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statnia ¢wier¢ XIX wieku to czas zmian

zachodzacych w malarstwie europejskim,

aich centrum przenosi sie zMonachium
doParyza. Nawetnietyledo Paryzaijego Académie
des Beaux-Arts, ile do pracowni wybijajacych sie
tworcow i niezaleznych od oficjalnego nurtu szkot.
Przeciwnie niz moze sie to wydawad, zmiany te nie
zaszly rewolucyjnie, poprzez zerwanie z dotych-
czasowym stylem i manierg w sposéb gwaltowny;,
raczej ewoluowaty stopniowo, niesmiato modyfi-
kujac tak dobor tematéw prac malarskich, jakich
kolorystyke czy sposob kadrowania przedstawie-
nia. Z perspektywy XXI wieku proces ten mozemy
postrzegac jako dynamiczny i nagly, lecz w oczach
wspotczesnych przebiegal on znacznie spokoj-
niej. Juz w pierwszej potowie XIX wieku da sie
zaobserwowac pewne zwiastuny zmian, ktére
przesuwajg srodek ciezkosci z malarstwa akade-
mickiego na szkoty i stowarzyszenia pozostajace
w opozycji do oficjalnego nurtu. Malarze odrzu-
cajg przyjete dotychczas konwencje i poszukujg
nowych srodkéw wyrazu.

Za sprawa barbizonczykow wyidealizowa-
ny, idylliczny krajobraz ustepuje miejsca bar-
dziej realistycznym przedstawieniom przyro-
dy, co powoli zmienia upodobania odbiorcow.
Zwiazani z Barbizon twoércy porzucajg pracow-
nie jako miejsca odtwarzania widokdéw ze szki-
cow i wyobrazni. Maluja z natury, bez upiekszen,
rozstawiajac sztalugi w plenerze, ograniczajac
palete i tematyke prac. W krajobraz, ktory nie-
jednokrotnie jest dla malarzy tego ugrupowa-
nia tematem samym w sobie, stopniowo wpro-
wadzaja sztafaz. Specyficzny, bo odwolujacy sie
do tradycji tak zwanych ,matych mistrzéw holen-
derskich” - s3 to czesto naturalistycznie oddane

he last quarter of the 19% century was a time
of transformations in European painting,
whose focal point shifted from Munich
to Paris. To be precise, it was not so much Paris and
the local Académie des Beaux-Arts, as the studios
of outstanding artists and schools independent
of the official mainstream. Contrary to what may
seem, those changes were not a revolutionary or
abrupt breaking with the current style and man-
ner, but they evolved gradually, gently modifying
the selection of themes of paintings, their colours
and scene framing. From the perspective of the 21*
century, the process can be seen as dynamic and
sudden, but in the eyes of the then contemporar-
ies, it was much calmer. Already the first half of
the 19 century had heralded some changes that
shifted focus from academic painting to schools
and societies standing in opposition to the official
mainstream. Painters rejected the adopted conven-
tions and sought new means of expression.
Thanks to the Barbizonians, the idealised
idyllic landscape gave way to more realistic rep-
resentations of nature, resulting in a slow change
in the audiences’ preferences. Artists involved
with the Barbizon School abandoned their stu-
dios as places where images were recreated from
sketches and imagination. They painted from life,
with no embellishments, setting up their easels
outdoors, limiting their colour choice and themes.
Staffage was gradually introduced to landscape,
which was often a theme of its own for that group
of painters. It was peculiar, drawing upon the
tradition of the so-called “Little Dutch Masters”,
often involving naturalistic depictions of char-
acters captured during everyday activities. Such
was the style of Jean-Francois Millet and Constant
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postaci, uchwycone przy wykonywaniu przyziem-
nych prac. W taki sposéb tworzyli Jean-Frangois
Millet i Constant Troyon, ktérzy wraz z Gusta-
veem Courbetem, a pézniej takze Jeanem Bap-
tisteem Corotem i Pierreem Puvis de Chavan-
nesem zapoczatkowali dziewietnastowieczny
realizm. O ile ,mali mistrzowie” skupiali swoja
uwage na czynnosciach i rolach przypisanych
klasie $sredniej—kupcom i rzemieslnikom - o tyle
barbizoniczycy posuneli sie o krok dalej: do ran-
gi tematu malowidta awansowata na przyktad
scena przerwy w pracach polowych oraz modli-
twa Aniot Panski (Jean-Francois Millet), kopanie
ziemniakdéw czy zbieranie plondw.

Malarzom sprzyjat rozwdj techniki, ktéry
nie tylko dostarczat nowych bodzcow i tema-
tow prac, kiedy to pomiedzy wyidealizowane
weduty zaczynaja wkradac sie kadry z dzielnic
i zaktadéw przemystowych, lecz takze wptynat
na sam proces malarski poprzez wynalezienie
farb uzyskiwanych z barwnikéw syntetycznych
iautomatyzacje produkcji narzedzi do malowania,
takich jak pedzle, sktadane sztalugi czy przenosne
przyborniki malarskie. Donioste znaczenie miaty
tez osiggniecia w dziedzinie optyki i $cisle powig-
zanej z nig fotografii. Zatrzymanie kadru —ulotnej,
niepowtarzalnej chwili — stanowito od tego mo-
mentu prawdziwe wyzwanie artystyczne. Pre-
cyzyjne oddanie detali w malarstwie w porow-
naniu z mozliwosciami fotografii znalazto sie
na straconej pozycji. Intrygujace natomiast wyda-
wac sie mogty wszelkie ,odrzuty” - przeswietlone
klisze, chromatyczne uszkodzenia, przypadkowe
kadry tnace temat przedstawienia w dowolny spo-
sob, ktére tamaty tym samym wszystko, co dotych-
czas ustalono w sprawie poprawnego zakompo-
nowania plaszczyzny.

Sformulowanie prawa réwnoczesnego kontra-
stuw 1839 roku mocno zachecito artystéw do ogra-
niczenia koloréw do barw podstawowych i ekspe-
rymentéw z ich mieszaniem bezposrednio juz
na powierzchni plétna, a nie - jak to czyniono
wczesniej — na palecie.

Wszystkie opisane powyzej procesy znala-
zty odzwierciedlenie w malarstwie i w uprosz-
czeniu okreslane sg impresjonizmem, cho¢ do
nurtu tego przyporzadkowuje sie tworczosc
artystéw tak réznych, jak na przyktad Edouard
Manet i Edgar Degas. Jesli historyczne zmiany
w malarstwie przedstawi¢ za pomoca linii cia-
glej, przesuwajac po niej suwak, mozna w bar-

dzo duzym uproszczeniu nazywac opisywane

Troyon, who, alongside Gustave Courbet, and later
also Jean Baptiste Corot and Pierre Puvis de Cha-
vannes, gave rise to 19™-century Realism. While
the “Little Masters” focused on activities and roles
attributed to the middle class — merchants and
craftsmen —the Barbizonians went a step further:
for example, the scene of a break in field work,
the prayer of the Angelus Domini (Jean-Francois
Millet), digging potatoes or harvesting crops were
promoted to the rank of painting themes.

Painters were aided by the development of
techniques, which not only provided them with
new stimuli and subjects — when scenes from in-
dustrial districts and plants started creeping in
between idealised vedutas — but also influenced
the painting process with the invention of paints
obtained from synthetic dyes and automation of
the production of painting tools, such as brushes,
folding easels or portable painting kits. Of great
importance were also the achievements in the
field of optics and the closely related photography.
Freezing a frame —a fleeting unique moment - be-
came a genuine artistic challenge. In comparison
to the possibilities of photography, precise pres-
entation of details in painting became a lost cause.
On the other hand, all “flaws” seemed intriguing -
overexposed films, chromatic defects, accidental
shots cutting through the theme in a random way,
thus rejecting all that so far was considered the
correct composition of space.

The formulation of the contrast effect princi-
ple in 1839 was a significant incentive for artists
to limit their colours to primary ones and their
experimental combinations directly on the canvas
rather than on the palette, as before.

All of these processes were reflected in painting
and came to be known simply as Impressionism,
although works by artists as diverse as Edouard
Manet and Edgar Degas are classified as belonging
to this movement. If we were to present histor-
ical changes in painting on a straight line with
a slider, we could - in very simple terms — refer
to these phenomena with their popular names:
Academism, Realism, Naturalism, Impressionism,
Post-Impressionism, Expressionism, Fauvism,
Cubism and the like. But we should remember
that they did not develop in a linear manner.
Somewhere on the makeshift scale, we would
need to make room for the art by Paul Cézanne,
Paul Gauguin and Vincent van Gogh.

Vincent van Gogh was born in spring, on
30 March 1853, to a family of a minister of the



zjawiska przyjetymi powszechnie pojeciami: aka-
demizm, realizm, naturalizm, impresjonizm, post-
impresjonizm, ekspresjonizm, fowizm, kubizm
itym podobne. Nalezy jednak pamietad, ze rozwoj
nie przebiega az tak liniowo. Gdzies$ na przyjetej
przez nas szkicowej skali musimy odnalez¢ miej-
sce dla tworczosci Paula Cézanne’a, Paula Gau-
guina i Vincenta van Gogha.

Vincent van Gogh urodzit sie w rodzinie mi-
nistra Holenderskiego Kosciota Reformowa-
nego Theodorusa van Gogha i Anny Cornelii
Carbentus wiosng, 30 marca 1853 roku. Byt ich
drugim synem, ale jego urodzony rok wczesniej
brat, réwniez Vincent, zmart w niemowlectwie,
pozostawiajac mu imie, skadinad popularne
w tej rodzinie od pokolen. Przyszty malarz miat
piecioro mtodszego rodzenistwa. Miejscem przyj-
$cia na $wiat Vincenta byto Groot-Zundert w Bra-
bancji Pétnocnej — dzis stanowigcej prowincje
potudniowych Niderlandéw.

Przez krétki czas chtopiec uczeszczat do miej-
scowej szkoty, uzupetniajac nauke edukacja do-
mowa. Dos¢ szybko jednak rodzice zdecydowali
o wystaniu malca do placéwki w Zevenbergen.
Opuszczenie rodzinnego domu i koniecznos¢
zamieszkania w internacie byly dla jedenastolet-
niego chtopca wydarzeniami do$¢ dramatyczny-
mi. Jak wnosi¢ mozna z pdzniejszej wieloletniej
korespondencji prowadzonej z mtodszym bra-
tem Theo, mogly one zawazy¢ na kondycji psy-
chicznej malarza w wieku dojrzalym. Po szkole
powszechnej Vincent ksztalcit sie w Koning Wil-
lem II College w Tilburgu. To tam po raz pierwszy
metodycznie ¢wiczyt sie w technice rysunku. Naj-
wyrazniej jednak oddalenie od domu i atmosfe-
ra panujaca w szkole doskwieraty mtodemu czto-
wiekowi tak bardzo, ze w roku 1868 gwalttownie
przerwat nauke i powrdcit do rodzinnego domu.
Decyzja musiata by¢ na tyle kategoryczna, ze
nie préobowano juz przymuszac¢ go do powro-
tu do szkoty. Rodzice postanowili znalez¢ mu za-
trudnienie. Z pomoca przyszedt wuj, ktory zapro-
tegowat Vincenta na posade w firmie Goupil & Cie
w Hadze. Przedsiebiorstwo to powstato w Pary-
zu w roku 1827 i stanowilo potaczenie oficyny
wydawniczej z rodzajem antykwariatu czy tez
raczej domu aukcyjnego. Dziatato na tyle prez-
nie, ze w krotkim czasie mogto pozwolic sobie
na otwarcie filii w innych miastach europejskich,
miedzy innymiw Hadze, Londynie, Brukseli, Ber-
linie, Wiedniu, a takze w Ameryce —w Nowym Jor-
ku. Poczatkowo dziatato jako oficyna wydawnicza

Dutch Reformed Church, Theodorus van Gogh,
and Anna Cornelia Carbentus. He was their sec-
ond son, but his brother, born a year before and
also called Vincent, died in infancy, leaving him
with his name, which, by the way, had been quite
popular in the family for generations. The painter-
-to-be had five younger siblings. Vincent was born
in Groot-Zundert, North Brabant-now a province
in the south of the Netherlands.

For a short time, the boy attended a local school
and was additionally home-schooled. Quite
soon, however, his parents decided to send him
to a school in Zevenbergen. Leaving his family
home and moving to a boarding school came as
a shock to the eleven-year-old. As we can infer
from his subsequent long-term correspondence
with his younger brother Theo, they might have
affected the painter’s mental state in adulthood.
After primary school, Vincent furthered his edu-
cation in the Koning Willem Il College in Tilburg.
This is where he took his first regular drawing
technique classes. But apparently, distance from
home and the atmosphere at school bothered the
young man so much that in 1868, he suddenly in-
terrupted his education and returned home. This
choice must have been definitive, as nobody tried
to convince him to go back to school. His parents
decided to find him a job. His uncle came to their
aid and secured Vincent a position at Goupil &
Cie in The Hague. The company was founded in
Paris in 1827 and was a combination of a publish-
ing house with a kind of antique shop or rather
an auction house. [ts operations were so efficient
that it was soon able to open branches in other
European cities,among others in The Hague, Lon-
don, Brussels, Berlin, Vienna, as well as in Ameri-
ca—New York. At first, it operated as a publishing
house specialising in the sale of reproductions of
works by both historical and contemporary artists.
The company often entered into agreements with
the latter, guaranteeing it exclusive rights to pub-
lish selected works.

In the 1840s, the company expanded its activ-
ities by purchasing works intended for repro-
duction. Printing plates were made from them,
and the originals were resold. The company staff,
which from 1869 included van Gogh, worked on
preparing the printing process, but also had di-
rect access to the artworks. It seemed to be the
perfect job for Vincent, whose closest male rela-
tives were involved in either church service or art
dealing.



> Pole iryséw
w okolicach Arles,
1888, olej na ptétnie,
54 x 65 cm

> Field with Irises
near Arles,
1888, oil on canvas,
54 x65cm
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pod koniec XIX wieku masowo zdobywaty euro-
pejski rynek antykwaryczny. Barwne drzeworyty
maja bezposredni wptyw na malarstwo Vincen-
ta—duze plamy koloréw obwiedzione wyraznym
konturem, odwazne, krotkie kadry. Analiza mi-
strzéw japonskich stanowila dla van Gogha temat
do wtasnych eksperymentéw interpretacyjnych.
Ich rezultatem sa: Kwitngca sliwa (wedtug Hiroshi-
ge), Most w deszczu (tez wedtug Hiroshige), Portret
,0jca” Tanguy, Kurtyzana.

Przedmiotem refleksji artysty byly réwniez
wezesniejsze doswiadczeniaimpresjonistow i post-
impresjonistow, gtéwnie w zakresie stosowanej
kolorystyki — jasniejszej, pogodniejszej i zdecy-
dowanie bardziej urozmaiconej. Pojawiajg sie tez
jako tematy przedstawienia industrialne — mosty,
fabryki.

W roku 1887 nastepuje wydarzenie, ktére
wptynie na dalsze losy malarza w sposéb gtebo-
ki i dramatyczny. Vincent i Theo poznaja Pau-
la Gauguina. Znajomos¢ szybko przerodzita sie
w zazytosc i zaowocowata wspdlng wystawa grupy
artystow w jednej z paryskich restauracji— Chalet.

and resulted in a joint exhibition of a group of
artists in one of Paris’ restaurants — Chalet. Aside
from van Gogh and Gauguin, Emile Bernard and
Louis Anquetin also took part.

During his time in Paris, van Gogh created over
two hundred oil paintings, but he failed to achieve
his goal of success and recognition.

In the early 1888, he decided to move to Arles.
He believed that the light and atmosphere of the
south would bring him new inspirations. And
indeed, this was the case, with one painting after
another being created. Their subjects included the
local fields, hills, orchards and farmers at work —
The White Orchard, Field with Irises near Arles, The
Harvest. There were also views of the city — The Yel-
low House, Window in the Studio, View of a Butcher’s
Shop and the repeatedly depicted Langlois Bridge
at Arles.

Furthermore, Vincent travelled to Saintes-Maries-
-de-la-Mer, where he painted sailboats, fishing
boats and the surrounding landscapes, and gave
drawing lessons to Paul-Eugene Millet, a second

lieutenant in the Zouaves. The period spent in




> Zéty dom,

1888, olej na ptétnie,

72x91,5 cm

> The Yellow House,
1888, oil on canvas,
72%91.5 cm

Oproécz van Gogha i Gauguina brali w niej udziat
jeszcze Emile Bernard i Louis Anquetin.

W okresie paryskim van Gogh namalowal po-
nad dwiescie prac olejnych, ale zaktadanego celu,
czyli sukcesu i uznania, nie udato mu sie osiggnac.

Na poczatku 1888 roku zdecydowat o prze-
prowadzce do Arles. Jak wierzyl, tamtejsze swia-
tto i atmosfera potudnia dostarcza mu nowych
inspiracji. I tak byto wistocie, obrazy powstawaty
jeden za drugim. Ich tematami byly okoliczne
pola,wzgodrza, sady, rolnicy przy pracy — Bialy sad,
Pole iryséw w okolicach Arles, Zniwa. Pojawialy sie
tez widoki miasta — Zétty dom, Okno pracowni, Wi-
dok sklepu rzeznika czy wielokrotnie powtarzany
Most Langlois w Arles.

Vincent jezdzit réwniez do Saintes-Maries-de-

-la-Mer - tam malowat Zagléwki, todzie rybackie,
okoliczne krajobrazy i udzielat lekcji rysun-
ku Paulowi-Eugene'owi Milletowi, podporuczni-
kowi zuawéw. Okres spedzony w Arles byt dla ma-
larza owocny. Wtedy wlasnie stworzyl najwiecej
rozpoznawalnych do dzi$ arcydziet. W sierpniu na-
malowat Stoneczniki, we wrzesniu Nocng kawiar-
nie, Portret Eugéne'a Bocha oraz Gwiazdzistq noc nad
Rodanem. Powstaje tez seria parkow arlesjaniskich.

Uiy
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Arles turned out fruitful for the painter. [t was then
that he created most of his masterpieces, still re-
cognisable today. In August, he painted Sunflowers,
in September, Terrace of a Café at Night, Portrait of
FEugene Boch and Starry Night over the Rhone. He
also created a series of Arlesian parks.

However, the artist was consumed by loneli-
ness. Due to his passion and focus solely on his
creative work, the locals perceived him as a sloppy
and arrogant eccentric. In a letter to Theo from
May 1888, he recalled: “You know that I have al-
ways thoughtitidiotic the way painters live alone,
etc. You always lose by being isolated.”™ Van Gogh
contrived the utopian idea of creating the Stu-
dio of the South.

Thisidea soon became an obsession, recurring
in Vincent’s correspondence with his brother.
He tried to persuade him to convince Gauguin
to come to Arles. After much persuasion and ul-
timately blackmail, to which Theo resorted, using
his position at Boussod, Valadon & Cie, he forced
Paul to go south.

6 Ibid, p.577.



> Gwiaz anoc
nad Rodanem,

1888, olej na ptétnie,

73x92 cm

Over the Rhone,
1888, oil on canvas,
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« Autoportret « Self-Portrait in * Autoportret, + Self-Portrait,
w stomkowym kapeluszu, a Straw Hat, 1887, olej na ptétnie, 1887, oil on canvas,
1887, olej na ptétnie, 1887, oil on canvas, 44 x 355 cm 44 x 35.5 cm
40,6 x 31,8 cm 40.6 x31.8 cm



* Most Langlois w Arles, * The Langlois Bridge at Arles,
1888, olej na pldtnie, 1888, oil on canvas,
98 /99 495 x 64,5 cm 495x 64.5 cm



+ Lodzie rybackie na plazy * Fishing Boats on the Beach at
w Les Saintes-Maries-de-la-Mer, Les Saintes-Maries-de-la-Mer,
1888, olej na plotnie, 1888, oil on canvas,

65 x 81,5 cm 65 x 815 cm






« Drzewa w ogrodzie < Trees in the Garden * Dwie topole w Alpillach * Two Poplars in the Alpilles
szpitala, of the Asylum, w poblizu Saint-Rémy, near Saint-Rémy,
1889, olej na ptétnie, 1889, oil on canvas, 1889, olej na ptétnie, 1889, oil on canvas,
41,6 x 33,5 cm 41.6 x 33.5 cm 61,6 x45,7 cm 61.6 x45.7 cm



= Ulica w Saintes-Maries-de-la-Mer,
1888, rysik trzcinowy, pidro
i brazowy tusz na grafice otéwkowej
na papierze welinowym,
24,3 %317 cm

> Street in Saintes-Maries-de-la-Mer,
1888, reed pen, quill and brown ink
over graphite on wove paper,
24.3x31l7 cm

s Most Langlois w Arles,
1888, tusz i grafit na papierze,
24,4 %319 cm

~ The Langlois Bridge at Arles,
1888, ink and graphite on paper,
244 %319 cm
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> Droga do Tarascon,
1888, rysik trzcinowy i tusz na
grafice otéwkowej na papierze,
24,3x 319 cm

> The Road to Tarascon,
1888, reed pen and ink over
graphite on paper,
24.3x319 cm

~ Pole pszenicy,
1888, rysik trzcinowy i tusz
na papierze welinowym,
24,1x31,7cm

~ Wheatfield,
1888, reed pen and ink
on wove paper,
24.1x 317 cm
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> Chata i kopigca chtopka,

1885, olej na ptétnie,
30,5x40 cm

> Cottage with Peasant
Woman Digging,
1885, oil on canvas,
30.5x40 cm
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1885 ~»

1886 -

swoje umiejetnosci w malarstwie rodzajowym,

pejzazu i martwej naturze, prébowat tez rozjasnic
palete.

> W liscie do Theo zaproponowat wysytanie prac
w zamian za otrzymywane od niego kieszonko-
we — chciat mie¢ poczucie, Ze utrzymywat sie
z malarstwa.

~> Zwiazat sie z Margot Begemann, jednak sprze-
ciw rodzicéw zmusit Vincenta do zerwania tej
relacji. Zrozpaczona Margot prébowata targnac
sie na swoje zycie, zazywajac strychnine.

> Cwiczenia w portrecie poskutkowaty powsta-

niem (w latach 1884-1885) serii gtéw wiesniaczych.

W marcu zmart ojciec artysty. Vincent pracowal nad
Jedzqcymi kartofle. Wyjechat do Antwerpii w zwiaz-
ku ze studiami w tamtejszej Akademii Sztuk
Pieknych. W sierpniu obraz Jedzgcy kartofle zostat
wystawiony w witrynie u jednego z marszan-
déw w Hadze. Powstat szereg martwych natur,
na przyktad Martwa natura z koszem kartofli. Leczyt
sie na syfilis, stracit zeby i nie dojadat.

Namalowat Czaszke z zapalonym papierosem. Zaje-
cia akademickie rozczarowaty malarza — w liscie
do brata napisat, ze wszystkie rysunki, z ktorymi

genre painting, landscape and still life as well as
attempted to brighten his palette.

- Inaletter to Theo, he offered to send his works
in return for the pocket money he received — he
wanted to feel that he was able to make a living
from painting.

- He gotinvolved with Margot Begemann but his
parents’ disapproval forced Vincent to break off
therelationship. Heartbroken, Margot tried to take
her own life by ingesting strychnine.

> Portraiture exercises resulted in the creation
(between 1884-1885) of a series of peasants’ heads.

In March, the artist’s father died. Vincent worked
on The Potato Eaters. He left for Antwerp to study at
the Academy of Fine Arts. In August, the painting
The Potato Eaters was exhibited in the window of
an art gallery in The Hague. He created a series
of still lifes, for example Still Life with Potatoes. He
was treated for syphilis, lost his teeth and was
malnourished.

Van Gogh painted Head of a Skeleton with a Burning
Cigarette. The academic classes disappointed the
painter —in a letter to his brother, he wrote that all



miatl stycznos¢ w Akademii, byty zte i zawiera-
ty podstawowe btedy. Ostatecznie porzucit stu-
dia w Akademii.

> W lutym Vincent pojawit sie u Theo w Paryzu.
Powodem przyjazdu byta cheé pobierania lek-
¢ji u Fernanda Cormona.

> Theo, pracownik dawnej firmy Goupil & Cie
(p6zniej Boussod, Valadon & Cie), mieszczacej
sie na Montmartrze, zapoznatl brata z praca-
mi wspdtczesnych artystéw, miedzy innymi Clau-
de’a Moneta, Camille’a Pissarra, Edgara Degasa,
Paula Cézanne’a czy Paula Signaca. W pracow-
ni Fernanda Cormona Vincent poznat osobiscie
Henriego de Toulouse-Lautreca i Emile’a Bernarda.
- Kontakt z impresjonistami i postimpresjonista-
mi znaczaco wptynat na stosowang przez mala-
rza kolorystyke — ciemne tonacje z dzieta Jedzgcy
kartofle ustapity miejsca jasnym i pogodnym
barwom w obrazach takich jak Widok z okna pra-
cowni czy Widok Paryza. Zmienil sie réwniez spo-
sob naktadania farby — pociggniecia byty krotkie,

bardziej nerwowe.

the drawings that he came across at the Academy
were poor and contained basic errors. Eventually,
he dropped out of the Academy.

< InFebruary, Vincent showed up at Theo’s in Paris.
He came because he intended to take lessons from
Fernand Cormon.

> Theo, an employee of the former Goupil &
Cie (later Boussod, Valadon & Cie) located in
Montmartre, familiarised his brother with the
works of the then contemporary artists, includ-
ing Claude Monet, Camille Pissarro, Edgar Degas,
Paul Cézanne and Paul Signac. In Fernand Cor-
mon’s studio, Vincent met personally Henri de
Toulouse-Lautrec and Emile Bernard.

- His contacts with Impressionists and Post-
-Impressionists had a significant influence on
the painter’s choice of colours - the dark tones
of The Potato Eaters gave way to light and serene
colours in such paintings as View from Vincent’s
Studio or View of Paris. The way he applied paint
also changed — his brush strokes became shorter
and more nervous.

> Wzgdrze Montmartre
z kamieniotomem,
1886, olej na plétnie,
56,3 x 62,6 cm

> The Hill of Montmartre
with Stone Quarry,
1886, oil on canvas,
56.3 x62.6 cm







