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序

越境する芸術への問いかけ

圀府寺 司

こ の 報 告 書 は2005年5月 に 開 催 した 国 際 シ ンポジ ウム 「越 境/モ ダ ンア ー トTrans-

boundary/ModernArt」 な らび に 「モ ダニズ ム と中東 欧の 藝術 ・文化 」研 究 会(MCE)に お

け る研 究発 表 を中心 に まとめた もので あ る。

「越 境/モ ダ ンァー トTransboundary/ModernArt」 は、国立 国際美 術館(大 阪)に お け る

展 覧会 「ゴ ッホ展 孤 高の 画家 の原風 景 」の 開会 行事 の ひ とつ と して企 画 した もので 、そ

こか らフ ァ ン ・ゴ ッホ に関す る研 究発 表二編 と、 ロバ ー ト ・ラウ シェ ンバ ー グの 《モ ノ グ

ラム》に関す る論考 を収録 した。 また 、「モ ダニズ ム と中東欧 の藝術 ・文化 」研究 会か らは

「中央 ヨー ロ ッパ とモ ダニ ズム につ いて の対 論 一 ハ ンガ リー を中心 と して一 」と題 す る討

論 を収 録 した。 基本 テ ーマ に関連 す る もの として拙稿"HansLudwigCohnJaff�1915-1984:

FromtheBildungtotheEthicaofDeStijl"も 加 えてい る。

テー マ は多 岐 にわ た るが 、 いず れ も 「越 境 す る芸 術 へ の 問い か け」で あ る点 で 共通 す

る。 かつ て、国境 は文 化活 動 の範 囲 と して は大 きす ぎ、経済活 動 の範囲 としては小 さす ぎ

る と言 われ た ことが あ る。 た しか に、 経済 活動が 国境 を越 える ことはか な り以前 か ら自明

の ことであ り、 ひ とつの 文化 を醸成す る活動 の多 くは、都 市 や限 られ た地 域 に 自然発 生 的

にで きあが った集 団に よって進 め られて きた。 国民 文化 な る もの は、 国家 主導 で作 られ た

政 治的企 図の結 果 であ って、従 来の芸術 、 文化研 究 はこの政 治的企 図 に大 き く支配 され て

きた よ うに思 える。

歌 舞伎 に しろ、 アメ リカ抽 象表 現主義 に しろ、文 化 の コア自体 は小 さな コ ミュニ テ ィー

で発 芽 し、時 には国家 的支援 を受 け るこ とにな って国民 文化 として成 長す るが、 その よう

な図式 とは異 なる成 長の仕方 もある はず で、 そ の ような非国家 的、超 国家 的 な現 象 を とら

える枠 組 み を探 る必要 が ある。 こ こに収 録 した論考 はいずれ もそ の ような問題意 識 を共有

してい る とい って よいだ ろ う。

サイバ ースペ ース の拡張 を待 つ まで もな く、芸術 は越境 し続 け ていた。 た だ、それ が あ
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る種 の 「物 語」に纏 め られ るに あた って、 しば しば強 い国家 的、 政治 的介 入 があ った にす

ぎない。政 治、経 済、文 化の 絡み合 い を解 きほ ぐ しつつ越境 的動 態 として芸 術 を捉 える こ

と。 この報告 書 はその よ うな試み の ひとつで あ る。
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VincentvanGoghinSearchforaPlaceintheArtworld

EvertvanUitert

Paris,nineteenth'scenturycapitalofart

InthenineteenthcenturyParishadpushedawayatarm'slengthallothercitiesastheplace

whereeverypainterhadtobeforquitesometime.Anartistwhoarticulatedthisyearningwasthe

DutchpainterGerardBilders(1838-1865).Hislettersanddiarywerepublishedposthumouslyin

1876byhismecenasJohannesKneppelhout.VincentvanGoghreadthebookin1883whenresid-

inginTheHague.[*1]

GerardBildersexpressedthethemeoflongingfortheenormousandinspiringcityinaletter

datedlJuly1862.InAmsterdamhehadmetaFrenchmanwhohadstressedinwhatBilderscalled

"
affectionateconversations"thatnoplacewasmorekillingforanartistthansleepyAmsterdam.The

FrenchmancontinuedhisjourneytoRome,leavingBildersbehindfullofdreams.Sohewrotehis

mecenasthathewouldliketolivein"areallybigcitゾ"anartcentreinwhichartplaysaprominent

role"and,headmitted,hehadRomeorParisinmind.Kneppelhout'sreactionwasoneofalarmand

hediscouragedRomestrongly,favouringDresdeninstead.

1

Notabene:ReferencestovanGogh'slettersaregivenintheformoftwonumbers,thefirstreferstoDebrievenvanVincent

vanGogh,ed.HanvanCrimpenenMoniqueBerends-Albert,4vols.TheHague1990andthesecondtoherzamelde

brievenvanVincentvanGogh,ed.V.W.vanGogh,Amsterdam&Antwerpen,2003.ThelettersincurrentEnglishtransla-

fionshavenumbersfromdeBrieveneditedbyV.W.vanGogh.

A.G.Bilders,Brievenendagboek,Ed.byJohannesKneppelhout,Leiden1876.Tointroducehisbook,Kneppelhoutcites

apoembyFrancoisPonsard(1814-67)fromhisvolumel'Hommeet!Argent,II,S:"Jenemetspointdutoutvotreta-

lentendoute,/Maisilestmalaisedesefrayersaroute:/Ilfautsesignalerentremillerivaux,/Etl'onn'acquiertunnom

quepardelongstravaux./Encorequeded馮o皦setded馗onvenues!/Lesplusfortsvoientsouventleursoeuvresm馗on-

nues,/Prud'honetGericaultonteucem麥esort".ThestrongestPierrePaulPrud'hon(1758-1823andTh駮doreGericault

(1791-1824),"oftenseetheirworksmisunderstood"and"sharedthesamelot':Thisromanticfatebecameaclich馭ornear-

lyallmodernpaintersinlatertimes,includingVincentvanGogh.

鱗 撫紬 撚 鶴 編 耄・鱗齲 007
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ThiswassomethingBildersonhisturnwasagainst,sincewhenwriting"anartcentreoftheart

world"hereallymeantmodernpaintersratherthanmuseums.Hedefendedthebattleofthebooks一"le

querelledesanciensetmodernes"orthemodernartagainsttheclassics-sincehesympathisedwith

hisowntimeandallthathappenedrightnow.SohehadnotinmindcitieslikeD�seldorf,Munich,

AntwerporBrussels,butforemostParis.Forhim,asforsomanyartists,theword"Paris"meant"the

greatmagicsound"inhislife.HethenburstintoalaudationonParis:"Therethetorchofthemodern

artflamesandenthusiasmandloveofherdwells;therearehermostardentworshippersaswellasher

chosenfavourites,thereonefindsgoodtasteinherproducts,truth,understandingoftheoldmasters,

newinventions,greatness_alsoabitofdecadence,butallisunitedorisflowingtoit(Paris)'1匚*2]

InadditiontothespiritualaspectsBildersmentionedthematerialproblemsbyhintingatthe

roleplayedbythosebuyingartforwhateverreason.Theyvictimizedtheartistbutcouldbringfameas

well-andthereforeanincome.Andagain,Bilderssummedupthepositivepointshewouldencoun-

terin"acentrepoint"likeParis."Oldmastersasbasistruths,livingmodernpaintersbusyexplaining

throughtheirworksandpresencethefirst,pointingtothetrueschools,andinspiringandinflaming

others,thenmanyartbuyers,dealers,sheenies,auctions,asmeanstoliveandbecomingexploitative,

andultimatelyfreedomtoliveandactasonecan,andnotasoneisobliged,accordingtoconventional

rulesofmistakenrespectability,whichonecannotupholdandwhichisbeyondourpower,Thatis,it

seemstome,whatonefindsinParis,wheremoreoverthemodernschoolinart,istheone,forwhich

Ihavethemostfeelingandthemostsympathy"匚*3]丁hatwasCourbet'sRealismandtheartofthe

SchoolofBarbizon.ThesamemastersinhisbeginningsinspiredVincentvanGogh.

Bildersforesawthathisbourgeoismecenaswouldobject.Andsohedid.Butthatonlystimu-

latedthemodernistBildersonhisturn,tohighlighthisownopinion.Forhimtheoldmasterpiec-

esweremerely"solemnvoicesoutofthegrave,whereasoneattendsinthemodern[...]theambi-

tionandstruggle,oneseesthisonesteppingforwardsanotherstumblingandathirdonepassinga

fourth.Onewitnessesthisstrugglefromonetoallandeverybody,..."[+4]

Bildern(op.cit.note.1)Letterdated14July1862,

Ibidem,p.264.

Bilders(op.cit.note1)p.274.Letterfrom14August1862.ForapictureoftheFrenchArtWorldinthattime,seeTheSec-

andEmpire1852-1870ArtinFranceunderNapoleonIII,PhiladelphiaMuseumofArt,TheDetroitInstituteofArts,Grand

Palais,Paris1978-9.Notablearticlesare:"TheSecondEmpire=ArtandSocietゾ;`ArtandItsCritics:ACrisisofPrinciple"

andtheintroductiontothesectiondedicatedtopainting.

1鎚・ヒ勢ぎζ器参鰹 舅 鬘毒罫負き广ま羣.tii�;3P.a3.Cn急 記宝i亨i曳i廸ミ



Vincentcalleditawittybookbutalsoamelancholicone.Bilders,whodiedyoung,hadnev-

erseenParisandaccordingtoVincenthadn'tovercomehis"romanticlostillusions".To(260

[227])[*5コtheterm`illusionsperdues;familiarizedbythenovelofthesamenamebyHonor顳alzac

(1837),wasfairlyoftenusedforahandsomepromisingyoungman,whocametothecapitaltofail

theremiserably.Balzac'sprotagonistisaprovincialpoetwithgreatexpectations,comingtoParisto

makeacareer.Findingnopublisher,hesacrifiedhispoeticgeniusforajobasacorruptibletheatre

critic,deniedhistruefriendsandintheendwentdownandout.Hisfailuremusthavebeenanight-

mareformanyanambitiousartistwhowaslookingforsuccessinParis'sartworld.

InthecorrespondencebetweenBildersandhismecenasallaspectsaretoucheduponwhich

aresotypicalforartisticlife,bothwithregardtothedominantcentreslikeParisastotheperiph-

eralregions.Thepresenceofartfromtheoldmastersinchurchesandmuseums-theMus馥de

LuxembourgwithitscontemporarycollectionwasunknowntoBilders一,theo伍cialandprivate

academies,thepossibilitiestoexhibitone'swork,theroleplayedbythepresstospreadtheartistic

novelties,andlastbutnotleast,thearttradewhichhadtosatisfyvariousgroupsofartloversand

collectors:allwerebroughtintothelimelightinfavourofParis.ForBildersitprovedalltobein

vain:hediedin1865beforehecouldsethiseyesonthefairylightsofthebelovedcity.

BildersdidnotstandaloneinhisardourforParis.Thecitystimulatedthecreativecompeti-

tionbetweenartistsaswellastherivalrybetweencollectors.Itincitedtheambitioninartiststolook

overthebordersofone'sowncityandcountry.HadaGrandTourbeenanindispensablepartofan

artist'straininginformercenturies,sincethenineteenthcenturywhennewschoolsandnewvisions

hadtumbledovereachotherinacceleration,Parisbecamemoreandmorethecrucialplacetobe.

TheFrenchgovernmentdidalltohelptousetheartsasmeanstopropagatetheFrenchnationalin-

terests,forexampleintheWorldExhibitionsof1855,1867,1889and1900.[*6;

Articlesindailynewspapersandjournalswiththeirblackandwhitereproductionsgaineda

S

6

Letter20August;Vincentwroteextensivelyonthebook.AsatypeofartisthepreferedJeanFrancoisMillet,whosome-

timescomplainedtoo,butcontrarytoBilders,alwaysworkedon.

TheArtofallNations1850-73TheEmergingRoleofExhibitionsandCritics.SelectedandeditedbyElizabethGilmoreHolt,

GardenCity,NewYork1951;TheExpandingWorldofArt1874-1902,UniversalExpositionsandState-SponsoredFineArts

Ex励 痂oη5.SelectedandeditedbyElizabethGilmoreHolt.NewHavenandLondonl988.SeealsoPeterWatson,From

ManettoManhattan.theriseoftheModernArtMarket,London1992.
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prominentpositionbothinthelifeofthoselivinginsideandoutsidethecentre.Artistshavingvisit-

edParistoldtheirstoriesoncetheywerehome,andnewcomerscametolistentocomradeswhohad

beeninParisbefore.AlsoVincentvanGoghhadbeenindirectcontactwiththeParisianartworld

beforehehimselfwenttoParisasapaintersincehisbrotherTheowrotehimfromParisaboutthe

latestevents.[*7]Nevertheless,VincentwasinnowayinterestedinManetenImpressionismwhen

hewasworkingintheNetherlands,thereasonofwhichwillbediscussedlater.

VincentvanGoghasanapprenticedart-dealer

Intheyears1869-75,Vincenthadmadehisearliestcontactswiththeartworldwhenhewasemploy-

eeinvariousinternationalbranchesofthemainstreamcommercialartgalleryGoupil.Hebecame

wellinformedthroughthecontactsthatDutchpaintershadkeptwithFrance.Duringtheseyears,

andinthefollowing,religiousperiod,VincentadmiredtheworkofAryScheffer(1795-1858)who

hadsettledinParisalreadyinl819.Scheffer,a丘eratoilsomestart,developedintoapopularartist.

LaterJohanBartoldJongkind(1819-91)foundhiswaytoFrance.AlthoughhereturnedtoHolland

forsomeyears,itwasinFrancethathisviewsoftowns,seashoresandlandscapeswerehisgreatest

success.FromtheNetherlandshewrotetohisParisianartdealerMartinin1860;"Mongrandd驤�

sirc駸tderetourner澑aris,pourvousrevoiretpourrevoirmesbonsetnoblesamis,c駸taussidans

l'int駻黎demesaffaires".JongkindsawFranceas"lepayso�nsaitlemieuxappr馗ierlesarts".匚*8]

VincentknewaboutthetrialsandtribulationsofthebrothersJacob(1837-1899)andMatthijs

Maris(1839-1917)inParis,and,asfarasMatthijswasconcerned,,alsoinLondon.匚*9]Hewaswell

7

S

9

TheovanGoghsendhisbrotherfromParisreviewsoftheexhibitions,heldintheSalonsof1884and'85.InhisDutchpe-

riod,VincentwasastickleroftheoldergenerationcriticssuchasTh駮phileGautierandTh駮phileThor饌ndheadmired

thearticleswrittenbyPaulMantz.Anamehementionedfrequentlyinhisletters.Criticswhosupportedtheavant-garde,

hedidn'tknow,exceptEmileZola.

VictorineHefring,Jongkindd'apr鑚sacorrespondance,Utrecht19691etter147,RotterdamJanuari1860,p.111andletter

57,RotterdamJuly1857,p.59;NicolasGreen,`Circuitsofproduction,circuitsofconsumption:thecaseofmid-nineteenth

centuryFrenchartdealing;ArtJournal48(Spring1989),pp.29-34.

SeefortheMarisbrothersandothercolleaguesofVincentvanGoghinTheHague:TheHagueSchoolDutchMastersofthe

19thCentury.EditedbyRonalddeLeeuw,JohnSillevis,CharlesDumas,Paris(GrandPalais),London(RoyalAcademyof

Arts),TheHague(HaagsGemeentemuseum),1983.CatalogueinEnglish,publishedinLondon.
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awareoftheroleartdealersplayedintheproductionof

bothbrothers.CommerciallymindedfirmslikeGoupil

largelγprescribedthegenresinwhichpaintersshouldexceL

Iacob,fbrinstance,should沁cusonsentimental`ltaliennes'

andshepherdesses.(fig.1)MatthilsMarisfbunditmuch

hardertomeettherequestsofthedealers,complainingthat

hehadtoproduce``potboilers".Iacob,ontheotherhand,as

adviserofGoupilintheHague,waslessreluctant.[*10コ

Vincentadmiredthe如1θ 疵 η鯢 η卿6Matthijsgreatl男

andwhenhewashimselfindi伍culties,remarked;``Ifone

hadmadeThijsMarisnottoomiserableandnottoomelan一

¢holictowork,hemighthavefbundsomethingastonishing.

Isoof辷enthinkaboutthatfdlow'1(505[408D.Inhiseyes,

ThilsMariscouldhavebecomeacentreofinnovationofthe

DutchSchooL[*11](且g.2)

Thechoiceofacareerinthearttradehasnotcomeasasur-

prise.Vincenthadthreeuncleswhoheldimportantposi-

tionsinthearttrade.[*12]]lhebestrespectedwashisUncle

Vincent,whoassociatedhimselfwithGoupil,theFrench

dealerinartandreproductions,Itisviathisconnection

thatbothVincentandTheocametoworkwithGoupil,in

l869and1873respectivelγWhenTheoloinedGoupilVin-

centwrotetohisbrother"Iamsogladthatyouareinthe

丘g.11acobMaris,Gf7正K控 励 ηgo照B俔1coη メ/肋 觚一

用αr魄1869.(745x40cm)TheHague,Gemeente-

museum.

ThisisanexampleofapopulargenreGoupi[pro-

moted.

「
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ChrisStolwljk,`EengeslaagdkunstenaarschapIacobMarisendekunstmarkt,1853-194αinMarlanvanHeterelle ,a.,/α`oわ

ルfσ厂'5`1837-1899丿1た4ε ηた勿 η7ヴη 脚罐εr18.Zwolle2003,pp.57-67.

VlncelltvanGoghwasprovidedright.Forthenextgenerationsymbolistsartlsts,theworkofVanGoghaswellasthatof

Matth監lsMarls,becameaninspiringsource,ForTheovanDoesburg,theleadingmanoftheavantgardeperiodlcalDθS'ウ1,

MatthllsManswasalsovaluedasalbrerunllerofabstractart.

SeelanHulsker,Vfηcθ ηfα忽 防 εoγ侃Gogh.AD呶 匠Bzo8r叩 伽AnnArbor1990;ChrisStolwijk,Uitdeschllderswereld .

Nederlandsekunstschildersindetweedehel丘vandenegentiendeeeuw、Leidelll998.
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hg2MatthりsMaHs7舵 βμオ亡cψ β51874(64×97cm)Glasgow,TheBurellCoUectlomnthe

GbsgowArtGallelyandMu5eum

-Matthll～wa～kllownfbrhLsdreamhkep且dureg「rheyarulotsoreal1艦casthepLcture50fllls

bIotherIacobandotherpa艮ntersoftheHagueSchooI

samefirmItlssuchasplendldhouse,thelongeryouareln,themorealnbltlonltglvesyou"(3[31)

Vlncentlmmedlatelyactedascounsellortohlsyoungerbrother,polntlngoutnumerousartlststobe

adlnlredandlecommel}dmghlsreadlngtheGσz8麗 θゴε∫B餌 μκAπ5andLε ∫M㍑56θ5ゴ8Ho11α η【ゴθbア

Thore/Burgel

However,ltdldnottakelongfbrVlncenfslove食)rthearttradetocooldownIntheautumnof

l875headvlsedTheoto"Lookfbrllghtand丘eedom,and　 too-gf

ll琵冫'(55[43])Whetherhemeantthlstore麁rtothearttradelsnotcertalnbutplauslbleThlsln-

terpletatloncomestolnlndonreadlngaboutanlncldentofwhlchhetoldTheolnaletterHlsun-

cletheartdealerCMvanGoghandMr颱rsteeg,headofthebranchlnTheHaguewhereVlncent

hadworked,vlsltedtheLondonbranchofGoupllwhereVlncentwasworklngatthetlme(33[261)

VlnCentkneWbOthgentlemenWellandCOmplalnedtOh1SbrOther"InmyOplnlOntheyWenttOOOf.

tentOtheCryStalPalaCeandOtherplaCeSWheretheyhadnOthlnglnpartlCU}artOdO"VlnCentadd-

edthattheymlghteasllyhavecometovlslthlmandtoseewherehellvedWhenhehlmselfhad丘rst

012



arrlvedlnLondonhehadvlsltedneltherCrystalPalacenorthelbwernorMadame翫ssaud's乃e

museumsandparkshadbeensu缶clentfbrhlmandhadappealedtohlmmore(33[26D

OnecannotseeVlncentもcomplalntasanythlngotherthanacrltlclsmofthesuper丘clalltyofhls

art-deallngmanagersPartlcularlybecauseofaprofbundsaylngf士omtheFrenchauthorErnestRenan

thatheaddedtotheletterInwhlchhelecturedhlsuncleandTbrsteeg"Itlslnreallslnggreatthlngs

丘)rsoclet笋Inattalnlngmagnanlmltyandtranscendlngvulgarlt弊thattheexlstenceofalmostallIn-

dlvldualsllngerson"[*13]InVlncentもeyeshlsUncleandTbrsteeghadnotrlsenabove`vulgarltゾand

wouldcontrlbutenothlngoflmportancetosoαetyVlncentontheotherhandwaspossessedwltha

strongambltlontocontrlbutetomanklndlnsplredtoagreatextentbyhlsrellglous麁rvour(fig3)

Vlncentwastransf6rredtotheParlsbranchInMayl875andstayedthereuntllhlssuperlors

qしト漸D霍 田旧 」いL瓶h酬 ・いUi.hし 闘巳い 旧 煽 しい 吐b匙いll恥 、 一'

行g3G側 ρz1凶C1廊g認 」ε弓!`η'1zεRμ θC勧 μ α～'ηPαr路 、1889woodellgravlllg

..AvlewmthesurnptuousgaUeryofGoupll ,pubhshedlnthepopular,lllustratedpress

13 Letter(33[261)London8Mayl875`Ilestpourreal【seldeglandeschosespariasoclete,pourarnveralanoble弓 、e&de

pa～serlavulganteousetralnerexlstencedePresque【ous【eslndlvldues"Iwa5unableto丘ndthepreclsesoulcefbrthls

血agmelltItlsnotlnRenalls肋 ゴε加5μ5,thcbookhesendto「rheolnMalch1875

く Ol3



announcedthathiscontractwouldnotberenewed.ThisdidnotsurpriseVincent.Unfortunatelyfor

ushedidnotexplainthecircumstancesindetail,althoughalatertestimonysurvivesthatcanthrow

somelightonthesituation.AnacquaintancewithwhomVincentsharedaroominDordrecht,

whereheworkedinabookshop,describedthewayheoperatedinthebookshop.Hesoldprints

[reproductions?]thereoccasionallyin1877.Hisroommateexplained:`Andwhenhehadtogive

ladiesandothercustomersinformationabouttheprints,exhibitedbyMr.Braat,hepaidnoatten-

tiontohisemployer'sinterests,butsaidexplicitlyandunreservedlywhathethoughtoftheirartistic

value':Unsurprisingly,thiseye-witnessconcludedthatVincent"wasunfitforbusiness"Onecanas-

sumethatthesamecanbesaidofhisfunctioninginGoupilsartgalleries.[*i47

Fromabout1870till1880aperiodfollowedinwhichhewasseizedbyreligiousideals,`asort

ofmysticism'ashehimselfdescribedit.Theobsessionlasteduntilthebeginningofhistrainingasan

artist-draughtsman.InanamazinglyshorttimeVincentgrewtoaspiretomeasurehimselfagainsthis

contemporariesandtobecomeversedinthedifferentvocabulariesofmodernartistsworkinginPar-

is.Thisrequiredafundamentalturn-aroundinhisrelationtotheartworld.Itappearsthatthewrit-

ingsofEmileZolaplayedafundamentalroleinthisprocessthathasbeenunderestimateduntilnow.

VincentvanGogh'sobjectionstothemodernwayofartdealing.

WhenhesetoutasanartisttherewaseveryreasonforVincentvanGoghtoworryaboutconquer-

ingaplaceintheartworld.Whenhebeganhewasnearlythirtyyearsold,sohewasinahurry.A

year-and-a-halfafterhehadbegunhistraining,andVincentfelthimselfonfirmergroundasanart-

ist,thequestionalsoarosewhenhewouldproducesaleablework.Histhoughtsturnedagaintothe

arttrade,butthistimeseenfromadifferentperspective.

Inhisletters,hewasusuallymoreoutspokentohisartistfriendAntonvanRappardthanhe

wastowardshisbrother,whoworkedinthearttrade.InalettertoVanRapparddatedls`November

14 RecollectionsofP.C.G�litz,whowasVincent'sroommateinDordrecht,publishedbyM.J.Brusseinhiscolumn`Onderde

menscheゴ(AmongthePeople')intheNieuweRotterdamscheCourant,26May26and21une,1914.SeeVanGoghARetro-

spective.EditedbySusanAlysonStein,NewYork1986,pp.41-2.G�litzhaswrittenadetailedlettertothewriterFrederik

vanEeden,inreactiontoalaudatoryarticleVanEedenhaspublishedintheDutchavant-gardeperiodicalDeNieuweGids,

1December1890.ThetextofthisletterslightlydiffersfromthereportBrussemadeoutofit.
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1882Vincentlamented:"IabhorwordslikePleasingandSaleable".Hehadnevermetadealerwho

didnotusethosewords.Dealersaretheworstenemiesofart,and"theyareasbadastheplague"

Vincentexplained.Theirmanagershavethereputationofprotectingandpromotingartistsbutthey

donotdoso.Artistsareforcedtoseekrefugewiththedealers,sincetheystandinbetweentheartist

andthe"Still,thereisnotasingleartist;'wroteVincent,"whodoesresentthem,whetheropenlyor

silently':Vincentconcludedthatthisisbecause"theyflatterthepublic,encouragingitsworst,most

barbaricinclinationsandtaste':(280[R17])

Thewell-informedwriterGeorgeMoorewrotealittlelater,ironically:"Onpublictaste-thatis

tosay;ontheeducatedeye-thedealerisavery丘neauthority'1匚*15]Alongthesamelines,Vincent

paraphrasedthemannerofspeakingofthemanageroftheLondonbranchofGoupil,namedObach,

whousedtocommentonpaintingsshowntohim:`Anditworks,yes,itworks,yes,itwillbelistened

toandadmired".

HecameacrossthesameopinionsintheillustratedmagazineTheGraphicandartistsinfatu-

atedwithenrichingthemselves,likethemasterofseascapesfromTheHagueWillemMesdag.To

Vincentitallcametothesamething,"thematerialgrandeuroutweighsmoralgrand:'(294[252]

Vincent'slitanyplaceshiminthetraditionofartistsoftheRomanticerawhohadliberated

themselves丘omtheirdemandingpatrons.However,workinginafreemarketledtoartists'alienation

notonlyinaneconomicandsocial,butalsoapsychologicalsense.Thereactionofmanynineteenth-

centuryartistswastoplacetheirworksonasky-highpedestalandtoflauntthemselvesasgeniuses.

Theybuildanivorytowersforthemselvesandwereconvertedtotthedoctrineof`artforartsake'.

Tobemisunderstoodwasacknowledgedasanunavoidableperiodinanartist'slife.[*i6]Vincentvan

Goghrepeatedlyusedtheso-called,butgreatlyexaggerated,misjudgementofDelacroix,Milletand

otherBarbizonartistsasajustificationforhisownlackofsuccess.Themodernandcommerciallyled

15

16

GeorgeMoore,ModernPainting,London1893(enlargededition1898),ChapteronPictureDealers,p.153.Vincentcom-

paresinthisletterthecommercialsuccessful,withthebroadpath,leadingtodoom,andtrulyseriousandhonestart,with

thenarrowway,leadingtoheaven(Math.7:13-14).Hepointedtothewealthypainterofseaviews,Mesdag,asaperson

whowalkedonthebroad,commercialpath.

Thisisnotjustanineteenth-centuryproblem,asRudolfandMargotWittkowerhavedemonstratedintheirclassicstudy

BornunderSaturn.Thephenomenonhastodowiththeupgradingoftheartisantothelevelofaninspired,thatisdivine,

artistinrelationtothedevelopmentofmoreorlessfreeartmarkets.
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art-tradewasseenastheculprit.Still,allartistswantedtoreachanunderstandingpublic.

Inpracticeartistsanddealerswereentirelydependentononeanother,whichmadethepo-

sitionofbothpartiesratherambiguous.ThiswastruetoalargeextentofVincentthepainterand

Theothedealer.Theohadtoplayvariousrolesatonce;thatofyoungerbrotherwholookedupto

theolderbrother,thatofartdealerandof丘nancierofVincentandhisfamily[*17]

ThediscussionoftheobjectionableroleofthearttradegatheredmomentumwhenTheocame

intodifficultieswithhissuperiorsattheendof1883.Theoconfessed:"Thegentlemenmadethings

almostimpossiblewhenIspoketothemthisweek:'(397[332])InresponseVincentremindedhim

ofthe"thestonybarrenstateofmind"thathehadfoundhimselfduringandafterthetimeinwhich

hehadendedupinthearttrade.HetoldofthearttradeinAmericaanddraggedupaconversation

withtheDutchdealerEldertJanWisselingh(friendandprotectorofMatthijsMaris),whohadtold

himaboutthehistoryoftheHouseofGoupil.Wisselinghhadpointedoutthedifference"between

theHouseG(oupil)&C(ompagnie)asitwas(forinstancewhenUncleVincentwasstillapartner,

andnotevenduringhislastyearsthere),andasitisnow!"(396[331])[*is7Whenmakingagreat

pro鉦wasnottheoneandonlyincentive,Vincentimplied.

Thisreferstotheyearsbefbrel870,becauseUncleVincenthadwithdrawn丘omGoupilin

1871.Afterthatachangefortheworsehadtakenplace,accordingtoVincent.Nownitwitsarein

chargeandVincentfeared``thetriumphofmediocrity,incompetenceandabsurditゾ'thathadcaused

havocinthearttrade.ThisembitteredVincent.Hehadnotrustintheincreasinglycommercialised

arttradeandthereforewantedtoconvinceTheotobecomeanartist.ThesamewastrueofWissel-

ingh,towhomhewouldhavelikedtohavesaid:"Youaremuchtoohonestfortoday'sart-dealing

business,muchtoocleveretc':TheocontinuedtoworkinthearttradeandVincentlaterreformulat-

edhisopinionbyclaimingthatTheo,asanart-dealer,reallyshouldalsobeanartist.

17SeetheexhibitioncatalogueTheovanG〔 柳1857-1891;artdealer,collector,andbrotheroプVincent,Amsterdam(VanGogh

Museum)1999andParis(Mus馥d'Orsay)2000.Seealso:thecatalogueVincenterTheovanGogh,HokkaidoMuseumof

ModernArt2002.

18一 一 一SeefortheVanWisselinghfirm:J.H.HeijbroekenE.L.Wouthuysen,Portretvaneenkunsthandel.DefirmaVanWisselingh

enzijncompagnons1838-heden,Zwolle1999.ElbertJanvanWisselingh(1848-1912)wasemployedintheGoupilbranch-

esinTheHague(1864-66)andParis(1866-74).From1874till'S2heworkedforCottier&CoinLondonandtherehewas

theprotectorofMatthijsMaris.In1882hereturnedtoParisandin1884tookoverdefirmofhisfatherinTheHague.
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Vincentoutlinedthedevelopmentwithinthearttradeashehadhearditdescribedandashe

himselfhadexperiencedit.Hisviewwastintedbyromanticidealsofbeingatrueart量standbyhisノ
readingofEmileZola,thegreatnaturalisticwriterandcriticofcapitalismandFrenchsocietyduring

theSecondEmpire,andavarietyofwriterswhoreportedonart.Atthebeginningofl883Vincent

f()rmulatedhiscriticalopinion:『Allartbusinessthatremainedintouchwithrealartbeganto且our-

ishwithinarelativelyfewyears.Butitbecametoomuchanmoneyspeculation,andissoevennow.

Ido㎡tsayonthewhole,Isimplysaymuchtoomuch'lVincentspokecompactlyandfbrcefUllyof

`speculation'
.(411[344DHesawthat"manyrichpeoplewhobuyexpensivepictures,fbrsomerea-

sonoranother,donotdosobecauseoftheartisticvaluethey丘ndinthem(_)旦 野,thespeculators

and`pochardsblas6s(pompousdrunkards)"ll:heywouldbuypaintings"iftherewerejustanele-

mentofchicinthem'lHehimselfwouldneverbetemptedtoproduceafashionablepainting.Inline

withtheromantictradition,Vincentcountedonasmallelite,thehappyfew,who`cboughtpaintings

trulyf()rtheloveofart'lHedidnotbelievethatthehighprices,paidf()rartonthespeculativemar-

ket,wouldholdoutandwondered"howcanthegreathousesmakeupforit,whichyearlyspendfbr-

midablesumsonadvances,etc.".

Hisworriesturnedouttobewell-fbunded.Itwasnecessarytocontinuetoinvestlargeamounts

ofcapital.Vincentcharacterisedthegreathouses,suchasArnold8(Trip,Goupiltakenoverby

Boussod&Valadon,andDurand-RuelsrivalGeorgesPetitas"insatiableMoney-grabbers';com-

paredtowhichTheowasasheep.[*19]Bettersheepthanwolf;inVincent'sopinion,buthedidnot

seear6sy血ture,neitherforhimselfandnorforTheo.Povertywouldbehisfate,"but,but,manor

gdgg,Ishallbeap麭,inshortacreaturewithfeeling"hewrote,underliningthewordsman,dog

andpainter.(416[347])ForVincentitwaspersonalengagementandbeliefinartthatcounted,both

bytheartistanddealer,andbythepublic.Althoughhewasawareoftheunderlyingsocialandpolit-

icalchanges,thisdidnotfilterthroughintohisstrategyforachievingaplaceintheartworld.Inthe

literatureofwhichVincentwassuchanavidreader,thegreedヲ ～self-enrichingbourgeoisiewasthe

scapegoat

19 ForDurand-Ruel,seePierreAssouline,Gr稍esluisoientrendues.PaulDurand-Ruel,lemarchanddesimpressionnistes,Paris

2002.Thechapteron1ﾟS5-1892isironicallyentitled:`Seullesartistesdoiventvivredanslacrainteden'黎repasincompris'.

Onlytheartistesmustliveinfearfornotbeingmisunderstood.
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Anumberofcauseswereidentifiedforthedifficultandunsatisfactorysituationinpainting

inthesecondhalfofthenineteenth-century,forexamplebyEmileZola-firstlytheeverincreas-

ingnumberofartists,secondlytheSalonsthatexpandedenormouslyasaresult-theSalonsalmost

becamedepartmentstorewheremediocrityplayedtheleadingpart-andthirdly,thepositionof

powerofthegreatarthousesthatwasbasedonspeculation.Tomakemattersworsethe1880swere

yearsofeconomiccrisis,withtheUnionG駭駻ale,nicknamedthethroneandthealtar,goingbank-

ruptin1882.ThefinancialcrisiscausedgreatdifficultiestoPaulDurandRuel,whoborrowedhis

moneyfromtheUnionG駭駻ale,andlateralsoputTheo'spositionintojeopardy.

メ
ThesocialcriticismofEmileZola

Vincent'sanalysesofsocietyandcommerceareinmanywaysremarkablelikeZola's.According

toVincentZola'snovelsdepictedlifeasitreallywas.InthecontinuingdiscussionwithTheoVin-

centhelduponeofZola'scharactersasanexample,namelyOctaveMouret.Hewasafortuneseeker

fromtheprovinceswhowassuccessfulbothwithwomenandasamerchandisinggenius.Heap-

pearsasacharacterinPotBouille(ortheBourgeoisStewpot),whichappearedinbookformon29th

April1882,andasthemaincharacterinthenovelAuBonheurdesDamesofthefollowingyear.Vin-

centreadthesealmostassoonastheywerepublished.Mouretplayedasomewhatdubiousrolein

PotBouillebutwasgivenabetterpartinthemoreoptimisticAuBonheurdesDames.Thistellsthe

historyofamagasindesnouveaut駸,ordepartmentstorefornovelties.Vincentshowedaninterestin

bothOctaveMouret'seroticandcommercialactivities.ButitwasparticularlytheMouretthe`mer-

chandisinggenius'thatVincentheldupasanexampletoTheo."Iwish,foryou,formyselfandmany

others,thattherewouldbeMouretsinthearttrade,whowohld㎞owhowtocreateanewand壁

erbuyingpublic':AndheurgedTheo"lfyou'renotanartistwhopaints,thenbecomeanartistasa

dealer,justlikeMouret"(464[379]).

AfewweekslaterhecopiedfragmentsfromAuBonheurdesDamesforTheo,about"agir,cr馥r'

ortoact,tocreate",andabout"fightingthefacts,toconquerortobeconqueredbythem':Andalso

"Iwouldmuchprefertobewornoutbypassionthanbyspleen':(467[378])Herephrasedthismore

clearlyinMay1885,whenhewasevenmorekeenforsupportofthearttradeforhispaintingofThe

PotatoEaters(fig.6),oneofthefirstpaintingswhichhefeltwastrulysaleable,and:"Imeanthatenthu一
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siasmsometimesworksoutbetterthanthosecoldheadswhoreckonthemselves"abovesuchthings".

Andinstinct,inspiration,impulse,andconsciencearebetterguidesthanmanypeoplethink':(505

[408])Buttheseweretheprecisequalitiesthathehadattributedtoanearliergenerationofdealers.

Vincentknewalsoaspeculatingcollector,albeitonlyfromGuydeMaupassant'snovelBel-

Ami(1885).DeMaupassantportrayedanewspapertycoonnamedWalter,whoshowedhiscollec-

tionofgenerallyacceptedpaintingstohisguests.Buthealsoshowedworksofyounger,lessknown

painters.Heboughttheirpaintingsverycheapandkeptthem"enreservedanslesappartementsin-

times,enattendantlemomento�esauteursserontc�1鐫res.Lespeintrescr钁entdefaim.Ilsn'ont

paslesou,paslesou...';misterWaltersaysinconclusion.[*zo=

Millet,notManet

AlthoughVincentadmiredZola'sworksenormously,hemadeanexceptionforMesHaines-MonSa-

lon,acollectionofwritingsthathereadin1883.[+zi7Helentthebooktohisfriendandcolleague

VanRappardandwhenVanRappardreturnedittohimbypostVincentansweredwithaletterthat

wasalmostabookreview.(361[R38])HeadmiredsomepiecesandquotedZola'shatredofmedioc-

ritywithapproval.But"ZolahasthismuchincommonwithBalzacthatheknowslittleaboutpaint-

ing';wasVincent'sopinion,whichisnotentirelyfairbytheway.Hedecidedwithdisapprovalthat

Zola'sartistswere"vagueshadowsofManet,akindofimpressionist':Andworstofall,Zolanoteven

mentionedVincent'schampionMillet.匚*22]

AfewmonthslaterheexpressedhimselfmorestronglytowardsTheoaboutZola'sdepictionof

Manetasapioneer.HewrotethathedidnotagreewithZola'sconclusion,"asifManetwereaman

whohadunlockedanewfuturetomodernideasofart':Andhecontinued:"IconsiderMillet,not

za

zi

22

VincentreadBel-A禰in1886inParis.Lateronherepeatedlymentionedthisnovelandexpressedhissympathy丘 〕rthe

maincharacterGeorgeDuroy,asmartsocialclimber,ashehasdoneforthejustascommercialmindedandshrewd,amo-

rousOctaveMouret,apersonageinthenovelsofZola.

Seealso:EvertvanUitert,`VanGogh'sTasteforReality,onEarthasitisinHeaven;inVincent'sChoice.ThdMus馥imagi-

naireofVanGogh.Eds.ChrisStolwijk,SjraarvanHeugten,LeoJansenandAndreasBl�m,Amsterdam(VanGoghMuse-

um)2003,pp.73-86.

Zolacommentedon15May1866aswellonMilletasonTh駮dore.Rousseauinapositiveway,althoughheexpressed

somecriticismonMillet'sexhibitsthatyear.
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Manet,tobethatessentiallymodernartistwhoopenedupanewhorizontomanゾ'(429[355])

OntheotherhandVincentagreedwhole-heartedlywithZola'sfamousdefinitionandpara-

phrased:"Dansletableau(1'oeuvred'art)jecherche,j'aimel'homme-1'artiste"(lnthepicture(work

ofart)Iseek,Ilovetheman-theartist).(522[418])[*zs]Vincentcherishedhisold-fashionedpref-

erencesandknewnothingofManetortheimpressionistsfrompersonalobservation,incontrastto

Zola.Besides,asapainter-of-rural-life-to-be,hewasn'tinterestedindepictingmodernlifeinthe

metropolisofParisaspractisedbyManet.

Zola'sarticlesdescribedtheSalonof1866andManet'slifeandwork.Vincent,andwithhim

theDutchartistsoftheTheHagueSchool,wasbehindvisuallybyabout15yearscomparedwith

ParisforthesimplereasonthattherewereveryfewpaintingsbyManetortheImpressioniststobe

seenintheNetherlands.Thereforehecouldn'tfullyunderstandZola'sarticles.Norcouldhefully

agreewithZola'sdepictionoftheParisianartworldinhisnovell'Oeuvre(1886).[*24_

Feelingforcedtoseeksupportfromartdealers

In1883VincentsentsixstudiesfromDrenthetohisbrotherwiththerequesttoshowthemtoWis-

selingh.Hedoubtedthattheywouldbesaleable.(408[341])(fig.4)[+zs]Oncehehadmovedto

Nuenen,wherehehadreturnedtolivewithhisparents,hecontinuedtosendworktothedealer

LeursinTheHague,againwiththerequestthatheshouldalsoshowtheworkstoTersteeg,thelocal

Goupilbranchhead,andWisselingh.TheanswerwasdisappointingtoVincent;theydidnotfindthe

workssuitedthem.(545[343])Passionateashewas,hedidnotletthisdaunthimandaskedTheo

23

24

25

`Cequejecherchesurtoutdan
suntableau,c'estunhomeennonpasuntableaux'.Zolainhisfarewellarticleinhisse-

riesonthe1866Salon,printedinL'Ev駭ementillustr�20May1866.CollectedinMonSalon.Modernedition:MonSalon

ManetEcritssurl'Art.Chronologieetpr馭aceparAntoinetteEhrard,Paris1970,p.87.Seealso:HenriMitterand,Zola

/ournalistedel'maireManet�1}ψ 舵Dだ 卿5,Paris1962.

SeetheeditionpublishedbyGamier-FlammarionwithanexcellentintroductionwrittenbyAntoinetteEhrard,Pris1974.

ShediscussesZola'sideasonspeclulation,artdealingandhismoralattitudewhichVincentvanGoghappreciated.

Thesestudiesarenowlost.Neithertheartdea正ersin]lheHague,nor丁heovanGoghcouldacceptthesestudiesassaleable

work.SeetheAppendixinthemuseumcatalogueVincentvanGogh.paintings:Val.1:Dutchperiod,LouisvanTilborgh,

MarijeVellekoop,AmsterdamvanGoghMuseum1999,p.239.ThestyleofthesestudiesmusthavelikedthepaintingF22

JH421.ItisoneoflargeststudiesinoilfromtheDrentheperiodanditstayedinthefamily.
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hg4VlncentvanGogh,翫 ηηM古hPzlε ∫(ゾP翩,Novelnber1883(375×55cm)Amsterdam ,

VanGoghMuseum(F221H421)

.ThestudlesVlncentsendtotheartdealer～arelostThlslsanexampleofh艮sworkf止omDrenthe

werehetrIedtodeve王ophlnlselfmtoapeasantpalnter

tolla夏se丘)rhllnlnfindlnggoodbuslnesscontacts,alsoInParlsHowever,lnI884丘eocontln-

uedtotellhlmthathlsworkwas"nearlysaleable"ThlsstlmulatedVlncentsomuchthathewroteto

Theolnanembltteredtoneofvolce"Ybushouldtralnyourselfcarefhllylnthatsystemofprudence

andrespectabllltyandalltherestofエt,thenyou'llrnakegreatprogress,preclselylnthedlrectlonof

medlocrltyImeanTheoneleadsto一"Vlncentcalledonhlsbrothertoensurethat

"h
lsworkwouldbeseenbythosepeoplewho,lfnotnowthenlater,Inustbecomeltsbuyerslnthe

hlture]k)Ieavelt-asyoudonowlsnegllgence》 》(442[363])Theworksthat

Vmcentref6rredtoweredrawlngsandpalntedstudlesofweavers(丘g5,Fll21/1H453)

Vlncentwasallthemorelrrltatedbecausehlsrelatlonshlpwlthhlsparents,onwhomhewas

dependentlnNuenen,wasnotgoodHewaskeentollberatehlmselff士omtheodlumofeatmgthe

breadofcharltyThatlswhyhehaddecldedIn1884thathedeservedsupport,aspaymentfbrthe

drawlngsandpalntlngsthathesentTheoandthatwouldbecomeThedspropertyAndsoTheowas

allocatedtheroleofmvestor,speculatorlfyouwlll,aroleaboutwhl¢hVlncenthadmlxedf6ellngs
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fig.5VincelltvanGogh,㌃ 物 βγα1883-4.(357x451cm)wate罵 ・colour.Alnsterdam,Van

GoghMuseum.(F11141H444)

Vincenthasagreata伍nityFQr出eweaverδ.Hemayhaveseellthlsslgneddrawingassaleable

ButVincentsawnoalternativebuttocontinuetoproduceandthinkabouttheartmarket."It

isnotabadideathattheFrencharedecoratingtheirtownhallswithscenesf士omrurallif6'lhetold

Theo.Buthethoughtitwouldbeevenbetter"ifthepeasantpaintingsweretomakeitintothehous-

es,intoillustrationsandotherreproductionsincirculationunderthepeople'1(511[412])With

opinionsliketheseVincentmovedaway丘omhisearlierelitistconceptionofart,Whathewantedin

theendwastQmakestylishpopularart.Thatwashisdream.

AsyethehadpinnedhishopeononeofthesmallerartdealersinParis,Portierwhowasone

ofthefirsttobeinterestedinImpressionismatatimetheBarbizonSchoolbecalnetooexpensive.

However,hisrivalPaulDurandRuelwasquickinmonopolisingthetradeinimpressionistpainting.

111itially,PortierwasreasonablypositiveabouttheworksVincentproducedinBrabant,although

thisdidnotresultinanysales.]「heomayhavesoftenedPortier'sopinion,inordertonotdiscourage

Vincenttoomuch,
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ButTheoalsotrledtomakeltcleartohlsbrotherthatthetlmehadpassedfbrpeasantscenesln

thestyleofMlllet,suchashlsalmostmonochrolnePo'β'oE廨 褥(F82/1H764)(丘g6)Thatbrlght

palntlngswerepre驚rredlnthemoderncampwassomethlngthatdldnotpenetratelntoVlncent's

mlndHedefヒndedhlsownopmlons,basedontheartlstlcgeneratlonsofl830and1848,wlthfヒr

vourVlncentattemptedtopersuadehlsbrotherandconf≠ontedhlmwlththelmageoftheolder

generatlonofartdealerswhowaspasslonateaboutartandwhobellevedlnthelrartlst

丑〕counterbalancehlsldeas,TheokepthlsbrotheruptodateontheParlslanartworld]bun-

derstandthlswemustreallsethatatthlstlme,lnl884-5,]「heo'ssuperlorsdldnotyetallowhlmto

dealImpresslonlstpamtlngs,slncetheywereplaylngsa艶1nthlsperlodofeconomlcuncertalnty

Therewasanatlnosphereofapprehenslonthathadanegatlvee麁ctonmanycareersbesldesVan

Gogh's,aslnthecaseofCamlllePlssarroInletterstohlssonLuclenf比om18830nwards,Camllle

且g6VmcentvallGogh,Po亡 α`oE碑75,Aprlll885(815xl145cm)Amsterdam,穐nGoghMuseum

(F82rH764)

一 防 εPo亡祕oE飢 θr∫fヨ11edtoattractf会vourableattentlonfromTheoandPortlelthePanslanartdealerLater

onmFrallceVlncen芝hashadthemtentlontomakeanewvelslonofhlsearllest`1nasterplece'
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PissarrosketchedatroublesomeimageoftheParisartworld,especiallythecrisisinthearttrade,"in

anepochdominatedbycommercialism':[*z6]

Vincentwasawareofthesituationbuthehadnochoice.Hismostimportantmotivetodeliv-

ersaleableworksassoonaspossible,musthavebeenhiswishtobefinanciallyindependentofhis

youngerbrotherTheo.Vincentdidn'twant`toeatthebreadofcharitゾbutratherearnthemoneyas

paymentforhisdrawingsandpaintings.

AstopinAntwerponhiswaytoParis

In1885,stillintheNetherlands,Vincentbegantomakemoreandmoreallowanceforthedemands

ofthemarketasTheosawthem.Hecontinuedinamorescholarlyvein,andwithdoubledener-

gy.Somethinghadtochangeinhiswork,andVincentnowunderstoodthattheeffectsofcolour-

ingweremoreimportantthantonality.Hecouldnolongerrelyonhisinstinctsashehaddoneuntil

then,butneededtodevelopa"raisonorscienceofpainting",aswell.Inordertoattainhisobjectives

hedivedintothetheoryofcolour,wenttoseetheOldMastersintherecentlyopenedltijksmuseum

inAmsterdamandtackledtechnicalproblems.ThisledtohismovetoAntwerpin1885,inorder

continuehisstudies.

InAntwerphenotonlyvisitedtheAcademyanddrewfromplasterthere,buthealsomadehis

waytotheartgalleries.Hetriedunsuccessfullytosellatownscape,andseriouslythoughtaboutcol-

laboratingwithphotographerswiththehopeofsecuringportraitcommissionstogether.(fig.7)His

wishtofocusonpeasantscenesinthemannerofMilletfadedintothebackground.Manetisnow

mentionedseveraltimesinhisletters.FollowinginthefootstepsofZola,henowwrote:"Manetand

Courbetdidnotseemseriousduringtheirlives,yethowtheyprovedthemselvestoberealpainters!"

(551[440]).Andheannouncedthat"neitherManetnorCourbet"hadnotaimedat"thecorrectness

oflocalcolour,thenarrow-mindedexactness':

26 CamillePissaro,LetterstohissonLucien.EditedwiththeassistanceofLucienPissarrobyJohnRewald,SantaBarbaraand

SaltLakeCity1981(1944).ThecitationisfromaletterfromMay2,1883(p.13).InJanuary1886,shortlybeforeVincent

vanGogharrivedinParis,Camillewrote:"OneverysideIhearthebourgeois,theprofessors,theaztistsandthemerchants

sayingthatFranceisfinished,decadent,thatGermanyholdsthefield,thatartisticFrancemustsuccumbtomathematics,

thatthefuturebelongstothemechanicsandengineers,tothebigGermanandAmericanbankers';p.64.
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面g7VmcentvanGogh,Cα ∫亡1ゼH8'S亡 θθη',Antwerp1885drawlng(13×21cm)Alnsterdam,

VanGoghMuseum(F13511H977>

一Thetopograph正calpalntlng ,expl1αtmadefbrsalemtheshopofanartdealer,lslostユhedrawmg

canglveussomeldea]bwnscapeswerenotafavourltegenrefbrapeasantpalnter

InParls,wherehearrlvedln1886,helmmedlatelystartedtoworkattheAcademyofCormonand

becameacqualntedwlthyoungartlstsllkdbulouse-Lautrec,SlgnacandEmlleBemardHealsoor-

gamzedsmallexhlbltlons,anddealtlnIapaneseprlntsWlththeexperlenceacqulredlnthesetwo

yearshelaldthefbundatlons食)rhlshlghlypersonal,expresslveandcolourfUIstyle

EllaHendrlksandLoulsvanTllborghf士olntheVanGoghMuseum,nowextenslvelystudythls

declslveperlodlnhlsartlstlccareer[*27]TbgethertheyhavewrlttenthecatalogueofVlncent'sthe

palntmgslnthecollectlonofthemuseumlnAmsterdamTheyanalysedtheworksfアomatechnl-

calvlewpolntaswellasf士omanarthlstorlcaloneIndolngsoamorecorrectchronologycouldbe

establlshed,anewunderstandlngofhlsstyllstlcdevelopmentandamorepreclseknowledgeofhls

27 EllaHendrlksandLoulsvanTllborgh,加Rε'θf毋"'o%ηGゆA艶 酌 川c祕 αηゴAr亡Hτ5foプ κ副S蝕 めノ〔ゾ 加5Aη`w8ψ αア認

Pα η5P砌 吻g5置 解 海ε物 ηGqgぬ ハ4μ5θ襯 ちAmsterdam(dlssertatlonUnlversltyofAmsterdam)2006Thebookshallbepub

llshedlnasllghtlydl丘6rentfbrmbytheV合nGoghMuseum,probablyln2007
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sourcesofinspiration,besidesimpressionistpainting,theneo-impressionistsandJapaneseprints.In

alettertohisEnglishfriendfromtheAntwerpacademy,H.M.Livens,hesummarised:"lnAntwerp

Ididnotevenknowwhattheimpressionistswere;nowIhaveseenthemandthoughnotbeingone

oftheclubyetIhavemuchadmiredcertainimpressionist'spictures,]塑:nude丘gures,Claude

Monet:landscape':OnceinArlesVincentexplainedtohissisterWillemienthatoneasks"nowa-

daysinthepicturesrathercontrastsincolourandcoloursbrightenedupandwithgraduations,than

agreytoneddown':(582[W2])ThatwaswhathelearnedinParis.ToLivenshepraisedParisina

waysimilartowhatBildershasdone:"ThereisbutoneParisandhoweverhardlivingmaybehere,

andifitbecameworseandhardereven-theFrenchairclearsupthebrainanddoesgood-aworldof

good':(572[459a])

ShortlyafterhearrivedinArles,Vincenttried,viaTheo,toreachH.G.Tersteeg,thebranchmanager

ofGoupilinTheHague,whoonhisturn,mustpersuadehisex-colleagueatGoupil's,EldertWis-

selinghtoletbuyAlexanderReidimpressionistpaintingsfortheEnglishmarket.`And';headded,

"Mesdag&
othersshouldstopforonce,toridiculetheimpressionists".(581[465])Mesdagcollect-

ed,intheseyears,hisimpressiveensembleFrenchart丘omtheperiodbefbreimpressionism,which

isstilltobeseenintheMesdagMuseuminTheHague.

InArlesVincentclaimedthatthepainterofthefuture-aconceptheborrowedfromWagner,

throughZola-wouldbeacolourist:"thelikeofwhichhasneveryetbeenseen".And,hecontinued

"Manetpavedtheway
,but,asyouknow,theimpressionistshavealreadymadeuseofstrongerco-

lourthanManet"(606[482]).匚*28]HisnewidealwasClaudeMonet,alreadyfavouredinthisroleby

Zolalongbeforeand,moreimportantforVincent,wasfavourablymentionedbyTheo,who,in1885

hadboughtalandscape-paintingbyMonet.Monethadspecialisedinlandscapepainting-afocus

thatwasalsosomewhatrestricting,whereasVincentwantedtopaintthehumanfigure.

Lateron,in1888,hewasdelightedwhenhelearnedthatTheowasorganisingaMonetexhibi-

tioninhisgallery,muchtothedismayofDurandRuelwhosawhismonopolybroken.Thushere一

zs ArtofthefuturewasawellknownconceptinthenineteenthcenturythroughthearticlesandtheoperasoftheGerman

composerRichardWagner(1813-1883).InFrancehehadastrongsupporterinCharlesBaudelairewhowrote`Richard

WagneretTannh舫ser澑aris'(1861).
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fusedtohostaretrospectiveexhibitionofVincentvanGogh'sworksin1890,somethingthatwould

probablynothavesurprisedVincenthimself.ShortlyafterwardsVincentwasrecognisedasacolour-

istandartistofthefuturebytheentiremodernartworld.

[エ フ ェ ル ト ・フ ァ ン ・ア イ テ ル ト/ア ム ス テ ル ダ ム 大 学 名 誉 教 授]

[EvertvanUitert,Emeritusprof.UniversityofAmsterdam]

喙。Notetotheillustrations.TheF-andIHnumbersarethosegivenbyI.一B.delaFailleandIan.HulskerSee:1,一B.

DelaFailleTheWorksofVincentvanGoghHiosPaintingsandDrawings,Amsterdam1970andJanHulsker,

TheムfewCompleteIranG(ゆaintings,Drawings,Sketches.RevisedandenlargedEdition〔ftheCatalogueRai-

sonn駮ftheWorks(ゾVincentvanGogh,Amsterdam/Philadelphial996.

峰。TheVanGoghMuseuminAmsterdamhaspublishedthe丘rst40utof8cataloguesofpaintingsanddrawings

inthecollectionoftheVincentvanGoghFoundation.
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VanGoghalsErzieher:

EarlyChaptersintheGlobalizationofConceptualArt

RobertJensen

In1891ayoungGermanintellectual,JuliusLangbehn,publishedanextravagantworkofcultural

criticism,RembrandtalsErzieher[RembrandtasEducator]inwhichheclaimedthe17`h-century

DutchpainterRembrandtvanRijnwastheprototypica正Germanicartist.[*1]Thebook,withoutillus-

trationsandgenerallyhavingverylittletodowiththehistoricalRembrandt,nonethelesssuggested

thatthestudyofRembrandtwouldleadonetounderstandwhatwasbestandmostessentialabout

beingGerman.TheGermanpublictookthenationalistdiatribeofRembrandtalsErzieherquiteseri-

ously;thebookwentthroughmultipleprintingswithinafewyearsandwasevenpositivelyreviewed

byanimportantRembrandtscholar.[+2]

Lessthanadecadelater,numerousGermanartcriticswouldessentiallyrepeatLangbehn's

appropriationofaDutchartistinthenameofGermanicnationalism,butthistimetheymadea

Germanicheroofaheretoforevirtuallyunknownartist:VincentvanGogh.Langbehnhadused

themodelofRembrandtagainstwhatheperceivedasthesociallyandculturallycorruptingforces

ofmodernization.TheselatercriticsoftensimilarlyinvestedvanGoghwithananti-modernnatu-

ralism.ButvanGoghwasaradicallydifferentartistthanRembrandtandhislessons,ratherthan

reconfirmingtraditionagainsttheforcesofchange,embodiedthenewinart.VanGoghcameto

representtheparadigmofthemodernartistasatragicallysufferingandisolatedhero,whose

expressionsofpersonalidentitytooktheformofnon-naturalisticcolorappliedaggressively,almost

brutally,tothecanvas.

TheextentofvanGogh'sinfluenceinCentralEuropehasbeenwelldocumented.We

1

2

J.Langbehn,RembrandtalsErzieher,(Leipzig:HirschfeldVerlag,1891).

ForadiscussionofLangbehn'sbookseeFritzStern,ThePoliticsofCulturalDespair(BerkeleyandLosAngeles:University

ofCaliforniaPress,1963),esp.121ff.
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knowwhenandwherehisworkwasexhibitedandthenatureofthecriticismthatgreetedit.[*3]

However,despitethisconsiderableresearch,scholarstendtoassumethatthelessonstaughtbyvan

Gogh'sartareself-evident.Idisagree.ThispaperreexaminesthenatureofvanGogh'sinfluenceand,

moreparticularly,exploresthequestionastowhyvanGogh'sworkwassorapidlyabsorbedinCen-

tralEurope(andindeedaroundtheworld)。

MyargumentsarecenteredaroundacomparisonbetweenthereceptionofvanGogh's

workandthatofhisgreatFrenchcontemporaryPaulC6zanne.Istarttherefbrewithtwoposthu-

mousrecollections,bothinvolvingvanGoghandC6zanne,bothdescribingincidentsreputedto

havetakenplaceintheParisianartsupPlyshopandtinygallerybelongingtop2アeIulianTanguy,and ノ
bothmediated,albeitindifferentmanners,bytheyoungpainterEmileBerllard,whoatdifferent

timesintimatelyknewbothartists.The丘rstrecollectionisthatofFrancisIourdain,sonoftheprom-

inentFrencharchitect,FranzIourdain,publishedlongaftertheincidentinquestionwassaidtohave

takenplace.Jourdainrecalledthataround1893,whenhewasanaspiringyoungartstudent,heand

somefriendsweretakentoThnguゾsshopbyBernard,olderthanthey,butstillonlyabout24years

old.WhileturningoverstacksofpaintingsJourdaindiscoveredaC6zannelandscape."Imustadmit

thatweweremuchlessmovedbyitsmajestythanwewerebytheagitated,excitingeloquenceofour

dearvanGogh,thatmadmanwhose`moldysunsandputrefyingskies'3etablazethetinyshopon

therueClauzel～'[*4]

Bernardhimselfistheauthorofmysecondstory,theonly㎞ownaccountofC6zanne's

opinionofvanGogh'swork,whichBernardpublishedin1908,twoyearsafterC6zanne'sdeath.[*5]

BernardrecalledacasualencounterbetweenC6zanneandvanGoghatT吾nguゾs,which,ifit

occurred,musthavetakenplacein18860r1887(atthetimeBernardwouldhavebeennotmuch

overeighteenyearsold).Followingageneraldiscussionaboutart,accordingtoBernard,vanGogh

askedC6zanneforanopinionofhiswork。A丘erlookingoverthepaintings,C6zannereplied:"TrUly,

3

4

5

OnvanGogh'sreceptioninGermanyseeespeciallyWalterFeilchenfeldt,VincentvanGoghdrPaulCassirer:thereceptionof

vanGoghinGermanyfrom1901to1914(Zwolle:CahierVincent,1988)andRonManheim,"The`Germanic'vanGogh:a

casestudyinculturalannexation;'Simiolus19:4(1989):277-88.

FrancisJourdain,C騷anne,excerptedinConversationswithC騷anne,ed.MichaelDoran(BerkeleyandLosAngeles:Uni-

versityofCaliforniaPress,2001),SO-83,esp.81.

E.Bernard,"JulienTanguy,ditle`P鑽eTanguy,"MercuredeFrance(December16,1908):600-16.
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youpaintlikeamadman:'[*6]VanGogh,wroteBernard,similarlyunderstoodnothingofC騷anne's

technique,butunlikeC騷anne,hewaswillingtoadmiretheolderartist'spaintings.[*7]

Itisnotsurprisingthatthesetwoartistswoulddemonstratesolittlesympathyfortheoth-

er'swork.Theywereverydifferentkindsofpaintersandbecauseofthesedifferenceslatergenera-

tionsofartistsrespondedtotheirworkinverydifferentways.Inthelargestterms,duringtheearly

yearsoftheir魚me,C6zanne's"majestゾ'inspiredinFrancewhatwasarguedasaretumtoFrench

classicalpainting,whereasinCentralEurope,vanGogh's"agitated,excitingeloquence"inspired

whatcametobecalledexpressionism.Andbecausetheconnectionbetweenthetwoartistswas

notpersonal,didnotoccurinstudioslikevanGogh'sfamouslytroubledinvolvementwithPaul

Gauguin,butratherinthecontextofcommercialgalleriesandthefin-de-si鐵leartmarket,itssignifi-

canceforthehistoryofearly20`h-centuryarthasnotbeenrecognized.

Fromthe1880sonwardC騷anneandvanGoghwerecloselyboundtogetherinthePari-

sianpicturemarket.ArtistslikeCamillePissarroandEmileSchuffeneckerownedpaintingsbyboth,

asdidsuchcriticsasTh60doreDuretandOctaveMirbeau.AfterTanguゾsdeathin1894,amore

speculativemarketdevelopedinwhichdealer/collectorssuchasEug鈩eBlotbegantoacquireboth

artists'pictureswiththeapparentintentiontosellthemlateratahighprice.Blotmadetheonly

recordedpurchaseofavanGoghattheTanguyposthumousauctionandby1900healsoownedas

manyastwelveC騷annes.Collectorinterestinspiredanew,moreeffectivegenerationofdealersto

becomeinvolvedinthismarket,ledforemostbyAmbroiseVollard,whobetween1895and1902

acquiredanearmonopolyoverC騷anne'soeuvre.[*s]Vollardtriedbutfailedtowrestacomparably

significantbodyofvanGoghpaintingsatanacceptablepricefromJohannavanGogh.[*9]Before

!0

7

8

9

Bernard,"JulienTanguy;'607.

In1857therelationshipwithvanGoghmeanteverythingtoBernard.Butin1908,themucholderandmuchmorecon-

servativeartisthadrealignedhimselfwithC騷anne.Thisanecdote,whetherornotitrecordsarealevent,demonstrates

theclearalternativethetwoartists'workcametorepresentafter1900.InBernard'stermsC騷anne'sclassicismisdefined

againstthe"madness"ofvanGogh'stechnique.

ForadiscussionofVollard'stransactionswithC騷anneseemyforthcomingessay,"C騷anneandVollard:Ananatomyofarela-

tionship;'inC騷annetoPicasso:AmbroiseVollard,PatronoftheAvant-Garde(NewYork:MetropolitanMuseumofArt,2006).

OntheearlycompetitorsforvanGogh'sworkinsideParisseeespeciallyChrisStolwijk,RichardThomson,andSjraarvan

Heugten,TheoVanGogh:1857-1891:ArtDealer,Collector,andBrotherofVincent(AmsterdamandZwolle:VanGogh

MuseumandWaandersPublishers,1999).
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theendofthecenturytheGalerieBernheim-JeunebecameVollard'sgreatestrival(aswellasocca-

sionalcollaborator)inthegrowingmarketfortheseandotherpost-impressionistartists.

VollardfolloweddirectlyinthepathforgedbytheImpressionists'dealer,PaulDurand-

Ruel,whohadearlyonrecognizedthecommercialpotentialofartistsmuchdiscussedbycritics,

whohadexertedconsiderableinfluenceoveryoungerartists,andyetwhoweregrosslyundervalued

bycontemporarydealersandcollectors.YetDurand-Ruelonlycapitalizedonhisinvestmentafter

manyyears,when,duringtheearly1890s,hesuccessfullyinternationalizedtheimpressionists'mar-

ket,primarilybyattractingnumerousAmericancollectors.Competitionamongcollectorsbasedin

Boston,NewYork,Chicago,andParisledtoadramaticescalationintheirprices.Openinghisgal-

leryjustastheimpressionistswereemergingasstarsofaninternationalartworld,Vollardclearly

recognizedthatsimilarmarketopportunitieswerepresentedbytheworkofC騷anneandvanGogh,

aswellasbysuchpaintersasSeuratandGauguin.Heknewthatolderprominentdealers,likeDu-

rand-Ruelhimself,hadbeenslowtorealizetheimportanceofthepost-impressionists.Vollardknew

toothattheseartistsofthe1880shadbeenmuchdiscussedbycriticsandadmiredbyevenyoung-

erartists.Finally,fewcollectorshadsofarshownmuchinterestinthem,withtheconsequencethat

theirpriceswerewhatonewouldexpectofyoungpainters,notofartistswithverysubstantialand

developedbodiesofwork.

WithinfiveyearsofVollard'sinitialinvolvement(circa1894)一heandBernheim-Jeune

foundaninternationalclienteleforthepost-impressionists.Thismarketexpandedstillfurtherafter

1900withtheassistanceoftheBerlingalleryofPaulCassirer.ShownbyCassirerandotherEuro-

peandealers(whoCassirerortheParisdealerssupplied),vanGoghandC騷annemadetheirdebuts

inmanyplacesoutsideFrancealmostatthesametimeastheimpressionists'firstexhibitionsinthe

samecities.Asaresult,theirpictureswereplacedbeforepublicswhoknewasyetverylittleabout

theartistswhopaintedthem.

Giventheirsharedcommercialfate,whyisitthenthatvanGoghandC騷anne'simpacton

thenextgenerationofmodernartistshadsuchsubstantiallydifferenttrajectories?C騷anneexerted

hismostimmediateandperhapsgreatestinfluenceinParis,whereastheprimaryartisticaudience

forvanGogh'sworklayoutsideFrance.Ofcourse,ParisianartistsasdiverseasMatisseandPicasso

sharedsignificantencounterswithvanGogh'slessons,butunliketheirobsessionwithC騷anne,they

didnotlingerwiththeDutchpainter'swork,butpassedquicklythroughit.Muchhasbeenmadeof
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vanGogh'sinfluenceonfauvism,butMatissehimselfdidnotholdvanGoghinanywherelikethe

sameesteemwithwhichheregardedC騷anne.

Abroadthesituationwasreversed.Althoughwecanfindexamplesofc騷annismeprac-

ticedbyCentralandEasternEuropeanartists,theirengagementwasfarlesssustainedthaninParis

andwithfarlessartisticconsequence.Conversely,fromEdwardMunchtotheartistsoftheBr�ke

andbeyond,vanGogh'sworknotonlyprovedtobeadecisivesourceofinspiration,itformedthe

basisofmajorartisticstatementsbyasubstantialnumberofartists.

Arthistorianstypicallypursueproblemsofartisticreceptionbyemphasizingsuchforc-

esasnationalism,which,forexample,maywellhaveminimizedvanGogh'simportancetoartists

inParisandC騷anne'soutsideFrance.Frenchartistsandcriticscertainlyhadmuchtosayinthe

post-1900yearsregardingC騷anne'spresumedLatin"classicism",justasvanGoghwashailedby

CentralEuropeancriticsas"Germanic"asearlyas1907.Yet,eventhebestscholarshiponnational-

ismandartisticreceptionhasbeencharacteristicallyone-dimensional,orrather,one-directionalin

orientation.Thatis,arthistorianshavesoughttoexplainthereceptivityofaculture,oranindivid-

ual,tonewideas,tonewart,withoutsimultaneouslyconsideringtheroletheproducersandtheir

productsplayindeterminingtheseculturaltransactions.Asanyeconomistwilltellyou,markets

cannotbeunderstoodsolelyinreferencetotheconsumers.

Iwanttomakethecaseforadifferentkindofgeographyofart,onegroundedintheclose

interrelationshipbetweencreativeandmarketbehavior,ratherthantheoldergeographiesbasedon

imaginedracial,national,orlocalidentities.Itsobjectofstudywouldbethemovementofartists,

theirworksandideasacrossnational,cultural,andlinguisticborders.ItisinthiscontextthatIpro-

posetoarguethattherewassomethingelseatworkinthedifferentwaysinwhichthetwoartists'

lessonscirculatedduringthepost-1900years,whichwasinherenttotherespectiveartists'manner

ofworkingandresultsachieved.

Myfirstclaimisthatsometypesofart(andartists)traversetheseboundariesmorerapidly

thandoothers.Second,artwiththegreatestvelocitymanifeststhehighestdegreeofconceptualiza-

tion.Third,sucharttendstobebi-directional;thatis,whilethemajorcontributorstothedevelop-

mentofanartisticpracticemostoftenbelongtoanartisticcapital,suchas19th-centuryParisor

Berlinduringthe1920s,theoutlyingreceiversoftheirinnovationsareablenotonlytograspquickly

theimplicationsofthesenewpractices,butarealsoabletocontributetheirownimmediateandhis一
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toricallysignificantinnovationswhileusingthem.Theseinturnmayalsoeventuallyaffectfurther

developmentsintheartofthecapitals.

Letmeillustratetheseclaimsfirstwithexamplesofartsignificantlylesscomplexthanvan

Gogh'sandC騷annes,beforeIturnbacktoaconsiderationofhowvanGogh'sartmaybeconsid-

eredconceptualandalsowhyC騷anne'sisnot,whyvanGogh'sworktraveledsowellandC騷anne's

moreslowlyandlessdecisively.

Dadaandgeometricabstractionwerebothrapidlyinternationalizedduringthelatterstag-

esoftheFirstWorldWarandtheimmediatepostwarperiod.Theessentialsofeachpracticewere

conveyedthroughsimplereproductionsandtextualdescriptionspublishedinsuchmagazinesasthe

ZurichDadaists'CabaretVb1如 舵.Thus,learningtobehaveasaDadaistortopaintorsculptgeo.

metricabstractworksdidnotrequireextensiveperiodsofartisticinstructionbytheprogenitorsof

therespectiveinnovations.Further,artistsfromNewYorktoMoscowwereabletomaketheirown

signi且cantandimmediatecontributionstothesereceivedinnovations.Considerthespeci丘cpractice

ofphotomontage.TheBerlinDadaistsapparentlywerethefirsttomakeextensiveuseofthetech-

nique,whichtheydevelopedduringtheyears1919-1920.Veryshortlythereafter,onefindsitstenta-

tiveuseamongyoungSovietartists,suchasinthephotomontagedesignsbyGustavKlutsis,which

scholarsdatetoasearlyas1920.Thatthesenearsimultaneouseruptionsofanewpracticewould

occurinseemingisolationfromeachothermightbeexplainedbythefactthattheysharedacom-

monsourceinpre-WorldWarIParisiancubistcollage.Yetwhatwasprobablymoredecisivewere

artjournalssuchasMA,producedbyHungarianartistsandwritersandpublishedinVienna.Byre-

producing,eveningrainyblackandwhiteimages,Dadaphotomontages,MAandcomparableart

publicationsintroducedthetechniquetoEasternEuropeanartists.Oncetransmitted,Sovietartists

signi丘cantlyrede五nedphotomontage'sexpressivepotentiaLWhereastheDadaiststendedtoexploit

photomontage'sabilitytocreatedramaticcontrastsbetweenunrelatedimagesforirrationaleffects,

SovietconstructivistartistslikeKlutsisandElLissitzkyrationalizedthetechniquebyweldingphoto-

montagetothedynamicdesignelementsofSovietconstructivisminordertoconveypowerful,eas-

ilygraspedmeanings.Enrichedbytheseinnovations,from19220nward,thelessonsofSovietpho-

tomontage且owedbackinto.WesternEurope,o食encarriedbytheSovietartiststhemselves,sothat,

mostnotably,by1925theseaestheticfeatureswereastapleofthedesignvocabularyoftheDessau

Bauhaus,andthroughtheBauhauscametoinfluencealiofmoderngraphicdesign.
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TheexampleQfthedisseminationandadaptationofphotomontagetechniquesleadsme

tomylargestclaim,whichisthatthespeedandcoherencywithwh童chhighlyconceptualizedartist三c

ideas(likephotomontage)canbecommunicatedandtheinternationalcircuitofcontributorsthey

generatehavebeenfundamentaltothesteadilyexpandingglobalizationofmodernart.Clearlythis

globalizationhasgreatlyacceleratedinrecentdecades,butIwouldarguethatimportantelementsof

thisprocessareevidentatleastasearlyasthelate19`hcentury.

Alargerunderstandingofthecommunicativevelocityofconceptualartpracticesmay

helpustore丘ameanumberofbasicproblemsrepeatedlyfoundinthearthistoricalliteratureon

vanGogh.Letmebeginwiththemostprominent:theartist'saccessibility,infact,hisunprecedehted

popularity.ManyarthistorianswhohavewrittenonvanGoghhavebeentroubledbythispopulari一

嚇whichtheyhavealmostalwaysdiscussedwithinasinglef士ameofre艶renceltheartist'sbiography;

anditsproperorimproperroleinaccountingfr)rtheartist'sworkandhencehisreputation.This,of

course,isbecausethestoryofvanGogh'smadnessbecame,evenbefbrehissuicide,anessentialele-

mentofhiscelebrityidentit払andbecauseitledtotheequallypopularconclusionthatthepainter's

"mad
ness"explainsthevisualappearanceofhiswork.Acenturyofprotestingbyarth童storyprofes-

sionalsthatthisisnotthecasehasdonelittletoshakethisassumptionamongthelaypublic.Fram-

ingthequestionofvanGogh'spopularity,however,onlywithinthetermsoftheartist'sperceived

madnessoverlooksthefactthattheissueoftheartist'saccessibilitywasfeaturedinthecritical

responsetohisworklongbeforehebecameapopularicon.

AsintheIourdainanecdotewithwhichIbegan,vanGogh'saccessibilitywasparticularly

addressedwhentheartist'sworkwassp馗ificallycomparedtoC騷anne's.In1907,fr)rexample,the

GermanpoetRainerMariaRi正kewrotehiswifealetterinwhichhecontrastedvanGogh,whose

lettershehadjustreadinaGermantranslation,withC騷anne,whoseretrospectiveattheParis

AutumnSalonhe丘equentlγvisited。

Ideallyapainter[andhereRilkeisreferringtoC騷anne]_shouldnotbecorneconsciousof

hisinsights:withouttakingthedetourthroughhisconsciousreflection,hisprogressivesteps,

mysteriouseventohimsel£shouldentersoswi丘lyintotheworkthatheisunabletorecognize

theminthemomentoftransition_ThatvanGogh'slettersaresoreadable,thattheyareso

rich,basicallyarguesagainsthim,justasitarguesagainst[him](holdingupC騷annefbr
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comparison)thathewantedorkneworexperiencedthisandthat;thatbluecalledfororange

andgreenforred_Andsohepaintedpicturesonthestrengthofasinglecontradiction,

thinking,additionally,oftheIapanesesimpli丘cationofcolor_leading,inturn,tothedrawn

andexplicit(i.e.,invented)contouroftheJapaneseasaframefbrthecoordinatedplanes;

leading,inotherwords,toagreatdealofintentionalityandarbitrariness-inshort,to

decoration.C騷anne,too,wasprovoked_toexpresshimselfonmattersofpainting:;butwhen

youseethefewletterstheoldmanwrote:howawkwardthiseffortatself-explicationremains,

andhowextremelyrepugnantitwastohim.Hewasalmostincapableofsayinganything.[*ia]

ForRilke,vanGogh's"decoration"meantnotonlythesimplificationoftechnique(thecontrastof

twocolors)andofform(inthemannerofIapanesewoodblockprints),butthattheseresultswere

theproductoftheartist'sconsciousintentiontocommunicateaspecificideaoremotion.

RilkelinksvanGogh'saccessib且itynotlusttothevisualqualitiesofhispictures,butalso

totheluciddiscussionofhisaimsfoundintheartist'sletters.Heimpliesthattheartistwastoocon-

scious,hadtoogoodanunderstandingofhisartisticintentions,sothatvanGogh'spaintingsbecome,

ineffect,mereillustrationsoftheartist'sideas.Conversely,RilkelinksC騷anne'spresumedinarticu-

latenessinhisletterswiththepainter'sunresolvedstruggleto丘ndthepropermeanstoexpresshim-

sel£astrugglethatacquiredgreaterimportancethananyendtheartistachieved.C騷anne,Rilkeef-

fectivelyargues,istobeadmiredbecausehestrugglesto丘ndhispaintingintheactofpainting,What

makesC6zannemoreadmirablethanvanGoghisthattheartistdoesnot㎞owinadvancewhathe

w且lachieveinagivenpicture,butonlyachieveshisgoalsintheprocessofexecutingthework.

Severaldecadeslater,thegreatEnglishartcritic,RogerFry,beganhismonographon

C6zannewitharemarkablysimilarcomparisonbetweenthetwoartists,evenusingtheword``decora-

tive"todescribevanGogh'swork.AlthoughthesimilaritiesbetweenFryandRilke'sobservationsare

coincidental,theyreflectacommonunderstandingofthetrajectoryofthetwopainters'work.[*11]

Fryobservedthatifwewanttogetdosetowhathecalledthe"essentialqualitゾ'ofC騷anne,wemust

O

1

1

1

RainerMariaRilke,LettersonC騷anne,trans.JoelAgeeanded.ClaraRilke(NewYork:NorthPointPress.,2002).

ItisunlikelythatFryhadreadRilke'slettersonC騷anne."[heparallelsarethus¢oincidental,orrather,reflectacommon

understanding.
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丘rstbecomeawarethat"weseenotsomuchhisexpressionasthedistortedimageofitwhichhas

graduallytakenitsplaceinourownminds.ForC6zannehasnotcometousdirectly3wehavealmost

allofusapproachedhimthroughsomemediatoryandmoreeasilyaccessiblepersonalitysuchasVan

Goghs:'[*12]SinceheknewfUllwellthatvanGoghborrowedverylittle,ifanything,fromC騷anne,

it童srevealingthatFryshouldinvokehisnamehereratherthansomeearly20th-centuryParisianart-

ist,suchasPicasso,whowereobviouslyinspiredbythemaster肋mAix,VanGogh'saccessibilit}軫or

Fr男wasboundupwithhisartisticpersonalit}弓becauseheexempli五esartistswhopossessaclearcon-

ceptualunderstandingoftheirgoalsandpaintonlyto皿ustratethem.WhereasC騷a皿e,Frywrote,

"isnotdecorativelikesomanyofourmostgi仕edcontemporaries
._hehasnotthegi丘toseizehold

directlyofanideaandexpressitwithanemphasiswhichrendersitimmediatelyapparent;heseems

indeedhardlytoarrNeatthecomprehensionofhisthemetilltheveryendofthewoτkア[*13]Inother

words,ifweturnFrゾsargumentaround,vanGoghexempli丘esanartistwhoseizesholdofanidea

andexpressesitinawaythatrendersthatideaimmediatelyunderstandable;therefr)rethepublicis

morelikelytodevelopataste丘rstfo)rvanGoghbefbrecomingtoterms,ifatall,withtheworkof

C騷anne;thepubliclearnstoexpectofmodernpaintingthatitcommunicatespeci五cmeaningsor

emotionsratherthan,forFry,themoreimportant,butmoredi伍culttoappreciate,almostexdusively

visuallessonsofferedbyC騷anne.

RilkeandFrydescribed,withoutquiteunderstanding,twofUndamentaltypesofcreative

individuals.Recent1》 もtheUniversityofChicagoeconomistDavidGalensonhassystematicallyar-

ticulatedthediff6rencestheydiscoveredbetweenvanGoghandC6zanne.Thefi)rmerGalensonhas

describedasa"conceptual"artist,theIatterasan"experimentar'painteL[*14]Galensonfirstdiscov-

eredthesetwomodesorpolesofcreativebehaviorwhilemeasuring宙heninanartist'scareerwe-

arthistorians,historians,museumprofessionals,andthoseinthearttrade-beheveanartistto

havecontributedmosttoarthistor)乙Galenso㎡sworkassumesanactivecodependencebetweentra-

ditionandinnovationinartisticprodUction。Arthistorymostvaluesartistswhomakethegreatest

2

3

4

1

1

1

RogerFry,C騷a朋e:AStudyofHisDevelopmenち2nded.(NewYork:Noonday,1960),L

Fry,C騷anne,2.

AmongnumerouspublicationsonthisandrelatedsubjectsseeespeciallyD.Galenson,PaintingOutside亡heLines:Patterns

ofCreativiり 廟Mb4erπAr'(Cambridge=HarvardUniversityPress,2001)andOldMastersand.YoungGeniuses(Princeton:

PrincetonUniversityPress,2006).
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innovationswithinarespectivetradition.Theseinnovationsinturnacquiretheirvaluewhenthey

aretakenupa且dappliedinsomefashionbysubsequentgenerationsofartists.Thegreaterthein-

novationthemoreitresonatesintheworkoflaterartists.Thusitwas,forexample,thattheusethe

cubistsmadeofC6zanne'slateworkde五nedthisperiodofhiscareerashismostlmportant.Itdoes

notmatterthatC6zannehimselfwouldprobablyhaveregardedwhatthecubistsmadeofhisartasa

profbunddjstortionofhisaimsandpractices.Inthisalone,Galensonhasmadeanjmportantcon-

tributiontoarthistor笋byde丘ningartisticimportanceexclusivelyintermsofinnovation,whichal-

lowsustoview,attheveryleast,thehistoryofWεsternartsincethe15`hcenturyasahistoryofin-

tellectualproblems,theirsolutions,andthenewproblemstheygenerate.

Usingavarietyofmeasurements,suchasthecomparativeauctionpricesfbranart童st's

workacrossanentirecareer-whichproducedthe且guresyouseenonthescreen-Galensonmade

thefurther,morerevolutionarydiscoverythatalmostallcanonicalmodernartistsproducedtheir

mostsigni丘cantworkeitherearlyintheircareersormuchlater,butveryrarelyboth.Theseauction

pricesareonlyimportantinthatGalensondiscoveredthemtoparalleltheconsensusviewofarthis-

toryastowhichperiodinanartist'scareerisdeemedhistoricallymostsigni丘cant.C騷anne'slater

worksaremoreexpensiverelativetohisearlierproduction,whereasthereverseistrueofPicasso.

Inthinkingaboutwhythisisso,Galensonidenti丘edcertaincommoncharacteristicsthat

enabledsomeartiststomakeimportantcontributionsearlyon-anoverarchingconceptualap-

proachtoartmaking-whereas,herealized,latedevelopingartists,suchasC騷anne,havequitedif-

ferentcharacteristics-de丘nedbyanexperimentalapproach.Conceptualartistsareobviouslymore

concernedwithgeneralideasandprincipleswhereasexperimentalartistsgroundtheirworkindi-

rectobservationJhecoreimpressionists,fbrexample,wereallexperimentalpainters.Therewasno

impressionist"theory"ofpaintingassuch;eachartistarrivedathisorhertechniquein僉)rmallyand

madetheirpaintingsgenerallywithoutmuchpre-planning(otherthantheselectionofthemotif).

Theydevelopedtheirtechniquethroughaprocessoftrialanderror.Becauseexperilnentalartists

developtheircra丘overtime,theyaremorelikelythanconceptualartiststomaketheirmajorcontri-

butionslaterintheircareers.Renoirpaintedhismostcelebratedworkswhilehewasinhismid-30s

andolder.PissarroandDegaswereintheirmid-40swhentheyproducedtheirmostprizedpaint-

ings.Moststriking1男C6zanne'smostinnuentialcontributionstocontemporaryartwerehislast

works,executedwhentheartistwasinhis60s.OnlyMonetamongtheimpressionistshasbeenvaレ
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uedmostfbrworkproducedwhilestillinhislate20s,andeveninMonet'scase,theartistwenton

toproduceabQdyoflateworkprizedalmostashighlyashisearlyproduction,paintingsallexecuted

a丘ertheageof50.Andbecausetheimpressionistsprivilegedtheactofperceptionovertheresults

obtained,theyindirectlypromotedagrowinguncertaintyabouttheirrespectiveabilit孟estorepre-

sentoncanvastheworldtheysawThiso丘enresultedinanincreasedvisualcomplexityandindeter-

minacyoffbrmintheirlaterwork,asoneseesespeciallyinthelatepaintingsbyDegas,Monet,and

C騷anne..ItisnowonderthatC6zanne,ina1906interv量ewwiththeGermancollectorKarlOsthaus,

expressedhttleinterestinvanGogh,Gauguin,andtheneo-impressionists,because"theymake

thingseasyfbrthemselvesご'[*IS]

Fromtheperspectiveoftheinternationaldispersionofimpressionism,onlythemost

readilyconceptualizedfbaturesoftheirpracticetraveledwell.Thustheimpressionists'brightpal-

ettes,openfacture,andmodernsublectmattercouldbeeasilyimitated。Butatthisconceptuallev-

elthesepracticescouldlustaseasilybereconciledwithacademicconventions.Thisiswhythere-

sultsobtainedbyanentiregenerationofEuropeanartistswhoalteredtheirworkafしerthelate1870s

inordertoencompasstheseinnovationsneverfUllyreflectedthecanonicalimpressionists'actual

techniques.ItisalsowhymostparticipantsintheEuropeanartworld殆iledtorecognizewhowere

themostimportantpractitionersofimpressionismuntiltheveryendofthenineteenthcentury.

Thesubtletiesoftheimpressionists'practices-theircomplexregistrationofphysica豆phenomena

throughlargelyunsystematiccolornotations,executedwithhighlyvariedstrokeapplication-were

extremelydi缶culttoimitateortodescribe.Theartistsmostsuccessfhlinreproducingtheseeff6cts

werethosewhotoGkdirectinstruction丘o皿animpressionist:suchasC6zanneandGauguinstute-

lageunderPissarroortheAmericanswhonockedtoMonetatGivernγ

Itisstrikingtocomparetheslowdif』sionofafUIIyrealizedimpressionisttechniquewith

theremarkablespeedbywhichartists丘omalloverEuropetookuptheneoimpressionisttechnique

pioneeredbySeurat.Theapplicationofdiscreetdotsofcolor,laiddownthroughclearlyarticulated

rulesaccordingtoawelldefinedcolortheory,andplacedunifr)rmlyacrossthepainting'ssurface,

wasinstantlyaccessibletootherartistsanddidnotrequireSeurat'sdirecttuition.Andbecausethe

stylewassoeasilyconceptualizedandspreadsorapidl}弓itledtothecurioushistorica豆phenomenon,

15 K,Osthaus,`AVisittoPaulC騷anne;'(1906)reprintedinCoη γθ∬祕oη ∫w肋C騷anne,96-99,esp.97.
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particularlyinCentralEurope,inwhichtheappreciation丘)rneoimpressionismactuallyprecededa

comparableappreciationiもrtheworkofthecoreimpressionists.Inotherwords,evenamongwell-

in角rmedcriticssuchasIuliusMeier-Grae飴,Seuratwas㎞ownandadmiredbe色reMonet.

Thepost-impressionists,withtheexceptionofC騷anne-whoreallymodifiedimpres-

sionistpracticesrather之hanoverturningthem一,wereveryyoungwhentheymadetheirmostim-

portantcontributionstomodernart.In1887,whenthesepaintersofthec`petitboulevards"一

asvanGoghcalledthem-begantoreachmaturit弊theimpressionistswereintheirfbrtiesor

older.[*16]Incontrast,theInostprominentofthe``petitboulevardiers",GeorgesSeurat,wasonly27

0ntheoccasionofhisexhibitionofLaG鯢 祕 θ短`εinl886.AndtheartistswithinVincent'sim-

mediatecircleofacquaintances,mostnotablyEmileBernardandHenrideTbulouse-Lautrec,were

evenyoungeLBernardwas19in1887;hewouldpaintalltheworksfbrwhichheisrememberedbe-

fc)retheageof23.].()ulouse-Lautrecwas23in1887;althoughhewouldbeproductivelongerthan

Bernard,hetoowouldmakemostoftheworkfbrwhichheisfalnousbytheageof30.Theolder

artistsintheircircle,mostnotablyGauguinandvanGoghhimsel£enteredtheartpro艶ssionata

laterage,VanGoghwas33yearsoldwhenhearrivedinParisin1886,butifweconsiderthathis

丘rstambitiouspaintingsdateonlytoaboutl884whenthepainterreachedmaturityinl888hewas

butfi)uryearsremovedf士omtheageatwhichhee麁ctivelybecameanartistandonlytwoyearsre-

moved丘omhis丘rstcontactwithmodernFrenchpaintingandIapanesewoodblockprints.

Inorderforartiststoproducesignificantworkearlyintheircreativelives,theygenerally

sharethefbllowingconceptualcharacteristics,amongothers.Theymustpossessclearandusually

quitespeci丘cideasoremotionalstatesthattheywanttocommunicatethroughtheirwork』 血eyof-

tentherefbreanticipatetheir丘nalresultsduringtheearlystagesofthework'screation.Thismight

beasexplicitasmakingnumerouspreparatorystudies,asSeuratdid,inadvanceofthe五nalpaint-

ing,oritmightconsist,asitdidwithvanGoghafterl8870fsimplyhavinginhismindthekind

ofsubjectthathewantedtorepresent-whichoneoften丘ndsinhisletters-andthenexecuting

themJtisoneoftheodditiesofvanGoghlsdescriptionsoftheideasheattenlptedtoillustratethat

16 VanGoghlsconceptionofthe"petitboulevard"wasmeanttocontrastwithalreadyestablishedartistsexhibitingincoln-

mercialgalleriesbelongingtothegrandboulevardsofParis.BothvanGogh'sideasandtheartiststowhichtheyareidenti一

丘edarethoroughlydiscussedinCorneliaHomburg,ElizabethC.Childs,IohnHouse,andRichardThomson,1伽`ε η〔 磁η

Gqg海 σηゴ飾θP伽'εr∫ ψ んθP戯Boμ1εyαr4(St.Louis=SaintLouisArtMuseum,2001).
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theyo食enhaveagreaterintensitythanthepaintingssaidtorepresentthem

Inordertoanticipateone's五nalresults,theartistmustsubordinatetechniqueand願sual

observationstothedesiredends.ItdoeS㎡tmeanthattechniquewasunimportanttoaSeuratora

vanGogh,butonlythattheysoughtthebestmeanstoexpresstheirintentions,ratherthan,asan

experimentalpainterwould,attemptingtodiscovertheunderlyingmeaningofaworkwithinthe

actofpaintingitselfBecauseconceptua王artistsaremosto佳enyounginchronologicalageaswell

asnewtotheartpro艶ssion,theyhavef6wlifεexperiencesuponwhichtodrawConsequentl男they

veryoftentaketheirchiefsourceofinspiratioh丘omotherworksofart,whichtheyincorporate

eitherdirectlyorindirectlyintotheirownproduction.VanGogh,ofcourse,is魚mousfbrhismany

copiesa丘erotherartists'work-aswellashisown-whichhetranslatedintothehigh-keyedcolor

andfactureofhispost-1887mannerofpainting.Sinceconceptualartistsareprimarilypreoccupied

withideasratherthancra丘skills,theydonotrequirelongapprenticeshipbefbretheyreachartistic

maturit}dheyhavethecapacitytolearnf士omawidevarietyof毎rtisticsources,becausetheydonot

seeknecessarilytoimitateaparticularstyleastheydotoborrowf}omtheideasembodiedwithin

thatstyle.Andbecauseoftheirwillingnessandabilitytosubordinatestyletothedesiredendsitis

possiblefbrtheirworktobequitevariedinexecutionoververyshortperiodsoftime.

VanGogh'searlystruggletomasteraserviceabletechniqueisnotsurprisinginsomeone

largelyself-taught,workingingeneralisolationffomotherartistspriortohisarrivalinParis.Yet,

evenintheseearlyyearshiscorrespondenceintroducesmanyofthethemesandartisticpreoccupa-

tionsthatcontinuedtomanifbstthemselvesinhispost-Parisianpaintings.We丘ndhiIn,fbrexample,

renectingonhistechniqueinApril1884:"DoyouthinkthatIdonotcarefbrtechnique～Certainly

Ido,buton豆yinorderthatImaysaywhatIhavetosa男andwhenIcannotyetdothatsatis飴ctoril男

Itryhardtocorrectmyself'[*17コHealsoworriedabouthisinabilitytogivehiscanvasesthepolish

thatwasstandardamonghisDutchcontemporaries,butnonethelessselFconsciouslypursuedwhat

hecaHed"ugly"painting,preciselybecauseitbestrealizedtheemotionalandintellectualideashe

wishedtoexpress.Thusitwasthathelatercomparedaworkofhisfullmaturit》 もthe血mousNゆ 古

C乖(1888)withhis丘rstmajorcreativeefR)rt,雅 θPo耽oE磁 郎(1885).Inano氏en-quotedpassage,

vanGoghinfbrmedhisbrother"thepaintingisoneoftheugliestIhavedone.ItissimilartothePo一

17 丑 θL覦 θr5〔ゾV1ηcε 撹 γαηGqgh,ed.RonalddeLeeuw(LondonlPenguinPress,1996)1412-16.
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tatoEatersyetdi麁rent.Ihavetriedtodepictma㎡sterriblepassionswithredandgreen3'E*18]Note

boththecontinuityinconceptualapProachheisdescribingandtheextraordinarystylisticdiff6renc-

esintwopaintingscreatedlessthanthreeyearsapart.

OnceinParis,vanGoghlsartisticdevelopmentwasnothingshortofastonishing.Inei尭ct,

hehadspentmorethan五veyearsthinkingaboutwhathewantedtocreate,butwouldlearn,within

aspaceoflessthanayear,howhewoulddoit,HismeteorictrajectorythroughParisianmodernism

andIapaneseprints,hisimpressiveabilitytomastersuchwidelyvariedinfluencesinsuchashort

periodoftime,ismorenoteworthythaneventheartist'smostenthusiasticadmirersusuallycred-

it.Becauseitistheonlyperiodintheartist'scareerbasicallyunsupportedbycorrespondencewith

hisbrother,wedonotknowexactlyhowitwasthattheartistsoeasilyshedhisidentityasaDutch

paintertobecometheParisianVincent-ashewouldbeginsigninghisworkshortlya食erarriving

inParis.Nordoweknowhowheabandonedhispersonaastheisolated,strugglingstudenttonot

onlymeetsomeofthemostimportantyoungpaintersinParis,buttobecomefbrabrieftimethe

leaderofan6ω1θanditsentrepreneur,theorganizerofexhibitionsofhisandhiscomrades'work,as

we11asshowsofIapaneseprints.

Vincentnotonlyremadetheappearanceofhispaintings,addingmostimportantlythecol-

orandvariedfactureofimpressionism,whichhequicklybroughtunderdisciplinebyadoptingthe

neoimpressionisttheoryofproducingcolorintensitiesthroughsystematiccontrastsofcomplements.

Vincentunderstoodthatinordertobeasmodernaspossiblehehadtoachievethegreatestpossible

colorintensities.Ydnosoonerdidhemasterthoseaspects丘omthesesourceshecouldreadilyuse

thanhediscardedthefUndamentaltenetonwhichtheystood;thatis,theimpressionistsandtheneo-

impressionists(befbrel888)strovetoreproducetheeffbctsoflightaspreciselyaspossible,where-

asvanGogh(likeBernardandothers)wouldliberatecolorf士omitsrepresentationalobligations,in

佑vorofitsexpressive,symbolicpossibilities.丑)takesuchanindependentviewofthecommun圭ca-

tivepossibilitiesofcolorwasnot,asitmighthavebeenwithotherfbreignartistsworkinginParis,

anexampleofsimplymisunderstandinghissources.Ashiscorrespondenceabundantlysupports,

VincentwasfUllyawarethathewasbreakingwiththebasicpositivismthatunderlayimpressionism

VvanGoghtoTheovanGogh,8Sept.1888,reprintedinア 乃θCo叩p'θ'εLε#θ ∬(ゾV豌`θ η∫γ仞Gogぬ(NewYbrk:Bul丘nch,

1991),no.553.
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Whatmaybeevenmoreremarkable,howeveちisthatonceinP… 迂is,Vincentbegantopaint

inanentirelynewmanneLBefbreParis,likemanyconceptualartists,Vincenthadbecomeacclls-

tomedtomakingcarefUlpreparatorystudiesbefbreexecutingthe五nal,largercanvas,as丘)rexam-

ple,intheproductionofthePo鰯oEθ`θ だ.Hewhollyabandonedthispracticein1886,f士omthenon

workingdirectl脇liketheimpressionists,onthecanvas.Infact,heshortlywentbeyondtheimpres-

sionists,bymixinghiscolors,squeezedf士omthetube,directlyonthecanvas.EdvardMunchwas

evenconvincedthatVincentappliedhispaintentirelyunmb【edinthismanneLVincenthimselfde-

scribedhisnew丘)undtechniquetoBernardin1888thisway:

Mybrushstrokehasnosystem .atalLIhitthecanvaswithirregulartouchesofthebrush,which

Ileaveastheyare.Patchesofthicklylaid-oncolor,spotsofcanvas豆e丘uncovered,hereand

thereportionsthatarele丘absolutelyun丘nished,repetitions,savageries;inshort,Iaminclined

tothinkthattheresultissodisquietingandirritatingastobeagodsendtothosepeoplewho

have丘xedpreconceivedideasabouttechnique.[*19]

DespitethisapparentspontaneityrarelydovanGoghlspaintingsappearlabored,whichwouldresult

丘omextensiverevision.Insteadhispaintingsusuallyexhibitanextraordinarycon丘denceandbold-

nessintheirexecution-whichagainisanindicationofhowclearhisoblectiveswerepriortowork-

ingupacanvas.ItisnowondertoothathiscontemporariesjudgedVincenttopossessnoonestγle,

thatasMauriceBeaubourgwroteinhisobituaryfbrtheartist,Vincentusedastyle"whenitpleases

himtodosol'[*20]

Obviousl男Vincent'sHexibilityanddetachedattitudetowardhispainterlypracticeisin

strikingcontrasttoC6zanne'shard-wonmasteryofhispersonalstyleandtheremarkableconsisten-

cywithwhichhepursuedhisever-elusiveefR)rttocapturehissensationsoncanvas-aconsistency

sogreatthatevenagroupofapples,perhapscutf士omalargercanvas,wereacquiredbyinfbrmed

collectors,inthiscaseDegas,becausetheyunderstoodthattheleastf士agment,likethemost且nished

paintingbytheartistwasasrepresentativeoftheartist'squest.
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VvanGoghtoEmileBernard,9April,1888,reprintedinヱ 乃θCoη ρ18'eLθ'∫α写,no.BO3.

M.Beaubourg,"LaMortdeDubois-PilletetVanGoghl'Rε γμθ1雇 ⑳ θ雇 砌`ε(September1890)=392-402;reprintedin

SusanAlysonStein,ed.,%ηGqg海=ARθ ∫ro5ρθ`'fγε(NewYbrk:H.LLevin,1986),258-60.
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IhavehardlycataloguedallthewaysinwhichvanGoghlscreativebehaviorisconsistent

withGalenso㎡sde且nitionofthepracticesofconceptualartists.ButIwouldliketoconchldebyre-

turningtothereceptionofvanGogEslifヒandart,andhowwemightbegin,therefbre,toreffame

ourunderstandingofsomeofitsbasicf6atures.

Fromsomeofhisearliestworktohispost-Parisianmaturit笋vanGoghcarriedinhis

mindbasicconceptionsofwhathewantedtopaint.Tbchnique,fbrhim,wasgenerallyanissueof

丘ndingthebest(and,a食erParis,mostmodern)methodtoexplicatetheseideas.Hecould丘ndcom-

monalitiesbetweenneoimpressionismandIapanesewoodblockprintsbecausehewasnotcon-

cernedmerelywiththeirphysicalattributes,butratherunderstoodtheunderlyingconceptuallogic

thatproducedtheseworks.Style,asameansofexpression,meantmuchlesstohimthanitwouldfbr

anexperimentalartistlikeC6zanne.

Conversel防muchofvanGogh'sst)disticcontributionstomodernartcanbesummarized

byafbwcharacteristicsthatcouldbeeasilytakenupbyotherartists.Forexample,EmileBernard

madealithographcopyofoneoftheVincent'sself-portraits丘)rthecoverofthejournalinwhich

heprintedhisposthumousessayontheartist.[*21]Bernardcapturedtheintensityoftheartist's

gaze-whichofcoursepointstotheemotionalintensityofthenlan-butalsocapturedthesimplic-

ityofvanGoghlsoverallcolorschemeinitsthebasiccontrastoftwocolors.Bernardevenindicates

somethingofVincent'sgraphic-basedpaintingstyle,usinglineinthemannerofVincent'sapplica-

tionofvariedlengthsofdrawnoutpainttosuggestemotionalturbulenceevenasitstructuresand

enlivensthepictorialsur魚ce.1'mnotsuggestingthatBernard'sreproductionplaアedanyimportant

roleinthedi飾sionofVincent'sideas.UnliketheimpactonSovietartistsmadebyaGeorgeGrosz

photomontagereproducedonthecoverofMA,itwasnotsu田cientfbrpaintingstobereproduced

eitherthroughgraphictranslationsorblackandwhitephotographytocommunicatetheirmorespe-

ci且cqualities.Paintingasamediumusuallyrequiresthatitbeseen丘rst-handinordertobefhlly

understood.HoweveちmanyofthethingsVincent'swork(andbiography)representedwerealready

inwidecirculationamongEuropeanartistslongbefbrethesesameartistsmighthavebeenawareof

vanGogh'sspeci且ccontributionstothedevelopmentofthesepractices-suchastheIiberationof

color丘omnaturalisticdepictionanditsuseasanindependentexpressivedevice,

E.Bernard,coverfbrL'Hθ η1ηzε4とAη'oμr4'ん μf,voL8,no.390(luly1891).
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Thesecond,direct,stageofvanGogh'sinnuenceoccurredonlywhenhisworkentered

internationa豆distribution,orperhapsnotevenuntilhis弖ettersbegantobepublished.Atthispoint,

thenatureoftheartist'slegacywasfUndamentallyaltered.Nowtheaestheticpracticesbecame

irrevocablytiedtotheartist'sbiographylVanGogh,whetherheintendedtoornot,directlycontrib-

utedtothisaspectofhisreceptionJheveryfactthathispaintingwassoideationalmeantthatitwas

dependentonoutsidesourcesinordertoacquireanythinglikethesigni且cancetheartistattempted

toembodyinthework.SincevanGoghwrotenomanifヒstos,andsincetheearlycriticswhowrote

abouthisworkhardly㎞ewhim,but㎞ewratherhisreputation,hiscorrespondencebecamethe

inevitablerepositoryofhisartisticintentions,andthusintegranyboundupwiththem.Perhapshis

most㎜bitiouspaintings,thosethathedescr三bedas如 占1θ翩 κratherthan廊 μ4ε5,suchastheN勧'

Cψ,arecapableofcommunicatingtheirmeaningswithgreaterdegreesofindependence.But丘)r

theartist'sworkingeneral,theIetterswererequired,asitwere,totravelwiththepaintingsinorder

丘)rthemtohavetheresonancetheyeventuallyachieved.ItwasinthelettersthatvanGoghlaidout

hisartisticprinciples(whichtranscendsimplyst}disticconcerns,buthavemuchinsteadtodowith

artasareligiouscalling,requiringsacri丘ceandsu麁ring),sothatindividualpaintingsbecamespe-

ci五cillustrationsoftheseprinc量plesandnotindependententities.

Ihavefbunditodd,therefbre,thatvanGoghscholarshavepaidsolitt玉eattentiontothe

selectionoftheartist'sletterspublishedinGermantranslationinl905.[*22]Thevolumeincluded

widelyrepresentativeexamplesf士omtheartist'scorrespondencewithhisbrotheraswellastransla-

tionsofmostofVincent'sletterstoBernard.ItwasthisvolumethatRilkeread;itwascertainlythis

vo王umethattheartistsoftheBrncke,andwhoknowshowmanyotherpaintersoftheEuropean

avant-gardesa丘erl905,read.W6㎞owthevolumesoldverywelLreachingtensofthousandsof

copieslongbefbreIohannavanGoghbroughtoutthecompleteeditionoftheartist'scorrespon-

dencewithhisbrotherin1914.血eseletters,andnotBernardorAurieroranyotherFrenchcritic,

taughtCentralEuropeanartistshowtolookat,howtouse,vanGoghlslegacyl
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[RobertIensen,UniversitアofKentuckア]

22 VvanGogh,Bガ 醜(Berlin=BrunoCassirer,1905).
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