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“Yesterday I spent the whole day in the studio of a
strange painter called Degas,” wrote Edmond de
Goncourt on February 13, 1874:

Catalogue Entry

Citation

After a great many essays and experiments and trial
Chicago: shots in all directions, he has fallen in love with modern
life, and out of all the subjects in modern life has chosen
washerwomen and ballet-dancers. When you come to
think of it, it is not a bad choice. It is a world of pink and
white, of female flesh in lawn [a type of cotton fabric]
and gauze, the most delightful of pretexts for using pale,
soft tints. . .. Among all the artists I have met so far, he
is the one who has best been able, in representing
modern life, to catch the spirit of that life.’

Meghan L. Gray, “Edgar Degas, Dancer Making
Points, ca. 1874-1876,” catalogue entry in French
Paintings and Pastels, 1600-1945: The Collections of
The Nelson-Atkins Museum of Art, ed. Aimee
Marcereau DeGalan (Kansas City: The Nelson-Atkins
Museum of Art, 2022),
https://doi.org/10.37764/78973.5.616.5407.

MLA: Edgar Degas's fascination with ballerinas began in 1871,
Gray, Meghan L. “Edgar Degas, Dancer Making when he was thirty-seven years old.? Dancers in tutus, en
Points, ca. 1874-1876,” catalogue entry. French pointe, warming up in the rehearsal room, or performing
Paintings and Pastels, 1600-1945: The Collections of for an audience took center stage in his art. The artist
The Nelson-Atkins Museum of Art, edited by Aimee remained enamored of the subject for the rest of his life,
Marcereau DeGalan, Nelson-Atkins Museum of Art, creating more than six hundred images of ballerinas,
2022. doi: 10.37764/78973.5.616.5407. encompassing over half of his total oeuvre. Numerous

drawings, pastels, and prints in this genre allow us to
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better understand Degas's working method and also
refine the date for the Nelson-Atkins pastel.

Raised in a musical family, Degas enjoyed attending the
opera. In the nineteenth century, the lavish Parisian
Opéra, with multiple acts, large choruses, and several
soloists, also included a ballet. Between arias, the dance
corps took the stage and sometimes stole the show. As
Kimberly A. Jones has shown, the real allure for most
opera attendees was the ballet.> While Degas loved all
aspects of the opera and was friendly with many of the
musicians, dancers, and performers, he was most
captivated artistically by the ballet.

In the Nelson-Atkins pastel, Degas depicts a dancer as if
at a dress rehearsal or in the middle of a performance,
judging by the colorful costume that is not the
traditional white practice tutu.* Attired in a full yellow
tutu with bright accents of red silk flowers and ribbons,
the ballerina points her left toe, her weight balancing on
her right leg. Her left arm reaches across her body, while
her right arm stretches to the side. The diaphanous tutu
glows in the lights of the stage, while her pink-tinged
skin and tights are highlighted with white. Degas drew
eye-catching strokes of red pastel at the back of her
head to suggest an elegant decoration in her rich brown
hair. The red and yellow in her dress play with the
contrasting colors of green and blue in the background,
where Degas laid the gouache on in painterly patches of
dark and light green and dashes of blue. Always
experimental, he scribbled blue pastel across the
gouache, creating depth and interest in the foliated
backdrop. One can imagine a viewer seated in a loge
above the stage, looking down at the dancer. From this
angle, the wide brown floorboards take up half the
picture, their emptiness balancing the busy patterning of
the scenery and luminous costume of the dancer.

This pastel, long thought to be from the late 1870s, more
likely belongs to an earlier group of Degas's celebrated
ballerinas, from between 1874 and 1876. Dating Degas’s
work can be tricky, since he rarely inscribed dates on his
ballet subjects from this period. The Nelson-Atkins pastel
was first dated to about 1879 in the catalogue raisonné
by Paul A. Lemoisne, and most later scholars either
maintained this date or redated it to 1883.> Ronald
Pickvance was the first to propose the date of 1874,
which he did by comparing the model, viewpoint,
lighting, and loose touches in the background to a
painting in the Courtauld Gallery with a firm date of 1874
(Fig. 1).% If we further compare the style and changes of
several additional related works, we can gain a better
understanding of the timeline of Degas’s oeuvre.

Fig. 1. Edgar Degas, Two Dancers on a Stage, 1874, oil on canvas, 24 1/4x 18
1/8 in. (61.5 x 46 cm), The Courtauld Gallery, London (Samuel Courtauld
Trust), P.1934.5C.89

Belying the presumed realism of his images and running
counter to the Impressionists’ preference for painting
from life, Degas composed most of his ballet images in
his studio. He hired ballerinas to pose for him, but
instead of creating a finished picture directly from the
subject, he relied on drawings sketched from the model.
Then he reworked and revised them continuously over
many years and in various media.”

Dancer Making Points was probably based on a drawing,
The Points and Study of a Kneeling Dancer (Fig. 2), which
Pickvance dated to 1874 and which first appeared in the
posthumous sale of Degas’s atelier in 1919 but is now
lost.® Almost exactly the same dimensions as the Nelson-
Atkins pastel, the drawing features a ballerina in the
identical position, with an additional figure kneeling at
her feet. The top half of this second figure is obscured by
the standing dancer’s tutu. In the sketch, Degas
captured subtle movements in the placement of the feet,
especially the right foot, brought forward into its
dominant position. He also revised the width of the
bodice, slimming the ballerina’s waist at her left side,
and he adjusted the volume of the tutu on the her right
side. The artist transferred these thought processes and
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ideas into the finished pastel. The sketchy, shadowed
area under the dancer’s extended right arm becomes a
red blossom in the pastel, and the scooped-out part of
the skirt in the drawing reappears in the pastel, where
the tulle seems to disappear beneath the red blossom.
The hatched lines that parallel the ballerina’s right arm
and appear behind her neck are echoed in the mark-
making of the green backdrop. Also reappearing are the
ribbons crisscrossing the dancer’s left foot—Degas
began the Nelson-Atkins image by drawing these
features in charcoal, but he later concealed them with
white pastel, making the ribbons a faint detail. Other
noticeable similarities between the two works are the
shape of the left sleeve and the bracelet that has slipped
down on the left wrist.

Fig. 2. Edgar Degas, The Points and Study of a Kneeling Dancer, 1874, 18 1/2 x
12 1/4in. (47 x 31 cm), lead pencil, location unknown, illustrated in
Catalogue des Tableaux, Pastels et Dessins par Edgar Degas et provenant de son
atelier, dont la 4e et derniére vente aux enchéres publique, apreés décés de
I'artiste (Paris: Galerie Georges Petit, July 2-4, 1919), no. 281b, p. 244

The most obvious difference between the two works is
the omission of the kneeling figure. With the drawing,
one can imagine Degas working quickly to sketch in the

bent knees and protruding buttocks of the second figure
before running out of room where the first dancer’s legs
and skirt begin. By omitting this figure from the pastel,
Degas created an elegant soloist in the spotlight, but in
later works, the artist included this half-thought, creating
those awkward and realistic moments he so loved to
depict. Degas repeated this motif in two monotypes,
although the composition is reversed due to the printing
process. The monotypes are diminutive, measuring less
than half the size of the pastel and drawing. In Dancing
on Stage (Fig. 3) from 1876 to 1877, now at the Statens
Museum for Kunst in Copenhagen, Degas reused the
two figures from the drawing, but he raised the kneeling
figure up, aligning the two dancers’ feet. In this work, he
did not add the upper half of the missing body. However,
with its cognate, a monotype worked over in pastel now
at the Kunst Museum Winterthur in Switzerland (Fig. 4),
dated around 1876, Degas added a man’s curious face
peering over the back of the ballerina’s skirt. His lower
body is obscured by the scroll of a bass, which rises out
of the orchestra pit in the foreground.

—-

Fig. 3. Edgar Degas, Dancing on Stage, 1876-1877, monotype on wove paper,
plate: 8 9/16 x 6 15/16 in. (21.7 x 17.7 cm), sheet: 93/4 x 8 1/8 in. (24.8 x 20.7
cm), Statens Museum for Kunst, Copenhagen

While it is evident that the artist developed the subject of
the monotype and its cognate from the drawing, it
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seems he must also been looking at the Nelson-Atkins
pastel, particularly when creating the color palette for
the Winterthur pastel over monotype.® The ballerina in
each work is attired in a lemony frock with red accents
concentrated around her waist; each has a black ribbon
tied at her throat; and each wears eye-catching red
decorations in her upswept brown hair. Two other
details support this hypothesis: the empty space in both
pictures to the dancers’ left, and the curiously cropped
left hand of the dancer in the pastel over monotype.

Fig. 4. Edgar Degas, Dancer, ca. 1876, pastel and opaque watercolor over
monotype on paper, plate: 8 7/16 x 6 7/8 in. (21.5 x 17.5 cm), sheet: 8 7/16 x
67/8in.(21.5 x 17.5 cm), Kunst Museum Winterthur, anonymous gift, 2013
(Inv. No. Z.2013.6). © SIK-ISEA, Ziirich (Jean-Pierre Kuhn)

In the Nelson-Atkins pastel, Degas originally centered
the soloist on the empty stage, in a composition similar
to the drawing, in which her skirt extends to the lateral
edges of the paper. Before finishing the pastel, however,
the artist adjoined a two-inch vertical strip of paper to
the right edge. With this addition, Degas
counterbalanced the figure in motion with the empty
space of the floor and backdrop. The larger sheet and
the strip are both heavy, slightly textured, tan paper, and
thick gouache fills in the gap between the joined pages.
Lines of the floorboards also extend across the gap,

indicating that Degas was actively revising the
composition when he affixed the strip of paper.'® Degas
included this open stage space in the two monotypes as
well. While it is possible that he used the Winterthur
pastel over monotype as a basis for the Nelson-Atkins
pastel, it seems unlikely. If he was closely following the
monotype as an example, then he would have
incorporated the empty stage space in the Kansas City
version from the beginning, rather than adding the
paper strip after starting it.

The cropped left hands in the two monotypes seem
inexplicable until they are compared with the Nelson-
Atkins pastel. In the two monotypes, the hands simply
disappear illogically. This is particularly evident in the
pastel over monotype, in which Degas outlined the hand
and thumb, and the fingers are cut off at the knuckle."’
Comparison with Dancer Making Points explains the
omission, because in the pastel prototype, the dancer’s
hand extends to the edge of the paper and the fingers
fade into the background.'?

Degas made his first known monotype with the help of
his friend Ludovic-Napoléon Lepic around 1876 (see
more about this monotype and its cognate, Rehearsal of
the Ballet, which was also built up in pastel, in this
catalogue). It is therefore unlikely that the Winterthur
and Copenhagen monotypes were created before 1876,
and indeed sometimes they are dated later, to 1877."3 If
the Nelson-Atkins pastel was a basis for the two
monotypes, then it cannot be dated later than 1876.
Pickvance argued that the pastel could be dated as early
as 1874, based on its similarity with the drawing (Fig. 2)
but also due to its shared viewpoint and lighting and the
similarity of its model to those in Two Dancers on a Stage
(Fig. 1)." The Courtauld painting is securely dated to
1874 because it was exhibited by Durand-Ruel that year
and then purchased soon thereafter by Captain Henry
Hill of Brighton. With the histories of these related
works, we are better able to establish the earliest
possible date and latest possible date for Dancer Making
Points.

The Nelson-Atkins pastel has been known as Dancer
Making Points throughout its history,' but in terms of
describing the ballerina’s full motions, this title is limited.
“Making points” only refers to the left foot, which seems
about to draw forms upon the floor, and while Joachim
Pissarro found poetry in that title,'® it does not explain
what the arms or the rest of the body are doing. Lillian
Browse, who was an art dealer and art historian who
also trained as a ballet dancer, was the first to attempt to
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explain the full body’s position in this picture.
Suggesting an alternate title of The Beginning of
“Pirouettes sur la Pointe en Dedans,” Browse determined
that the dancer is about to turn in place on her pointed
toe.!” She also explained that the foot is pointe tendue,
meaning that it is stretched into a pointed position.

However, Mary Frances Ivey, an art historian and student
of ballet, has posited that the ballerina is making a piqué
turn, or a turn from a bent leg to a straight leg."®
Accordingly, her arms are also preparing for that same
turn. The ballerina’s left arm (the one in front of her
body) is already in first position, and her right arm, in
second position, will meet the left as she steps (or
piqués) into her turn. In Ivey’s view, it is unlikely that the
dancer is about to pirouette, as per Browse's opinion,
because it is not customary to launch from a pointe
tendue. In a piqué turn, dancers always turn en dedans,
or over the shoulder. The direction of the model’s head
indicates where she is going. She looks over to the
empty stage, making Degas’s addition of the strip of
paper more significant. The dancer is arrested in the
moment just before she spins across the floor. If
Browse’s supposition were true, the ballerina would
merely go on to pirouette in place.

Dancer Making Points was unknown in the art market
until 1927, when it was sold by Georges Urion, a Parisian
department store owner who mismanaged his funds,
necessitating the liquidation of his art collection.’® The
pastel caught the attention of buyers and critics, and it
obtained the sale’s highest price of two hundred
thousand francs, which was paid by Galeries Durand-
Ruel.?’ Two years later, the dealer sold the pastel to
Anna Eugenia Clark of New York, the second wife of the
late copper baron William Andrews Clark. Possibly at her
side when the purchase was made was Anna’s twenty-
three-year-old daughter, Huguette Marcelle Clark, an
artist in her own right.?' Clark would eventually inherit
the pastel after her mother’s death in 1963, by which
time she was debilitatingly reclusive. For the last twenty
years of her life, Clark lived permanently in a private
room of a hospital, and shortly after she moved there
the pastel went missing from her unoccupied New York
apartment.?? Neither she nor her representatives
reported it missing at that time. Marion and Henry Bloch
of Kansas City purchased the pastel in good faith in 1993;
however, once they learned of the theft in 2008, they
entered into discussions with Clark’s representatives to
resolve the pastel’s ownership amicably. As a result, it
came to the museum under an agreement between
Clark and the Blochs in 2008.

Dancer Making Points, with its gestural line and feeling of
immediacy, belies the extensive thought Degas put into
the subject, spanning as many as two to three years. The
dancer’s motion is suspended, as if a viewer has just
entered the theater loge to catch a glimpse of a popular
ballet during the Parisian Opéra. With her foot in pointe
tendue and her gaze arrested on the empty stage before
her, she might spin across the floor at any moment.

Meghan L. Gray
November 2021

Notes

1. Quoted and translated in Christopher Lloyd, Edgar
Degas: Drawings and Pastels (Los Angeles: J. Paul
Getty Museum, 2014), 117-18.

2. Degas was thirty-three when he began his first
major ballet painting (Portrait of Mlle Fiocre in the
Ballet “La Source,” ca. 1867-1868, Brooklyn
Museum). Yet that picture is not about the act of
dancing, and indeed the viewer’s only clue to the
subject is Degas’s inclusion of the ballet slippers
tossed onto the stage floor.

3. People-watching was another key attraction of the
Opéra; see Henri Loyrette et al., Degas at the
Opéra, exh. cat. (Washington, DC: National Gallery
of Art, 2020).

4. Jill DeVonyar and Richard Kendall, Degas and
Music, exh. cat. (Glen Falls, NY: Hyde Collection,
2009), 95.

5. Paul A. Lemoisne, Degas et son ceuvre, vol. 2. (Paris:
Paul Brame et C. M. De Hauke, 1941), no. 558, pp.
312-13. Following this dating, see Franco Russoli
and Fiorella Minervino, L'opera completa di Degas
(Milan: Rizzoli Editore, 1970), no. 737, p. 120; and
Richard R. Brettell and Joachim Pissarro, Manet to
Matisse: Impressionist Masters from the Marion and
Henry Bloch Collection, exh. cat. (Kansas City, MO:
Nelson-Atkins Museum of Art, 2007), 82-85, 158.
On the other hand, the famous Impressionist
dealership Durand-Ruel dated the pastel later, to
1882, when it entered their inventory in 1927. See
emails from Paul-Louis Durand-Ruel and Flavie
Durand-Ruel, Durand-Ruel et Cie., Paris, to Nicole
Myers, NAMA, January 11, 2016, and to Meghan
Gray, NAMA, February 5 and 9, 2016, NAMA
curatorial file. Lillian Browse proposed that the
pastel was made around 1880-1883, although she
had not seen Lemoisne’s catalogue raisonné yet;
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10.

11.

12.

13.

see Lillian Browse, Degas Dancers (Boston: Boston
Book and Art Shop, 1949), 384.

. Ronald Pickvance, “Degas’s Dancers: 1872-6,"

Burlington Magazine 105, no. 723 (1963): 264,
264n70.

. Richard Kendall and Jill DeVonyar, Degas and the

Ballet: Picturing Movement (London: Royal
Academy of Arts, 2011), 42-43.

. Pickvance, “Degas’s Dancers: 1872-6," 264.

. See also the yellow tutus in Yellow Dancers (In the

Wings) (1874/1876; Art Institute of Chicago). The
green foliated backdrop is similar to that in the
Nelson-Atkins example, but the tone of the tutus
is tinged with green, and the dancers are
decorated with peach-colored flowers rather than
red.

See Rachel Freeman’s accompanying technical
entry.

A case could be made that the fingers are folded
over the dancer’s skirt, but this seems unlikely
given the absence of the yellow tutu in that spot.

On close inspection, the hand is tipped toward the
viewer, with the thumb extending toward the floor
and the little finger just visible at the top of the
hand.

The Copenhagen monotype is dated to 1877 in the
Strange New Beauty exhibition, but on the
Copenhagen website it is dated to 1876-1877; see
Jodi Hauptman, Degas: A Strange New Beauty, exh.
cat. (New York: Museum of Modern Art, 2016), no.
26, p. 228; and “Edgar Degas: Danser pa scenen,”
SMK Open (public collection database for the
Statens Museum for Kunst, Copenhagen),
accessed May 2020,
https://open.smk.dk/en/artwork/image/KKS9158?
g=degas&page=1. It was dated to ca. 1878-1880 in
Eugenia Parry Janis, Degas Monotypes: Essay,
Catalogue and Checklist, exh. cat. (Cambridge, MA:
Harvard University/ Fogg Art Museum, 1968), no.
4, unpaginated. The Winterthur pastel and
watercolor over monotype is dated to ca. 1876~
1877 in the Strange New Beauty exhibition,
suggesting its completion anytime within that
range; see Hauptman, Degas: A Strange New
Beauty, no. 25, p. 228. The Kunst Museum
Winterthur dates it to ca. 1876 (see
correspondence from Ludmilla Sala, Registrar

14.

15.

16.

17.

18.

19.

20.

21.

22.

Sammlung, Kunst Museum Winterthur, to the
author, November 17, 2021, NAMA curatorial files),
whereas Michel Schulman’s online catalogue
raisonné dates it to ca. 1877; see Michel Schulman,
“Dancers on Stage,” Online Critical Catalogue of
Paintings and Pastels by Edgar Degas (2019),
accessed November 18, 2021, https://www.degas-
catalogue.com/danseuses-en-scene-2390.html.

Pickvance, “Degas’s Dancers: 1872-6," 264.

When it first appeared on the market at the sale of
Georges Urion at Galerie Georges Petit in 1927,
the pastel was called Danseuse faisant des pointes.
See Catalogue de Tableaux Modernes. . ., Pastel par
Degas, Sculptures par Carpeaux et Rodin, Commode
d'époque Régence, Tapisseries Anciennes d’Aubusson,
Bruxelles, Felletin, Flandres et Florence, Composant la
Collection de Monsieur G. U. . .. (Paris: Galerie
Georges Petit, May 30-31, 1927), 1.

Brettell and Pissarro, Manet to Matisse, 82.

Browse, Degas Dancers, 384. Browse intentionally
discarded some titles given to her so that she
could more accurately describe the dancer’s
position in modern balletic terms. Although she
did not know the owner at the time of the 1949
publication, she received the photo from Durand-
Ruel, who had titled the pastel Danseuse faisant
des pointes.

Email and verbal communication with the author. I
am very grateful for Ivey’s generous gift of her
time and knowledge as she explained these
movements to me.

Catalogue de Tableaux Modernes . .. Pastel par
Degas, 1. See also Jean Pierre Petit's Family tree,
notes on Georges Urion, accessed November 18,
2021, https://gw.geneanet.org/pygmalion?
n=urion&oc=&p=georges.

“L'Art et la Curiosité,” Le Figaro, no. 151 (May 31,
1927): 4.

Bill Dedman and Paul Clark Newell Jr., Empty
Mansions: The Mysterious Life of Huguette Clark and
the Spending of a Great American Fortune (New
York: Ballantine Books, 2013), 128, 290-91.

Dedman and Newell, Empty Mansions, 291-93.
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Citation
Chicago:

Rachel Freeman, “Edgar Degas, Dancer Making
Points, ca. 1874-1876,"” technical entry in French
Paintings and Pastels, 1600-1945: The Collections of
The Nelson-Atkins Museum of Art, ed. Aimee
Marcereau DeGalan (Kansas City: The Nelson-Atkins
Museum of Art, 2022),
https://doi.org/10.37764/78973.5.616.2088.

MLA:

Freeman, Rachel. “Edgar Degas, Dancer Making
Points, ca. 1874-1876," technical entry. French
Paintings and Pastels, 1600-1945: The Collections of
The Nelson-Atkins Museum of Art, edited by Aimee
Marcereau DeGalan, Nelson-Atkins Museum of Art,
2022. doi: 10.37764/78973.5.616.2088.

Although the subject matter is visually similar to Degas’s
Rehearsal of the Ballet (F73-30), Dancer Making Points does
not have the handling problems (and subsequent
condition issues) seen with the former work.

The primary support is two pieces of thick, slightly
textured, machine-made wove paper.’ They are butt-
joined together, with the thinner of the two papers a five
centimeter-wide (two inches) vertical strip along the
right side. Degas chose a tan or mid-tone brown? paper,
and examination of the paper with a microscope reveals
that the fibers are largely short and the finish is uneven.
The primary support papers are attached overall to a five
millimeter-thick paperboard,® which is slightly larger
than the primary support and estimated to be composed
predominantly of pulped wood fibers. Although they are
now slightly irregular and rough, all edges of the
primary support appear to have been cleanly cut with a
sharp blade. There are two small horizontal cuts at the
bottom of the primary support strip at right. A pencil
was used to outline where the board was cut down, and
the cut appears to have been made with a bookbinder or
printer’s board shears or a stack cutter.

Degas’s media almost obscures the paper. The thinnest
areas of media coverage are in the stage floor and the
dancer’s skirt. The artist began with an underdrawing in
fine pointed black pastel or charcoal (Fig. 5). The focus of
the composition, the dancer, was executed first, and
then the background and floor were laid in around her.
Portions of the dancer were overlapped by the
surrounding media, such as the proper left side of the

skirt, and Degas corrected these mistakes toward the
end of the working process.

Fig. 5. Infrared image of Dancer Making Points, ca. 1874-1876. Degas laid in
the composition with graphite and black pastel or charcoal. The graphite
lines appear only on the stage. Black media was used to outline the
dancer’s feet, legs, arms, shoulders, and hair profile as well as the bell
shape of her skirt, lower portion of the corset, and zig-zag frills along the
neckline.

With the exception of a thin wash of yellow opaque
watercolor under the pastel that defines the skirt, the
dancer and her garments were executed exclusively with
pastel, for the most part with the pointed ends of pastel
sticks. The red trim used to decorate the dancer’s hair
and costume are two different colorants, one fluorescing
slightly when exposed to ultraviolet radiation and the
other appearing dark because it absorbs the radiation
(Fig. 6). Highlights in the skin tones and dress are small
strokes of white or pink pastels. In the skin tones, Degas
used simultaneous contrast by adding light strokes of
green to create shadow. Degas slightly shortened the
dancer’s extended foot, and he covered his pentimenti
with the pastel paste and opaque watercolor paint used
on the floor. There are two small dots of blue medium
on the dancer’s sternum (Fig. 7). While these draw the
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viewer's eye, it is unclear if they were intentional or
accidental.

Fig. 6. Dancer Making Points, ca. 1874-1876, as it appears when exposed to
ultraviolet radiation

The green-brown color of the stage floor was achieved
by mixing a slightly powdery pastel paste (ground pastel
mixed with a small amount of binder and applied wet)
and opaque watercolor. The floorboards were applied
while the paint was still wet (Fig. 8). Degas added the
join between the dancer’s legs as an afterthought (Fig.
9). The tan-brown paper tone can be seen at upper right,
but the remainder of the stage flats in the background
were created with layers of dampened pastel sticks,
pastel paste, and opaque watercolor in muted greens
and green-grays. Usually these tones were applied as
individual strokes of color over a thin wash of what
appears to have been green pastel, not finely ground,
and well diluted with water (Fig. 10). While the paint on
the floor is seamlessly applied over the join between the
two papers, there is an awkwardness to the paint
applications that bridge the join in the area of the
theater flats. The colors are muddy, the application is
more liquid than seen with the pastel paste and opaque
watercolor mixtures, and it appears to be an

afterthought. Opaque watercolor is present on the
paperboard secondary support, on the upper edge at
right, and along the right edge. The paint replicates the
colors of the theater flats although the brushstrokes are
discontinuous. There is no evidence of a fixative. The
work is signed “Degas” in the lower left corner with
finely pointed black chalk (Fig. 11).

Fig. 7. Photomacrograph of the dancer’s head and sternum, Dancer Making
Points, ca. 1874-1876. This image shows the differences between the two
reds used to depict the trim on the costume as well as the blue media on
the dancer’s sternum.

The back of the paperboard secondary support bears
several labels and remnants of paper from previous
framing campaigns. At least one of these included
attaching spacers to the front edges of the artwork with
fine brads or pins. The holes begin approximately two to
three centimeters from each corner and are spaced
eight to ten centimeters apart along each edge.

Although the degree of media flaking is not as great as
seen on Rehearsal for the Ballet, there is some flaking and
instability in the paint applications used for the theater
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flats. This is mostly present in the right half of the image,
where the damage makes an inverted “V"-shaped
pattern, which might indicate that the artwork was
illuminated with a picture lamp at some point during its
history. Paper conservator Nancy Heugh successfully
treated the artwork in 2016 for lifting of the primary
support.

Fig. 10. Photomicrograph of an underlayer of green pastel, applied as a
wash (indicated with a red arrow), along the upper edge at right, Dancer
Making Points, ca. 1874-1876

Fig. 8. To depict the floorboards, Degas dragged a brush with gray paint
across the still wet paint of the floor, Dancer Making Points, ca. 1874-1876

:%iv

Fig. 11. The artist’s signature, Dancer Making Points, ca. 1874-1876

Fig. 9. Photomicrograph of the graphite pencil line that defines the
floorboards behind the dancer (and between her knees), Dancer Making
Points, ca. 1874-1876. The mark was an afterthought and applied to dry
paint.

Rachel Freeman
December 2021

Notes

1. The description of paper thickness and texture
follows the standard set forth in Elizabeth Lunning
and Roy Perkinson, The Print Council of America
Paper Sample Book: A Practical Guide to the
Description of Paper (Boston: Print Council of
America, 1996), unpaginated.

2. In this case, there is no good match for the paper
color in Lunning and Perkinson, The Print Council of
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America Paper Sample Book.

3. In this entry, paperboard refers to “stiff or thick
‘paper’ which may range from a card of 0.20 mm
in thickness to 5 mm or more and vary in
composition from pure rag to wood, straw or
other substances having little or no affinity with
‘paper’ beyond the method of manufacture.” See
E. ). Labarre, A Dictionary of Paper-Making Terms
(Amsterdam: N. V. Swets and Zeitlinger, 1937),
208-9.

Documentation

Citation

Chicago:

Danielle Hampton Cullen, “Edgar Degas, Dancer
Making Points, ca. 1874-1876," documentation in
French Paintings and Pastels, 1600-1945: The
Collections of The Nelson-Atkins Museum of Art, ed.
Aimee Marcereau DeGalan (Kansas City: The Nelson-
Atkins Museum of Art, 2022),
https://doi.org/10.37764/78973.5.616.4033.

MLA:

Hampton Cullen, Danielle. “Edgar Degas, Dancer
Making Points, ca. 1874-1876," documentation.
French Paintings and Pastels, 1600-1945: The
Collections of The Nelson-Atkins Museum of Art, edited
by Aimee Marcereau DeGalan, Nelson-Atkins
Museum of Art, 2022. doi:
10.37764/78973.5.616.4033.

Provenance
Georges Urion (1865-1954), Paris, by May 31, 1927,

Purchased at his sale, Tableaux Modernes par Altmann,
Barye, Boggs, Bouche, Boudin, Braquaval, Carriére,
Cézanne, Chéret, Corot, Cross, Dufeu, Dufy, Flandrin, Forain,
Gauguin, Van Gogh, de Groux, Guillaumin, Hervier, Isabey,
Jongkind, Lebourg, Lemordant, Lépine, Luce, Marquet,
Monticelli, Pissarro, Raffaelli, Renoir, K.-X. Roussel, Sisley,
Tassaert, Ten Cate, Utrillo, Vignon, Vuillard, Willette, etc.,
Pastel par Degas, Sculptures par Carpeaux et Rodin,
Commode d'époque Régence, Tapisseries Anciennes
d’Aubusson, Bruxelles, Felletin, Flandres et Florence,
Composant la Collection de Monsieur G. U. . .., Galerie
Georges Petit, Paris, May 30-31, 1927, lot 26, as La
Danseuse faisant des pointes, by Galerie Durand-Ruel,

Paris, deposit no. LD 13176, for the account of Durand-
Ruel, New York, stock no. 5019, as Danseuse faisant des
pointes, May 31, 1927-November 11, 1929 [1];

Purchased from Durand-Ruel, New York, by Anna
Eugenia Clark (née La Chapelle, 1878-1963), New York
and Santa Barbara, CA, November 11, 1929-October 11,
1963 [2];

Inherited by her daughter, Huguette Marcelle Clark
(1906-2011), New York, 1963-prior to November 1992
[3];

Placed on sale at Peter Findlay Gallery, New York, ca.
1992-1993;

Purchased from Peter Findlay Gallery, New York, by

Marion (née Helzberg, 1931-2013) and Henry (1922-
2019) Bloch, Shawnee Mission, KS, 1993-October 27,
2008 [4];

Returned by the Blochs to Huguette Clark, October 27,
2008 [5];

Simultaneously, Huguette Clark gifted to The Nelson-
Atkins Museum of Art, Kansas City, MO, October 27,
2008.

Notes

[1] The painting was transferred from Durand-Ruel,
Paris, to Durand-Ruel, New York, in August 1927. See
emails from Paul-Louis Durand-Ruel and Flavie Durand-
Ruel, Durand-Ruel et Cie., Paris, to Nicole Myers, NAMA,
January 11, 2016, and to Meghan Gray, NAMA, February 5
and 9, 2016, NAMA curatorial file. The catalogue raisonné
erroneously cites Georges Lurcy (or Lévy, 1891-1953), as
an owner of the pastel, but Durand-Ruel have no
indication of a sale to him or to any other person before
November 11, 1929 when it was sold to Mrs. W. A. Clark.
See Paul A. Lemoisne, Degas et son ceuvre, vol. 2 (Paris:
Paul Brame et C.M. De Hauke, 1946), no. 558.

[2] See emails from Paul-Louis Durand-Ruel and Flavie
Durand-Ruel, Durand-Ruel et Cie., Paris, to Nicole Myers,
NAMA, January 11, 2016, and to Meghan Gray, NAMA,
February 5 and 9, 2016, NAMA curatorial file. Contrary to
Bill Dedman and Paul Clark Newell, Jr., Empty Mansions:
The Mysterious Life of Huguette Clark and the Spending of a
Great American Fortune (New York: Ballantine Books,
2013), 128, Durand-Ruel does not record Clark’s 23-year-
old daughter, Huguette Clark, as a co-purchaser of the
pastel. Labels on the verso of the pastel indicate that
Mrs. Clark sent the picture to dealer M. Knoedler and
Co., New York, probably to have it measured for and
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installed in a new frame. Label No. 18809 indicates that
Knoedler received the work from Mrs. Clark as early as
May 20, 1929 and returned to her the following day. See
email from Karen Meyer-Roux, Getty Research Institute,
Los Angeles, to Mackenzie Mallon, NAMA, October 10,
2019, NAMA curatorial files.

[3] See email from Bill Dedman to Kathleen Leighton,
NAMA, May 22, 2012, NAMA curatorial file. The painting
went missing from Huguette Clark’s apartment prior to
November 1992. Neither she nor her representatives
reported it missing at that time.

[4] See letter from Susan L. Brody to Henry Bloch,
November 7, 1994, NAMA curatorial files.

[5] After the pastel was discovered missing from Clark’s
apartment in November 1992, a subsequent FBI
investigation into its loss was inconclusive. In 2008,
Marion and Henry Bloch, who had acquired the pastel in
good faith, entered into discussions with Clark’s
representatives in an effort to amicably resolve the
pastel’s ownership. As a result of these discussions,
Clark agreed to gift the pastel to NAMA in October 2008,
and she received recognition from NAMA for the gift.
Upon acceptance of Clark’s gift, NAMA loaned the pastel
to the Blochs so the work could rejoin their collection of
promised gifts to the museum. It remained with them
until their collection was accessioned on June 15, 2015.
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