues and greens 

plays an important role, as do his 

flat, sharply outlined figures, 

which seem starkly lit because of 

the near absence of modeling.  

The figures are not integrated 

with their natural surroundings, 

as in the Giorgione/Titian, but 

seem to stand out sharply against 

them, as if seated before a 

painted backdrop. 



Alexandre Cabanel. The Birth of Venus, 1863 

 

Shown to great success at the Paris Salon of 1863, The Birth of Venus won top honors 

and was immediately purchased by Napoleon III for his own personal collection. That 

same year Cabanel was made a professor of the Ecole des Beaux-Arts.   



In his 1863 essay, “The Painter of 

Modern Life,” poet Charles 

Baudelaire argued that, in order to 

speak for their time and place, 

artists’ work had to be infused 

with the idea of modernity.  

 

He called for artists to be painters 

of contemporary manners and “of 

the passing moment and of all the 

suggestions of eternity that it 

contains,” using both modern 

urban subjects and new 

approaches to seeing and 

representing the visual world.  

 

The break with the past was 

critical in order to comprehend and 

comment on the present. 

Especially after the invention of 

photography, art was expected to 

offer new ways of representing 

reality.  



Edouard Manet. Olympia, 1863, oil on canvas 



Manet created an even more direct visual impact 

in the Olympia, which also caused a scandal when 

first exhibited in 1865.  Here again, Manet is 

inspired by the past- most obviously by Giorgione’s 

Sleeping Venus and Titian’s Venus of Urbino.  

 

But whereas the Italian Renaissance nudes are 

psychologically “distanced” from the viewer’s 

everyday experience by their designation as 

Classical deities, Manet’s figure (the same 

Victorine who posed for the Dejeuner) was widely 

assumed to represent a prostitute.   

 

As such, she raised the specter of venereal disease, 

which was rampant in Paris at the time.  The 

reference to “Olympia” in such a context only 

served to accentuate the contrast between the 

social “reality” of nineteenth-century Paris and the 

more comfortably removed Classical ideal.  



Olympia is naked rather than nude, an impression emphasized by her bony, unclassical 

proportions.  The sheets are slightly rumpled, suggesting sexual activity.  The flowers 

that her maid delivers have clearly been sent by a client.  Olympia’s shoes may refer to 

“streetwalking,” and the alert black cat is a symbol of sexuality, no doubt because of the 

popular reputation of the alley cat.  The term “cat house” is commonly used for a brothel. 

“Olympia” was a common name for prostitutes in the era.  



Prostitution was accepted in nineteenth-century France as a necessary evil, officially 

controlled by law. If registered with the police, prostitutes were licensed to work as filles 

publiques in brothels or filles en carte soliciting in the streets, both subject to medical 

examinations. According to Zola, Olympia aged 16 was painted by Manet in “her youthful 

tarnished nakedness… a fille of our own times, whom we have often met in the streets.” 

 

Manet gave her the luxurious setting of a courtesan, above the system of police 

surveillance, one whose favors were reserved for the upper bourgeoisie- hence their 

embarrassment. In fact most prostitutes probably evaded surveillance and a writer 

complained in 1870 that “they are everywhere, in the café concerts, the theaters, the balls.”  



The servant brings in flowers- a gift from a previous admirer- but Olympia does not 

acknowledge her presence. She is ready and waiting for her next client: the 

spectator of the painting.  She makes direct eye contact with the viewer, as does the 

cat, which disturbed from sleep by our arrival. Manet uses a bold composition with 

strong outlines to the forms.  There is virtually no shadow or modeling with soft 

light.  There is no fine detail, but the color harmonies are very subtle.  



Whereas academically approved Salon painting was generally highly polished, with its 

brushstrokes invisible and its forms smoothly modeled, Olympia presents something of 

the appearance of an ébauche (preliminary, rough underpainting), with its clearly distinct 

touches of color and abrupt contrasts of tonality, as for example on the nude’s shoulders, 

breasts, belly, and hips.   

 

In addition, the bedclothes, dressing-gown, nude body, and paper are all hard and 

angular.  The overall pictorial effect of this refusal of modeling and subtle chiaroscuro, as 

well as of the mechanically poised compositional elements and angularity, is a flatness 

and ungainliness such as found in “primitive” and children’s art . 



The practice of depicting “negresses” in art, 

though less common, was nearly as 

longstanding and revered as the representation 

of ‘fallen’ women: black women began to appear 

in painting, sculpture, and the decorative arts 

in the middle of the eighteenth century as 

allegories of Africa or in order to signal the 

presence of illicit or animal-like sexuality.   

 

By the early nineteenth century, when racist 

theories of polygenesis (the notion of the 

separate biological origins of humans) 

prevailed, they represented lasciviousness and 

evolutionary retardation.  

 

The body of the lower-class prostitute and the 

body of the Afro-Caribbean woman, according to 

Manet’s interlocutors, were linked by their 

common degenerescence, that is, by their 

combined intellectual, physical, and moral 

depravity, morbidity, and inferiority.  



It is easy enough to see why Olympia offended the general public if it is compared with 

other female nudes exhibited in the same Salon and bought by the French state for 

museums. In handling it could hardly be more unlike these daintily colored and smoothly 

painted canvases.  

 

Manet was not simply reacting against the kitsch style of such paintings; he believed he 

was furthering the great tradition of European painting was dismayed by the hostility.  



Edouard Manet. Bar at the Folies Bergere, 1882, oil on canvas 



Manet’s is set in the Folies Bergere, a place in which to meet people from all social classes, 

to eat and drink, to entertain, and to see and be seen. At the center stands the barmaid 

Suzon, lost in thought.   Cashiers, barmaids and sales-girls were paid miserable wages, 

however, and many were tempted to employ their “talents” more profitably.  They would 

then join some 30,000 prostitutes in Paris who, preferring to stay clear of the brothels, 

solicited “on the sly,” giving their “one night stands” the illusion of an excitingly unique 

adventure. The French novelist Huysmans enthused over the Folies Bergere as the only 

place in Paris “that stinks quite as seductively of the makeup of hired affection.” 



Champagne, the drink of high society and the well-to-do, stands next to a bottle of 

English Bass beer, identifiable from the red triangle on its label, which is more often 

associated with the lower classes.  The society of the cafe concert was similarly mixed: 

dandies (like Manet himself), workers, and prostitutes of the demi-monde rubbed 

shoulders with each other and enjoyed each other’s company. 



The poet Baudelaire and the painter 

Manet were known to have adopted the 

subcultural stance of the flâneur. The term 

“flâneur” has the basic meanings of 

"stroller", "lounger", "saunterer", "loafer"—

which itself comes from the French verb 

“flâner,” which means "to stroll". Charles 

Baudelaire developed a derived meaning of 

flâneur—that of "a person who walks the 

city in order to experience it."  

 

Because of the term's usage and 

theorization by Baudelaire and numerous 

thinkers in economic, cultural, literary and 

historical fields, the idea of the flâneur has 

accumulated significant meaning as a 

referent for understanding urban 

phenomena and modernity.  

 

The man supposedly reflected in the 

mirror could be just such a person.  Many 

have suggested that the viewer is meant to 

identify with the male figure. 



GENDER ROLES and RELATIONSHIPS: 
IMPRESSIONISM: 

(Art of Edouard Manet) ACTIVITES and REVIEW 



STUDENT PRESENTATION #1: 

 

After completing your research on this painting by Ingres, devise a question 

to present to and answer for the class. Create a five-point rubric in which a 

ten-minute response might be formally assessed.  



STUDENT PRESENTATION #2: 

 

After completing your research on these works by Manet, devise a question 

to present to and answer for the class. Create a five-point rubric in which a 

ten-minute response might be formally assessed. Your question may 

address either one or both of the paintings shown.  

  



In what ways does Manet pay 

homage to the earlier work of 

Titian? In what ways does he 

break with artistic traditions 

and why? 



Manet was trained by an artist named 

Thomas Couture, famed for his Romans 

of the Decadence.  

 

What does a comparison between 

Couture and Manet’s work suggest about 

their relationship? 



In what ways do these two works reflect an awareness of the so-called 

“male gaze”? Analyze how they were created to communicate to an 

intended audience and why.  



What does this drawing to 

the left by Ingres reveal 

about the way he 

approached portraiture in 

painted works as the work 

shown above? 


