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Born in Australia, Russell befriended Vincent in Paris. This
painting, said to resemble Vincent more closely than his own
self-portraits, was one of Vincent’s favourites. Even after he
moved to the South of France, one of Vincent’s letters to his
brother Theo in Paris includes a reminder to ‘take good care
of my portrait by Russell, which means a lot to me’
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Lepére was a French artist known for prints and illustrations.
This image depicts the Rue Lepic in Paris. It is uncertain
whether Vincent or Theo purchased this work, but
presumably it appealed to the brothers because they lived
on this street from June 1886 —although their apartment is
not visible here.
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Guillaumin was a French impressionist painter who was also close
to Theo. Vincent admired him as an artist and a human being,
and often mentioned him in letters. The brothers’ collection also
includes Guillaumin’s Portrait of a Young Woman, and Vincent
considered these two portraits particularly accomplished works
of art. In one letter to his younger sister, he said that Guillaumin’s
work ‘really gives an idea of what one is searching for.’
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Monticelli was a painter from Marseilles, France, whose thick,
vibrant brushstrokes and complementary colour contrasts made
a powerful impression on Van Gogh when he first encountered
them in Paris in 1886. Two years later, in a letter to Theo
from Arles, Van Gogh mentions that the vibrant colours and
shimmering air of southern France remind him of this painting.
The brothers’ collection included six works by Monticelli in all.
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The French painter Bernard was a younger friend of Van Gogh,
who acquired this painting in exchange for one of his own
works. The subject is clad all in black, and the work conveys her
solemn mourning for her recently deceased husband. A deep
melancholy is inscribed in her expression, and as her right eye
has lost its sight, she stares back at the viewer with only her left.
When he painted this work, Bernard was just 19 years old.
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More than just a painter, Gauguin also showed his genius
in prints, wood carvings, and pottery. Though many of his
symbolist creations are shrouded in mystery, he referred
to this one as ‘a dusky little Cleopatra pot’ in a letter to
a friend, so it is interpreted as a representation of the
Egyptian queen. The work was likely given to Theo to
thank him for his efforts to sell Gauguin’s art.
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Gauguin departed for Tahiti in 1891. After a two-year
stay there, he returned to Paris in 1893 and settled in the
Montparnasse area. This is the view from his third-story
atelier on a snowy day. He likely gave this painting to Jo
in gratitude for her assistance when he wrote to ask her
to send him three works by Van Gogh that he owned but
which were in her possession at the time.
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Van Gogh was acutely aware of the French painter Quost,
saying in one letter: ‘If Jeannin has the peony, Quost
the hollyhock, | indeed, before others, have taken the
sunflower.” The reverse of this painting bears a dedication:
“To Theo van Gogh/ This painting that my friend Vincent
loves so much/ With warm regards/ E. Quost.’
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French painter Fantin-Latour excelled at depicting everyday
objects with delicate brushwork and powerful colour
constructions that conveyed a refined tranquillity. Van Gogh
particularly admired his still lifes. This is the sole painting Jo
ever bought for herself. There are photographs in which it
can be seen on prominent display above her work desk.
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Theo accumulated quite a number of prints by Manet. The
Van Gogh family collection contains 17 of his prints, along
with books in which his works were used as illustrations.
Vincent esteemed Manet as highly as Theo did. Both of the
two works on display here show a strong influence from
Spanish art. The model for The Boy with a Sword was the son
of the Manet family’s piano teacher, said by some to have
been fathered by Manet.

Prints from illustrated magazines

In 1882, while living in The Hague, Van Gogh began collecting inexpensive
prints. He bought English and French magazines like The Graphic, The
lllustrated London News, and L’lllustration and acquired many prints this way.
Most of these were inherited as part of the family collection, as a result of
which some 1,400 prints are now held by the Van Gogh Museum.

Van Gogh collected works where human subjects were skilfully drawn—
not only in terms of correct proportions and anatomical details, but with a
truth to their attitudes and actions. He studied prints of this sort for insight
on representing the human gure and placing multiple gures within a single
work. He was also apparently fascinated by how prints could create powerful
compositions withonly black and white.
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While developing his skills as a draftsman in The Hague
from 1882 to 1883, Van Gogh experimented with many
black drawing materials on white paper. The prints from
illustrated magazines which he collected were a huge source
of inspiration, both in their realistic subjects and in the use of
black and white. The Head of a Fisherman with a Sou'wester
is a fine and typical result of Van Gogh'’s experiments.
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‘But, my dear brother — you know, | feel I'm in Japan. |
say no more than that, and again, I've seen nothing yet in
its usual splendour. That’s why (even while being worried
that at the moment expenses are steep and the paintings
of no value), that’s why | don’t despair of success in this
enterprise of going on a long journey in the south.’

(Letter from Vincent to Theo, 16 March 1888, Arles)
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‘I envy the Japanese the extreme clarity that everything
in their work has. It's never dull, and never appears to be
done too hastily. Their work is as simple as breathing, and
they do a figure with a few confident strokes with the same
ease as if it was as simple as buttoning your waistcoat. Ah,
| must manage to do a figure with a few strokes.’

(Letter from Vincent to Theo, 23 or 24 September 1888, Arles)
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‘And we wouldn’t go to Japan, in other words, to what is
the equivalent of Japan, the south? So | believe that the
future of the new art still lies in the south after all. [...]
After some time your vision changes, you see with a more
Japanese eye, you feel colour differently.’

(Letter from Vincent to Theo, 5 June 1888, Arles)
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‘Whatever we do, we mustn’t stop holding [Japanese
prints]. All my work is based to some extent on Japanese
art, and if I've said nothing about this to Bing it’s because
| think that after my journey in the south I'll be able to
take the subject up again perhaps more seriously.’

(Letter from Vincent to Theo, 15 July 1888, Arles)
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‘Just think of that; isn’t it almost a new religion that these
Japanese teach us [...]? And we wouldn’t be able to study
Japanese art, it seems to me, without becoming much
happier and more cheerful, and it makes us return to
nature, despite our education and our work in a world of
convention.’

(Letter from Vincent to Theo, 23 or 24 September 1888, Arles)

Van Gogh's collection of Japanese prints

More than 500 ukiyo-e prints were inherited by the Van Gogh family and are
currently held by the Van Gogh Museum. Van Gogh evidently first encountered
ukiyo-e while he was still an apprentice art dealer in Paris. These prints would
play an important role as he worked to establish a new and highly modern
painting style after returning to Paris in 1886, by then a working painter. The
bold framing of subjects and broad, brightly coloured planes of ukiyo-e not
only inspired him to new forms of composition, they also inuenced how he saw
the natural and human world.

By the time Van Gogh moved to Arles in the South of France in 1888,
ukiyo-e were deeply rooted in his expressive style. He idealized Japan and its
artists, which he learned about from books and periodicals, and his relocation
far from the trials of modern urban life in Paris was partly in search of
something like Japan in Provence, Southern France.
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Japanese prints were highly influential in Van Gogh’s develop-
ment as a modern artist. He admired the serene harmony which
he found in many of them, as well as the artistic qualities that
were completely new to Western art: strong colours, often
applied in large areas; daring cut-off elements; and a very
different, simplified but effective approach to perspective. The
Sower, which Van Gogh painted in November 1888 in Arles,
shows all these influences merged into his unique modern style.
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One of the first plant still lifes that Van Gogh painted,
combining honesty with autumn leaves. As his interest in
colour theory deepened, he decided that still lifes were a
perfect format for refining his skills, and began working
actively on them for the first time in years. Rather than
flowers, the vase contains seed pods, which Van Gogh linked
to melancholy and partings.
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In his first years as an artist, Van Gogh became a painter of the
peasant figure, aiming to depict complex scenes of his subjects
and the lives they led. Between December 1884 and spring of
1885, he drew countless faces and hands. These efforts bore fruit
in The Potato Eaters, one of Van Gogh’s best-known works from
his time in the Netherlands. This was a period of intense study of
colour theory for Van Gogh, and this work is also an experiment
in contrasting the complementary colours of red and green.
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Van Gogh is said to have owned at least thirty birds’ nests. This
was partly for commercial reasons, as he believed that this motif,
so characteristic of farming villages, would be popular with
buyers. However, he also saw a connection between birds’ nests
and the tiny dwellings of rural folk, writing in one letter, “I feel for
the brood and the nests—particularly those human nests, those
cottages on the heath and their inhabitants.” Over time this
became a theme deeply rooted in rural village life for him.
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In summer 1885, Van Gogh was almost entirely absorbed in
capturing scenes from the wheat harvest. He saw beauty in
the harvest, which was the final stage of the annual wheat
production cycle, which began again once all the wheat was
taken in. For Van Gogh, this was a symbol of life and the
endlessly turning wheel of the seasons—in short, of eternity.
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This ambitious painting is one of the most important works
Van Gogh completed in Nuenen. The thatched rural hut
symbolized the lives of the people who live there, and was
where they found rest in the evenings after completing their
daily labours. Van Gogh remained fond of rural village motifs,
and thatched huts of this kind—though rarely seen in the South
of France—appear in paintings made in Saint-Rémy years later.
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Van Gogh was highly averse to painting plaster statues at first,
but after moving to Paris he began pursuing the practice avidly.
Dissatisfied with the techniques he had learned in art school
of starting by depicting the statues’ outlines, he sought new
ways to capture the mass of the plaster statue in his studio,
experimenting with wide, gentle brushwork, thickly layered
paint, and powerful use of shadows. Light colours are used
here, and the blue background imparts a fresh impression.
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Van Gogh apparently found plaster models of the human
figure like this one highly useful, because he owned many—
at least eleven, by one estimate, seven of which remained
in the family after his death and are currently held by the
Van Gogh Museum. Due to their fragility, this is not an actual
plaster model used by Van Gogh, but a similar object made
some time afterward.
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After moving to Paris, Van Gogh was surprised by how different
the work of the new avant-garde was from what he had
imagined. In order to refresh his colour theory and brushwork,
he began painting still lifes of flowers. He produced more than
thirty in the summer of 1886 alone, modelling these studies on
the work of artists he admired, such as Delacroix for his colour
theory and Monticelli for his thickly layered brushstrokes.
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In Paris, Van Gogh continued to pursue the realism he
had sought in the Netherlands, and was fond of painting
everyday subjects. According to Paul Signac, a fellow painter
and friend, Van Gogh always drank heavily after finishing his
work. Along with brandy, his favourite drink was absinthe, a
potent French liqueur flavoured with anise.
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This painting shows the boulevard as seen from an
intersection near the Rue Lepic, where the Van Gogh
brothers lived. Vincent enjoyed painting Montmartre, where
the wave of urbanization had yet to reach, and lively, bustling
urban scenes like this are a rarity in his oeuvre. The bluish-
grey paper has faded, but in its original state the picture was
evidently a splendid experiment in blue-on-blue colouring.
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Even in metropolitan Paris, Van Gogh was drawn to rural
motifs, and these he found in Montmartre. In this work, lively
brushwork and bright colours convey the beauty of the early
spring sunlight. Van Gogh used a device called a perspective
frame to capture the three-dimensional scene on his two-
dimensional canvas, and lines based on the frame are visible
to the naked eye.

35

In Paris, Van Gogh threw himself into portraiture, making
repeated attempts to capture his subjects’ personalities and
expressions in strong colours. The subject of this work was
a cipher for many years, but today is thought to have been
the owner of the Restaurant du Chalet on the Boulevard de
Clichy. Van Gogh was a regular at the restaurant and even
exhibited his works there.
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Here Van Gogh deftly combines the lessons of colour theory
with bold, free brushwork to depict himself as a mature
artist and master of colour. With unshakable confidence
evident in every brush stroke, this work is vividly alive yet
characterized by an overarching unity. Over just two years
in Paris, Van Gogh developed rapidly from painter of the old
type to leading member of the avant-garde.
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Shortly after arriving in Arles, Van Gogh wrote a letter to Theo
reporting that he had painted three studies. This work was one
of these. In his new environment, Van Gogh was determined to
focus his energies on depicting people. This portrait’s subject has
not been identified, but her simple clothing and deep wrinkles
suggesting a hard life mark her as of a type that Van Gogh had
been fond of painting since his time in the Netherlands.
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In late May 1888, Van Gogh made a long-dreamed-of trip
to a fishing village near Arles to paint the Mediterranean
Sea. Despite staying for less than a week, he completed
many drawings and paintings, and wrote proudly to Theo
of his improving skills, citing his ability to capture images
of boats quickly even though they involved many complex
intersecting lines. The influence of ukiyo-e is visible in the
bold perspective and treatment of colours as planes.
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After the crops are harvested at summer’s end, the fields are
ploughed in preparation for the sowing that begins the next cycle
of life. A diminutive human figure is visible, but as suggested by
Van Gogh’s chosen title, ‘The Furrows, the real subject of this
work is the vast masses of earth and the fields themselves. This
succinctness of style sets off the grandness of nature and pastoral
landscape to even greater effect. The paint in this work is applied
particularly thickly, and the brushwork worthy of note.
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Depicted with the painstaking care that befits a portrait,
these shoes are thought to be the ones Van Gogh actually
wore when he was well enough to escape the pain of his
illness and go on outings outside the hospital. On these
outings he visited places filled with characteristic motifs
of rural village life, from olive groves to cypress-bordered
wheatfields.
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After a psychotic episode in mid-July, Van Gogh began
gradually to work again in September, starting by copying
works by his artistic forefathers. Copying was a way to both
depict the human figures he wished to and to experiment
freely with colour. Van Gogh had the utmost respect for Millet
and copied some twenty of his works, learning from them even
as he took refuge in this process from his painful situation.
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In the autumn of 1889, Van Gogh produced eleven pieces
depicting olive groves. In a letter to Theo, he described
capturing olive trees on canvas as ‘very difficult, noting in
particular the rich colours of the subject: ‘silver, sometimes
more blue, sometimes greenish, bronzed, whitening on ground
that is yellow, pink, purplish or orangeish to dull red ochre.
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A copy of a work in Millet’s series The Four Times of the
Day. The lyrical atmosphere of the darker hours made them
Van Gogh'’s favourite part of the day. He loved the twilight,
when the day’s labours end; the evening, a time for rest
and comfort in intimate surroundings; and the night, when
people dream beneath the stars. This work powerfully evokes
precisely how Van Gogh felt about the time of day it depicts.
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Van Gogh’s letters speak of his attempts to capture the
many faces of the olive tree by working in olive groves
‘morning and evening on these bright and cold days, but in
very beautiful, clear sunshine.’ This work is an experiment in
a more stylised vein, with rhythmically varied brushstrokes.
In a letter to Theo, Van Gogh confidently said that it should
‘impart the rustic note, and will smell of the soil.’
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When Van Gogh had himself voluntarily committed to
the asylum of Saint-Paul de Mausole, his ward was on the
first story. He painted many works depicting the walled
wheatfields he could see from his ward, and this is one
example, with the Alpilles also visible in the distance. The
many notes written on the piece specifying colours suggest
that even at this stage, Van Gogh envisioned it as a painting.
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On 20 May 1890, Van Gogh moved to Auvers-sur-Oise, where
he would reside and work until his death on July 29 that year. In
a letter to Theo dated two days after his arrival, he mentioned
that he had begun painting an old thatched farmhouse. The
modest dwellings of workers and peasants were a motif that
had fascinated him since before he became an artist, and he
had been painting them since his time in the Netherlands.
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The landscapes of Auvers-sur-Oise were perfectly pastoral,
with low, rolling hills and fields of wheat. Van Gogh was
immediately enthralled by the farming villages and their
surroundings, and this painting sprang from that heightened
emotion. His close observation is evident in many details,
from the way the leaves change colour as they catch
the light differently to the pale pink edges of the ears
themselves.
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Theo and Jo began using this account book as newlyweds
in Paris. It records their financial circumstances, Theo’s
spending on art supplies and monthly allowances for
Vincent, payments to washerwomen, butchers, and other
vendors of daily necessities, and more. Above all, the records
it preserves of Jo’s art sales afforded many new insights into
how the family collection was managed.
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A fine day as spring gives way to summer, depicted in rich
colours. Van Gogh wrote in a letter to his sister Willemien
that when painting the scenery along the Seine he ‘saw
more colour in it than before.” In 1897, Jo sold this work and
three others depicting the Tle de la Grande Jatte to the art
dealer Ambroise Vollard.
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Van Gogh acknowledged in a letter to Theo that pictures
this large were difficult to sell, but was confident that ‘in
time people will see that there’s open air and good cheer in
them.’ He also considered donating this work to a museum.
Jo came to understand how special this work was to Van
Gogh while putting his letters in order, and worked to ensure
that it would be shown in the Stedelijk museum.
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This depiction of a farmer preparing to return home after
a hard day’s labor is one of the copies Van Gogh made of
the works in Millet’s The Four Times of the Day while in the
asylum at Saint-Rémy. Jo sold this painting to the Dutch
art dealer De Bois, with whom she was on friendly terms.
It eventually found its way to a Parisian gallery and changed
hands several more times before reaching its current home
in the collection of the Menard Art Museum.
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Letters from Vincent van Gogh to Anthon van Rappard

Van Gogh met Anthon van Rappard (1858-1892) in Brussels in October 1880,
three months after he had decided to become a painter. Their friendship
lasted five years, and 58 letters from Van Gogh to Van Rappard survive. This
correspondence was wide-ranging, but the illustrated magazines and prints
they both collected and other artistic topics came in for particularly frequent
discussion. Their letters contain a wealth of clues to understanding Van Gogh’s
philosophy and views of art.
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Jozef Blok was the Jewish bookseller that Van Gogh
patronized regularly. Van Gogh’s early depictions of human
subjects were less ‘portraits’ than attempts to capture
working-class types, but this is an early work that is also a
portrait drawn with great care, making it an extremely rare
piece. After many years in private hands, but in 2004 it was
added anew to the Van Gogh family collection.
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Léon-Augustin Lhermitte was a French naturalist painter.
Van Gogh took Lhermitte as a model while he was in the
Netherlands, and he ranks alongside Millet as one of Van
Gogh’s most revered and beloved artists. In this work,
the fine detail and the gradation of light catches the eye.
Depicting the light coming in through the window in grey
tones creates rich effects of light and shadow and an
intimate atmosphere.
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In the 1990s, the Van Gogh Museum began actively
collecting drawings and prints. Today, it boasts one of the
world’s largest drawing collections. Obtained in 1997, this
work is by the French impressionist artist Albert Lebourg,
one of Van Gogh’s contemporaries. The woman is depicted
with exquisite use of light and shadow, ably showcasing
Lebourg’s noted mastery of intricate lighting effects.
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This woman is the protagonist of famous singer Aristide
Bruant’s chanson ‘Saint-Lazare,’” writing to her husband
from Saint-Lazare Prison in Paris. Van Gogh met Henri
de Toulouse-Lautrec in Paris, and the two men esteemed
each other highly. The use of dramatically thinned oil
paints, as seen in this work, is something Van Gogh also
experimented with.
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Neo-impressionist artist Paul Signac was a friend of Van
Gogh’s. The two got along well, and Signac was strong-
willed enough to successfully collaborate with the impulsive
and often stubborn Van Gogh. He visited Van Gogh in the
asylum in Saint-Rémy and offered his friend help. None of
his works were in the brothers’ collection, but the museum
has purchased many since its opening.
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Charles-Louis-M. Houdard was a French printmaker who
specialized in multicolour aquatint (a kind of intaglio printing
using copper plates). The bright colours, bold composition,
and love of nature evident in the choice of subject matter of
this work have some commonalities with Japanese ukiyo-e.
Van Gogh was not unigue in his admiration for these prints;
from the 1870s onward, Japanese art was enormously
popular among French collectors and artists.
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Edouard Vuillard was a French painter and noted member of
the Nabis group. He was a master of close observation and
deft rendering of everyday sights, and many of his works
feature children or pets. This work is typical Vuillard in its
depiction of a scene that feels familiar even if it is not clear
what exactly is happening. It was included in a collection of
prints published by Parisian art dealer Ambroise Vollard.
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Pierre Bonnard was another French painter and Nabi. The
woman depicted here is Maria ‘Marthe’ Boursin, whom
Bonnard met in late 1893. People at the time said that she
‘a skipping step on heels as high and thin as a bird’s feet,’
but she became Bonnard’s longtime muse, and in 1925 they
were officially married.
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Elles was a collection of prints by Henri de Toulouse-Lautrec
depicting daily life at a brothel in Paris. This large poster was
created to publicize an exhibition Toulouse-Lautrec held to
improve sales of the collection. However, even scenes that
barely raise an eyebrow today were in the late nineteenth
century considered extremely inappropriate, and Elles was
not a commercial success.
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Théophile Alexandre Steinlen was a Paris-based printmaker.
Le Chat Noir was a Parisian cabaret opened by Rodolphe
Salis in 1881, and was popular for its shadow plays. In 1896,
Salis held a regional tour with promotional posters like this
at each stop. The black cat was this cabaret’s trademark,
the words ‘Montmartre, hill of joy’ are written in the halo-like
circle behind its head.
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Charles Angrand was a French neo-impressionist
painter. This work from his transitional period shows his
development of impressionistic techniques. The river takes
up almost the entire canvas, and the horizon is daringly high.
The painting was shown at the Indépendants exhibition in
Paris, where it is possible that Van Gogh saw it. The two
men met in person not long afterward. A painting swap was
proposed, but the exchange never actually took place.
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Paul Signac used divisionist methods, placing pigment
with fine brushstrokes and allowing the image to arise from
mutual interaction among the colours. According to Signac,
he met Van Gogh in Tanguy’s shop. They painted together
at places like Asniéres and Saint-Ouen on the Seine. Van
Gogh'’s experimentation with neo-impressionist techniques
at the time was presumably due to Signac’s influence.
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Meijer de Haan was a painter from Amsterdam who
lived with Theo after moving to Paris in 1888. After Theo
introduced him to Gauguin, his painting style shifted
significantly. He went to Le Pouldu in Brittany, where
Gauguin served as a kind of teacher, and stayed at Marie
Henry’s inn, falling in love with its proprietress. This work
depicts her daughter with deep affection.
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One of the works in the Van Gogh Museum’s extensive
collection of works by members of the Nabis. This work derives
from Maurice Maeterlinck’s play /ntruder, which had a program
illustrated by Denis. It shows a pair of sisters gripped with dread
after the death of their mother, who failed to convalesce after
childbirth. At this point the only character who has noticed the
footsteps of death entering the house is the blind grandfather.

75

TPy -TJyREWREX. 77> - TyERHS
TEZRII-EMROEZBINEL TV S,
Tx—T14ALDERELTHAGNETIT
I N01EIZNYDEETT 7> TYRD
ERZBICLITHDHINBIZEDEHEEZR
- HENAEE~NOEE. EFICBERS
BIDPWPKBEHREIHIWVIZIE, ZOEEN
BHEICRHLND,

The Van Gogh Museum also collects works by artists
influenced by Van Gogh. Renowned fauvist painter Maurice
de Vlaminck almost collapsed in shock when he first saw
Van Gogh’s work in a Paris gallery. Van Gogh'’s influence is
unmistakable in his fondness for pastoral subjects, free use
of colour, and bold brushwork.
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