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GAUGUIN 



FOREWORD 

Before Paul Gauguin 's visit to the painter Van Gogh in the south of France, he feared that his friend 

might be disappointed in his latest work. He wrote of "my great desire to show him something new 

and not to be subjected to his influence (because I certainly hope that he will have some influence on 

me). Both of us mad, in continuous war for beautiful colors ... I adored red, where to find a perfect 

verm ilion?" We of Chjcago and New York are anxious to see again the work of Paul Gauguinwho 

was always dreaming of the tropics, Like so many city dwellers today. The bringing together of 70 

paintings, 44 drawings and water co lors, 74 prints, and 11 sculptures for exhibition in our museums will 

give us an exceptional opportunity to enjoy the colors which were so absorbing to Paul Gauguin, and 

to study the qualities in his work which have led to a steadi ly growing public interest. 

The exhibition was organized by The Metropolitan Museum of Art and The Art Institute of Chicago, 

with Theodore Rousseau , Jr. , Curator of Paintings at the Metropolitan, as the chief coordinator
Daniel Catton Rich, fo rmerly Director of the Art Institute, did the preliminary work for Chicago, 

which has· been carried on by Allan McNab, Associate Director. Mr. Rousseau has written the illuminat
ing introduction to the paintings in this catalogue; Harold Joachim, Curator of Prints and Drawings 

at Chicago, and Hugh Edwards, A sociate Curator, have selected and prepared the section of prints. 

Katharine Kuh , Curato r of Pa intings and Sculpture, has prepared the exhibition for Chicago. Claus 

Virch , Assistant Curator of Paintings at the Metropolitan and Samuel J. Wagstaff, Jr. , a Student 

Fellow from The ew York University Institute of Fine Arts, have helped prepare the catalogue of 

paintings. 

We are very grateful to the many museums and individual collectors who have been willingto make 

the sacrifice of parting with their treasures for the duration of the exhi bi tion . To each of these, listed 

elsewhere in the catalogue, we and the American public are greatly indebted. Knoedler and Co., J.K. 

Thannhauser, and Wi ldenstein and Co. have been most cooperative in helping with the exhibition, as 

have Mr. John Rewald , Professor R obert Goldwater, and Dr. H.L. Shapiro of the American Museum 

of Natural History. 

JAM ES J. RORIMER 

Director, The M etropolitan Museum of Art 

ALLAN McNAB 

Associate Director, The Art Institute of Chicago 
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35 S1ill Life with Oranges. Mr. and Mrs. Basil P. Goulandris 

GAUGUIN 

The legend of Gauguin has such deep human interest that it has become almost as important as 
his work. The story of this man , who left a great city to try to find freedom and inspiration in 
a primitive island of the Pacific, has been so much written a bout that it inevitably comes to 
mind when we look a t his paintings. Often we no longer admire them for their own sakes but 
for a literary meaning quite foreign to them- and foreign indeed to the a rti st's intention . An 
exhibition like thi s one, therefore, has the tremendous value of enabling us to look at a la rge 
group of Gauguin 's paintings and enjoy them for the beauty of their form , their color, a nd 
their line- nothing else. It is by thi s bea uty alone that Ga uguin 's works will survive and be
cause of this beauty, succeeding generations will confirm our judgment. 

In his development as a pa inter, Gauguin went through different tage ; but if he i con
sidered a great man today, it is because of what he pai nted in the isla nds of the Pacific. Let us 
look, therefore, at these pa intings, analyze them, and try to find what it is that makes them 
bea utiful and wha t is the source of their deep a ppeal. Almost a ll of them have a similar sub
ject: nat ive girl , sometimes with men, amidst their tropical surroundings. What is the poetry, 
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the mood, that these pictures create? The first impression is rich and sensuous. The appeal is to 
the physical side of our nature. We want to reach out and touch these creatures, who e skin 
is like ripe fruit in the sun- the sun, which, though never visible, seems to permeate every 
color Gauguin paints. Yet there is nothing erotic in these works, nothing intimate or personal 
as in Manet's Olympia, for instance. The people seem universal- they bring to mind Baude
laire's wonderful poem, L 'Invitation au Voyage, about a distant land where everything is 
calm and beautiful. 

Combined with this initial impression, however, there is another feeling- a puzzling, 
melancholic overtone, an awareness that something is happening which we neither know 
about nor understand. This may be created by a gesture, by the turn of a head, or by eyes 
which gaze away into the distance. These people appear before us with a childlike innocence 
and yet like children they remain indifferent to what we think. Their thoughts seem far away. 
Often they are accompanied by strange creatures full of hidden meanings- a heathen idol, 
the shadow of a slinking dog or a brooding bird. This mysterious, threatening quality can 
best be felt if the pictures are compared with those by any of Gauguin 's great contempo
raries- Degas, Cezanne, Renoir, Seurat- where such a mood is totally lacking. It exists even 
in Gauguin's still-lifes and landscapes. He deliberately sought to create it. He frequently 
mentions it in his writings, as in the letter describing the Spirit of the Dead Watches: " The 
essential in a painting is precisely that which is not ex pre sed. " He believed that painting is 
similar to music in its evocation of moods and ensations. He was aware of this emotional 
power even in the work of other artists ; describing a portrait of Wagner by Renoir, he said 
that "the eyes do not see, they listen." 

It takes more than subject matter, however, to create this mood. When he affects our emo
tions, color is his most powerful instrument. Whatever the mood, be it melancholy, quiet, 
dramatic, sinister, or purely delightful to the senses, it is color that bring it to us. In his own 
description of what he wished to achieve, he described it as "an overall harmony of color 
that is sombre, sad, frightening, resounding in the eye as a tolling bell in the ear." Gauguin 
felt and expressed himself in terms of color, much more than in line or in three-dimensional 
form. His own highly original description of one of Cezanne's pictures gives us a vivid insight 
into his imaginative and personal reaction to color: "Cezanne paints a gleaming landscape; 
the background is ultramarine blue, heavy green, and himmering ochre; the trees stand in a 
line with branches interlaced, yet through them one can see the house of his friend Zola with 
its vermilion blinds reflecting the yellows that shine in the plaster walls. The Veronese-green , 
exploding like fireworks, draws our eyes to the delicate foliage of the gardens, and finally, in 
contrast, the serious note of the violet nettles in the foreground orchestrate this imp le poem." 
Again, in referring to a portrait of himself that he had given to Vincent van Gogh, he said : 
"The color is a color that is far from nature; imagine a vague memory of pottery distorted by 
the intense heat of the kiln! All the reds and purple are streaked by fla he of fire like a 
furnace shining in your eye - the eyes, the seat of the truggle in the painter's mind." These 
colors thatare unlike nature, seeming to spring entirely from his imagination, give his paintings 
their great power, and make them unforgettable, unlike anything done by his predecessors or 
by his contemporaries. 

Although Gauguin was primarily affected by color, drawing, in clo e a ociation with 
color, also counted for him. He often expres ed hi admiration for the great draftsmen : 
Raphael, lngre , Degas, Hokusai. He wrote: " You must study the silhouette of every form. 
Clarity of outline is the attribute of the hand that i not weakened by any he itation." In a 
painting like la Orana Maria (no. 28), this line not only outline hape but, by its subtle 
variations in thickness, implies their roundnes , and suggests their volume. It is always simple 
and almost crude, and Gauguin often deliberately u ed line to di tort and achieve awkward
ness in a given form in order to make it more expre ive. 

These lines, or outlines, also contribute to the mood of the picture by their graceful move
ment, by their repetitious rhythms, as in the branche of a tree (no. 33), the silhouette of hills 
(no. 36), or the winding of a road. 
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The structure of Gauguin's picture is e entially flat and decorative; he rarely, if ever, 
tried to give the illusion of depth or atmosphere. Even in those pictures where we see the 
dark-blue Pacific and the great white breakers on the reef far off on the horizon, the horizon 
line is broken by a screen of tropical foliage, gracefu lly bending tree trunks, or figures that 
bring it artificially closer to the foreground. He has given our eyes the feeling of depth by 
overlapping flat surfaces of color, very much as it is done in the theatre. Indeed, the sudden 
jump from the surfaces close to us to those in the far di tance, where there is a completely 
different light, is strikingly similar to the handling of depth on the tage. Sometimes the feeling 
of depth is achieved by color alone, by a heavy dark shade of green, blue or violet. 

Gauguin's arrangement of forms, their balance, their movement, is al o quite simple. 
They are distributed across the surface of the painting, like a sculptured frieze. We know that 
he admired and studied the sculpture of Egypt, Persia, and India , and that he took with him 
to Tahiti photographs of Indian , Java nese, and Roman bas-reliefs which he hung as decor
ation in his house. Their influence undoubtedly contributed to the stately monumental 
character of his style. His use of borrowed motifs, however, is never imitative but always 
personal. Gauguin's way of composing invariably gives his pictures a strong and highly 
decorative over-all pattern, and it is partly from this that the primary effect of richness and 
brilliance springs. 

Gauguin's brushstroke, the character he gave to the painted surface of his canvases-one 
might say his handwriting- has this same simplicity and strength. About thi aspect of tech
nique he clarified his attitude in his discussions with Van Gogh . Gauguin disliked a broken 
surface, he was always after something very plain and broad, like the frescoes of the Italian 
primitives. The nervous brushwork of the Impressioni ts, and the mooth finished surfaces of 
the Academicians, were equally alien to the effect he sought. 

The areas of color in his pictures are broad and consistent, with little modulation either in 
their hue or values. The paint itself has a rich cream-like consistency. It i applied in a thick 
layer without glazes. The heavy texture of the burlap canvas he u ed often adds roughness 
and warmth to the total effect. It unifies the picture, bringing to mind the plaster surface of 
fresco . The irregularities of his outlines, never carefully finished , also add to this effect. 

Although he was very much aware of technical problems and often wrote about them, his 
method seems to have been straightforward and limited to the use of paint as it comes in 
tubes, mixed with oil and turpentine. One almost never finds glazes or indeed any attempt to 
obtain sophisticated effects like translucence or opale cence, which would have detracted 
from the monumental whole that he was seeking. 

He worked from the model but only in preparing for his finished paintings. He drew con
stantly; once he had mastered a pose and had become completely familiar with it, he used 
it over and over again in different pictures, like a piece of "arti tic property. " Some of his 
drawings are squared off, showing that he probably used them for enlargement and transfer 
to canvas, according to the time-honored Italian methods that he had studied through 
Puvis de Chavannes. 

In his own words, he prepared himself to paint a picture by "dreaming in the presence of 
nature." Then, after much reflection, he knew exactly what he wanted to do before starting. 
Once he began to paint, he brought into play everything he had learned from the studies of 
the model and used the pattern of color harmonies he had worked out, to achieve the emo
tional and "musical" effects he so consciously sought. 

It has been noted above that he copied figure from photographs, but tran formed them so 
much that the word "copy" no longer has any meaning. Indeed there i something fearless 
and independent about the way in wh ich he acknowledged his sources. He even included 
other artists' pictures in the backgrounds of his own, copying the Sri// Life by Cezanne in the 
portrait of Marie Derrien (no. 24) or the Hope by Puvi de Chavannes in the Still Life with 
the Painting "Hope" (no. 67). 
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Having analyzed these paintings, the realization of his beliefs about art, let us now look at 
his life to see what events combined to produce the powerful personality of thi painter. 

Paul Gauguin was born in 1848, a year of tragic and violent revolutions throughout Europe. 
It is tempting to wonder whether his whole life was not marked by this fatefu l date. Much 
has been written about his spiritual inheritance from his maternal grandmother, Flora Tristan , 
a passionate woman of extraordinary independence for her time. She lived according to her 
own wi ll , sweeping aside anything and anybody who attempted to control her, and died 
young, after writing several books and playing a leading part in the early struggles of the 
labor movement in France. Little has been said about her husband, Gauguin 's grandfather, 
except that he, too, had a violent character. After years of separation from his wife, he still 
feared and hated her, and in a frantic desire to protect his children from her influence, tried 
to kill her. He was sentenced to hard labor for life. His letters, in their desperate conviction, 
find a vivid echo in Gauguin 's own tragic complai nts. But this gra ndfather was a lso an artist 
and, from the little we know of his work, which has largely disappeared, he seems to have 
been competent and may well be the far-away source of Gauguin's talent. 

Gauguin's mother was a mjld kindly woman, who had inherited none of her pa rents' 
vehemence. She did everything that she could to help her son. His father, Clovis Gauguin , 
was a little-known journalist with strong political convictions, which drove him from France 
when he saw the government wou ld soon be taken over by the man who became apoleon 
III. He decided to take his wife and chi ldren to Peru , where the family of his mother-in-law, 
the Tristan y Moscoso, were powerful and wea lthy. With their protection, he hoped to tart 
life anew. However, he died during the crossing and his wife went on alone with the two 
children to Lima. There, Don Pio Tristan y Moscoso, who had once been the Viceroy, received 
her and her little family kjndly, and they spent several years with him. 

The period of living in semi-tropical surroundings in a large Spanish house in which the 
atmosphere was still colonial, among the Indians, had a deep influence on Gauguin , who 
a lways remembered it. Indeed, his Spanish blood- the Tristan y Moscoso came from Valencia 
and were related to the Borgias- and these early contacts may well account for much of his 
character: his aristocratic temperament, his fierce pride, his ex traordinary personal integrity, 
his violence and his unwillingness ever to yield. His Peruvian ancestry was a lso the source of 
his self-conscious image of himself as a savage,- an Indian. 

His mother brought him back to France when he was seven years old and he spent the 
early part of his youth in Orleans, living with an uncle and attending a church school. When 
he was seventeen, he signed up as an apprentice pilot in the Merchant Marine and sailed all 
over the world, makjng his first contacts with exotic far-off places, which later seemed to him 
the unspoiled earth ly paradise, to which he longed to escape. 

Jn 1867, when he was nineteen , his mother died. Her will reveals an intimate knowledge of 
his character. In appointing a guardian for him, she stated that he had shown so little talent 
for making people love him that he was going to find himself very much a lone. 

The guardian she appointed was one Gustave Arosa, who made two important contribu
tions to Ga uguin 's life. He got him a job in the banking firm of Bertin (who e founder is 
immortalized in the superb portrait by Ingres) and he brought Gauguin into intimate contact 
with paintings, of which he had a fine collection, and with a group of cultivated people who 
were art lovers. In Arosa's quite considerable collection there were works by the avant-garde 
painters of the time: Delacroix, Courbet, Daumier, Jongkind, Pissarro, and Corot, whose 
The Letter, now in the Metropolitan Museum, belonged to him. Arosa was a friend of the 
photographer adar and was him elf one of the first to make photographs of painting . It 
was in Arosa's house that Gauguin first met Pissarro, whose ideas about the new style in 
painting had so much influence on his beginnings as an artist. 

Gauguin soon became quite a successful young businessman. In 1873 he made a romantic 
marriage to a young D anish girl, Mette Sophie Gad, whom he had met in a restaurant. It is 
about thi time that we know he began to paint on Sundays. There are many theories about 
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67 still lif e with rhe Painting " Hope" by Pu vis de Chavannes. Mr. Nathan Cummings 

what sta rted him off, but they a re of little interest since th ere is no do ubt that a man who had 
as powerful a painter's tempera ment as Gauguin , wou ld have been driven to pa int no 
ma tter what hi s contacts or his other occupations were. 

Gaugui n bega n to see a n increasing number of a rti st a nd formed a collection himself, 
which included works by Ma net, Pissa rro, Renoir, Monet, Sisley, a nd Cezanne, who was his 
favo rite. In 1876 he had a n unexpected succes for a n amate ur: one of his pictures was ac
cepted for the Sa lon. Then in the succeed ing yea rs he ex hibited hi s work with his progressive 
pa inter fri ends in the 5th, 6th, a nd 7th Impression ist Ex hibiti ons. One of the paintings ent to 
the la st of these, a N ude, was pra i ed en thusia tically in an a rticle by J . K. Huysma ns, the 
fin-de-siecle writer, a prominent critic of the time. 

In 1883, ten yea rs after hi ma rriage, he decided to res ign from his job and give his li fe 
entirely to painting. This ha been reported as a urpri e decision about which he had not 
even wa rned his wife. There is a letter to Pissa rro, however, dated two years earlier, which 
how that he wa a lready considering this step, and not only because of his longing to be a 

painter, but because a depres ion was mak ing business increasingly difficult. 
He soon found that ea rnin g a li vi ng by art was not easy a nd the li tt le money he had aved 

di a ppeared so rapid ly that he was no longer able to support hi s wife a nd five children in 
Pa ris. He decided to move to Ro uen, the ea rliest evidence of that incurable faith in tota lly 
impractica l schemes wh ich was to characterize him a lway . He believed that there were rich 
people in Ro uen who co uld easi ly be persuaded to commission portrai ts from him. Of course, 
this proved to be a n illu ion- as Pissa rro, who wa a lso in Rouen, had warned him. 
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His next move was to Copenhagen, where he hoped that he would obtain help and patronage 
through hi s wife's family, who were well placed in official circles. He al o managed to get an 
appointment as representative in Denmark of a French manufacturer of weather-proof canvas. 
But Copenhagen turned out to be wor e than Rouen. He was not only harras ed by poverty, 
but found the Danes basica lly foreign and antipathetic, and in addition, he had to endure the 
contempt his wife's relatives felt for him as an eccentric and unsuccessful artist. 

During this time he painted some landscapes and portraits in an impressionist style related 
to that of Sisley and Pissa rro, of which The Skaters (no. 3) and the Vase of Flowers (no. 5) 
are good examples. He attempted an exhibition in the Gallery of the "Friends of Art" in 
Copenhagen, but it was not a uccess. o critic mentioned it, which humjliated him . After 
about six months, he could stand no more. He returned to Pa ris, taking with him hi s favorite 
son Clovis, and leaving his wife with the rest of the family to fend for herself in Denmark. 

This new change brought no improvement in his situation. His letters show that he was in 
despera te stra it , without enough furniture for the room in which he and hi son lived, without 
enough clothes for the winter, and no money. He wa driven to take a job a a bill poster. 
It wa probably at thi time that he painted the touching portrait of the boy (no. 6). 

In June of 1886 Gauguin decided to go to live in a sma ll village in Brittany called Pont
Aven, where there wa an artists' colony. He left his son behind in a boarding school near 
Paris. He expected life to be much cheaper than in the capital and was also drawn to Brittany 
by a fee ling common among arti ts at the end of the nineteenth century- the longing to escape 
from the big city to some faraway place where men lived unspoiled by civilization-an idea 
inherited from Jean Jacques Rousseau and Bernardin de Saint-Pierre. 

Life was not especially easy for Gauguin in Brittany, either. But even though he wa st ill 
very poor, he was able to do nothing but paint and was surrounded by other artists who 
respected him and even fought to get hi advice. This wa most encouraging after the humjJia
tions he had gone through. Many of these artists were foreigners, and he mention in particular 
America n , who admired his work. 

His painting at this time wa still impressioni tin style; that is, he worked from nature or 
from the model with small sparkling brush trokes, concentrating on the visual appearance of 
things. In the pictures of this period, however, one becomes aware for the first time of certain 
intense colors unlike nature, and there is a suggestion of the melancholy mood that is very 
much his own. His drawi ng begins to take on a simplicity and a stylized decorative quality 
like that of Japanese prints, which were to have even more influence on him la ter. 

He returned to Paris in the autumn of 1886 and there everything wa again extremely 
difficult for him. He lived with hi little on in wretched quarters and his correspondence is 
filled with plan to go off to happy uncivilized countries where the climate is wonderful and 
man can live off the land. He finally decided to set out for Panama, where he hoped his sister's 
husband would get him a job that would support him until he could get to Taboga, a small 
"a lmost uninhabited" i land in the Pacific. He traveled with a yo ung a rtist called Charles 
Laval, who was a so rt of di sciple and pupil. Panama was a complete di sappointment. He 
found no job and was even obliged to work as a day la borer on the digging of the canal. 
When his friend fell ill, they left and sa iled for Martinique. 

There, Gauguin was at last able to spend a happy period painting. The tropical vegetation 
and the picturesq ue carefree people appea led to him greatly. His work took on a much more 
personal character, and the tendencies to strong color, decorative outlines, and compositions 
seen from unusual angle , grew tronger. Unfortunately, he came down with malaria, and 
after a long period of illness, was obliged to return to France in the winter of J 887. 

After a short stay in Paris living with hi friend Schuffenecker, he went agai n to Pont-Aven . 
The summer spent there turned out to be one of the most intere tinga nd productive periods in 
his career. He found himself once again among young, progressive arti t who admired him. 
They compared each other's work and pent hours di cussing the new artistic and literary 
theories. Theorizing wa very popular, and ar ti sts and writers liked to form groups, each 
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adopting a kind of dogma and a special name. It was a t this time tha t the fas hio n for ""isms." 
which we have inherited today, was born. 

Among these pa inters there was a young man called Emile Bernard whom Gauguin liked 
beca use of his boldness in defying a ll the commonly accepted traditions of pa inting. They 
worked together a nd evolved a new method, which they ca lled Synthetism, and Cloisonni sm. 
This method ca lled fo r elimination of detail and a reduction to essentials in order to crea te a 
new freshness a nd simplicity that would make their art resemble tha t of the primitives. D raw
ing became a simple, heavy outline emphasizing only the most expressive aspects o f fo rm. 
Only the purest, brightest colors were used, applied in flat surfaces. Impressionistic effects of 
a tmosphere and light were completely rejected. The picture tended to become fla t a nd 
orna mental. 

Th is new style, which transformed Ga uguin 's painting, was the result of several influences. 
The most importa nt was tha t of Japa nese prints, which had for some yea rs enjoyed a tre
mendo us vogue in Pa ris. We know that Ga uguin admi red them grea tly, a nd had some ha nging 
in his room in the inn a t Pont-Aven. He used to buy them sometimes a t prices higher than he 
asked for his own paintings. H e describes one of his pictu res pa inted at thi s time as being 
"completely Ja pa nese, painted by a Peruvia n Indian." There were a lso other influences such 
as sta ined glass and popular prints. Still a nother was the primitive Breton religious sculpture 
tha t he saw a round him. D espite its crudity, this fo lk a rt had rea l vitality a nd preserved some 
of the religious feeling and monumentali ty of the Middle Ages. Being F rench and coming from 
the same background as the a rtists themselves, it a ppea led to them more directly than orienta l 
art. In Ga uguin 's room, hanging on the walls a longside Japa nese prin ts by Utamaro, there 
were a lso reproductions of the Venus by Botticelli , the Annunciation by Fra Angelico, a nd 
Ma net's Olympia. This expla ins the sophisticated, un-primitive note that runs th rough this 
so-ca lled primitive painting. 

ln la ter years a quarrel developed a mong the pa inters a bout the origin o f this style, a nd 
its inventor. Emile Berna rd claimed to have been the fi rst to th ink of Synthetism a nd when 
critics acclaimed Gauguin as the founder of the movement, Berna rd resented it and accused 
his fri end of having stolen his idea. Whatever the truth may be, it is a ma tter of little im
portance. In Ga uguin 's development, it was only a step, a nd he went o n to the grea tness tha t 
we know; as fo r Bernard, he a bandoned this kind of pa inting a ltogether. 

Ga uguin had met Vincent va n Gogh in Paris two years ea rlier. His brother Theo, a pictu re 
dea ler, had taken on some of Gauguin 's works a nd had given him a one-man show in his 
ga llery. Vincent, who had moved to Aries, corresponded with Gauguin a nd told him a bout 
his dream of fo unding a n artists' colony, where painters could pool thei r resources and thus 
live chea ply while working together. He admired Gauguin and invited him to join him in Aries 
to be one of the fo unders a nd the leader of the group. Gaugu in was a t fi rs t relucta nt but 
fi na lly accepted a nd went to Arles in Octo ber, 1888. It was a tragic meeting between two men 
who had so much in common a nd yet were so profoundly d ifferent: Van Gogh, who lo nged 
to sha re everything with his fell ow men a nd live with them as a brother, but who was so per
sonally unattracti ve a nd awkward in his human rela tionships that people shunned him ; 
Gauguin , a lways the center of a ttraction in a group, a born leader, who rejected this role a nd 
th roughout his li fe deliberately chose the pa th of loneliness a nd solitude. At first Ga uguin 
enjoyed Arles a nd everything that he saw around him, believing that he had fo und the source 
of a " fin e modern style." Soon, however, this was spoiled by the fund amenta l disagreements 
tha t constantly arose between the two artists. Before long, he wrote tha t he fe lt completely 
o ut o f place, tha t he fo und everything small and mean, both the landscape and the people. 
He a nd Vincent ha rdly ever agreed about anything, about pa inting least of all. Vincent "ad
mired D a umier, D a ubigny, Ziem, a nd the great R ousseau"- all painters tha t Gauguin 
"couldn' t stand;" and, on the other hand, " Vincent was roma ntic a nd he tended to be a 
primi tive. " When painting, Vincent was willing to a llow accident and chance to play thei r 
role in giving shape to the surface of the picture, as Monticell i had, whereas Gauguin loa thed 
a ny fu ssing over the painted surface. 
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The pictures pa inted a t thi s time show that G auguin was very little, if a t all , influenced by 
Van Gogh. In the Landscape near Aries (no. 14) only the short , sha rp brushstrokes a nd the 
broken color resemble Van G ogh's work. The strong, a rbitra ry tones, the two-dimensional 
decorative pa ttern , and the simplified drawing a re a ll Gauguin . If he was influenced here by 
a nyone, it is surely more by Cezanne than by Van Gogh. 

The tragic ending of Gauguin 's stay a t Aries is a n o ld sto ry. On C hristmas Eve poor Van 
G ogh, driven mad by the highly emotiona l a tmosphere in which the two men had been li ving, 
tried to kill G auguin with a razo r. He then went home a nd amputa ted his own ea r, which he 
put in a n envelope a nd tried to give to a girl in a brothel. Gauguin, after doing wha t he could 
to see th a t his fri end was ca red for in the hospita l, left th e next morning for Pa ris. 

During hi s brief stay in Pa ri s in the ea rly months of 1889, he sent ten pictures to an ex hibi
tion organized by his fri ends in the Cafe Volpini at the World 's Fa ir. Although he made no 
money fro m thi s showing, his wo rk was no ticed and much discussed a nd had a powerful 
influence on a group o f young pai nters, including Bonnard . We know from his letters tha t he 
visited the Java nese pavilion a t the Fa ir and was very much interested in th e da nces, in 
which he sa id one could see his pho togra phs of Cambodian reliefs "come to li fe" . His diffi
culties, however, continued. And so he decided to return to Brittany, where he spent most 
o f the foll owing yea r. 

The style of some of hi s work still showed the influence of Pissa rro a nd the Impress io ni sts. 
Sometimes he broke away from th em and pa inted a completely o rigina l picture like The Ham 
(no . 21 ), which is unlike a nything by hi s contempora ries. His debt to Cezann e is considera ble 
in the po rt ra it of th e inn keeper of Le Pouldu, Marie Derrien (no. 24), in which G auguin 
a bandons fl a t surfaces and deco rative pa ttern s to crea te solid fo rm . This interesting picture 
shows bo th the influence of Cezanne a nd the unmistaka ble and sensua l persona lity of G auguin. 
Jn th e Yellow Christ (no. 16) we see his own specia l characteristics- strong, unn a tura l color 
a nd more simplified, decora tive outlines. Here we see a lso th e severe monumenta lity, derived 
from t he primitive sculpture of Britta ny. The Agony in the Carden (no. 17) shows the same 
styli stic tra its. This picture is bo th fla t and deep ; in the distance there is a rea l effo rt to render 
depth and atmosphere. 

During this period Ga uguin 's desire to esca pe from " decaying western civili za ti on' ' had 
grown much stronger. H e was oppressed by the " bruta li zed conditi on into which man fall s, 
li ving in o ur conventiona l, so-ca lled civili zed sta te," and he felt tha t only by contact with 
pa rts o f the world still un touched could a strong ma n, " like An taeus, " win new strength . 
He wrote of hi s " fi erce longing fo r the unkn own ," and made a ll sorts of pla ns to go to the 
O rient or to Madagasca r. He fin a lly decided on Ta hiti a nd returned to Pa ri s to arrange hi s 
depa rture. During this period, he beca me fri endly with the group of writers who ca lled them
selves th e Symbo li sts, and a ttended their weekly ga therin gs a t the Cafe Volta ire. They consid
ered him the most interesting of the contempora ry pa inters a nd felt th a t in many ways his 
theo ries a nd feelings a bout pa inting co rresponded to theirs a bout writing. Though he liked 
to be rega rded as a lo ne wo lf, G auguin took a n acti ve pa rt in th e a rtistic movements o f hi s 
t ime. He was a cultiva ted ma n, a n intellectua l, a nd much more awa re of the different cross
currents o f a rti stic thought tha n most of his fellow pa in ters. 

To get enough money to leave for the Islands, G auguin put up thirty o f hi s pictures a t 
a uction at th e Hotel Drouot in Pa ri s. The sa le was no t a great success, but it brought enough; 
a nd a ft er a fa rewell ba nquet, presided over by Malla rme and a ttended by an ex traordina rily 
brillia nt gro up o f litera ry figures of th e day (a nd only two o ther pa inters), he embarked for 
Tahiti o n the fo urth of April , 189 1. 

18 



8 Martinique Landscape. Mr. and Mrs. Robert Eisner 

In Pa ri s, before his departure, Gauguin had been given proof th at he was respected a nd 
adm ired as a pa inter by people he himself held in high esteem. This is wha t an arti st needs 
most ; a nd when he arr ived in Ta hiti , he was full of self-co nfidence. He was well received by 
the Governor. He was busy, excited , an d full of hope for the future, but his customary bad 
luck soon overtook him. Po mare, the last King of Ta hiti , to whom he had a n introductio n, 
di ed shortly a ft er hi s arriva l. Hi s death depri ved Gauguin of a pa tro n. It a lso seemed to him 
a n ev il o men beca use it was the signal for a complete cha nge in the Islands. Thi s was the end 
of th e dynasty that had ruled for centuries when th e country was paga n a nd free. In the 
future it was to be governed by petty o ffici a ls a nd missio na rie , a nd Gauguin detested bo th . 

Hi s new surro undin gs deli ghted him- the ha ppy child-like people, th e bea utiful la ndsca pe, 
a nd the extraordinary si lence of the ni ghts. He was a lo ne, away fro m discussions abo ut 
artist ic a nd literary th eories. There was nothing to influence him o r di vert him from his own 
path. He had leisu re, for the first time, to look at na ture a nd to " dream before it ." Hi s full 
personality emerged and he began to produce the grea t wo rk s that have made him famous. 

His painting continued to grow logica lly o ut of what he had do ne before. He was in no 
way influenced by Maori a rt , which is a bstrac t a nd orienta l in character. He was fascinated 
by the nati ves; he studied a nd wro te about their re li gio n, which provided him with subjects 
for such pa intings as The Moon and the Earth (no . 52) a nd The Sacred Mountain (no . 44 ). 
Hi s serene Ta hitian figures, howeve r, are not carefully studied ethnic types. Gauguin has 
tra nsformed a nd idea li zed them. In describin g one of hi s new pictures, he wrote: " I have 
pa inted a palace of my own in vention , guarded by women of my own in venti on. " 
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How much he had developed since Brittany can be seen by comparing the Yellow Christ 
(no. 16) with la Orana Maria (no. 28). The Breton pictu re seems self-conscious and mannered, 
its decora tive qualities fo rced, whereas la Orana Maria, though a lso decora tive like a ta pestry, 
seems effo rtless, easy, and utterly self-confident. 

There is a lso a new mood in hi s work, a mystery, a sadn ess, a nd a certai n dra ma tic tension . 
He was acutely awa re in these appa rently candid Tahitians of a deep secret, which no foreigner 
can reach . He wondered a t the way they sat fo r hours gazing sadly a nd silently a t the sky, a nd 
describes the typica l Ta hitian woma n as ingenuous, but a lso " penetra ting and infinitely 
mysterious." Pictu res like Words Words (no. 46) a nd Reverie (no . 29) a re full of this a tmos
phere. Even in a Landscape (no. 36), which at first glance is as objective as the work of any 
of the Jmpressionists, we are immedia tely ca ught up by a strange mood of waiting, of ex
pecta tion . The glowing colors give a n intimation o f somethin g superhuma n and there seems 
to be a fea rful menacing quality in the da rk shadow on the mountain-top tha t frowns down 
upon us. He a lso introduced a note of drama into many of hi s pictures by giving them strange 
titles which he insisted on leaving in the Tahitian language. Manao Tupapau, or The Spirit 
of the Dead Watches (no. 41 ) is a n excellent example of this. He wrote his wife an elabora te 
description of thi s pictu re, proving how much he wa nted to crea te its mysterious a nd sini ster 
mood. 

He told of his li fe in this first period in Ta hiti in one of the ea rliest of his wri tings, Noa Noa. 
He delighted in the luxuriant vegeta tion. He was happy with a lovely na tive girl who gave 
him a child. He led a compa ra tively ca refree li fe . But he soon ra n out of money a nd went 
into debt. The price of food rose a nd sometimes he went hungry. He fell ill a nd was obliged to 
spend some time in the hospita l, but even after he got out, hi s hea lth was bad. He missed his 
a rtist fri ends and their conversa tion; he longed to be with his family in Eu rope. He was home
sick a nd indeed had grown tired of the exotic a tmosphere. He began to think of moving to yet 
another island , where life would be cheaper a nd easier. He endured moments of true despera
tion, when he th ought he had fail ed and even wrote of giving up painting entirely, since it 
would not yield him a livin g. But his obstina te spirit took over, and he determined " to do his 
duty to the end. " F inally, he had himself repa tria ted by the Government. He arrived in 
Ma rseilles in August, 1893. 

Shortly after his a rrival, the uncle with whom he had li ved as a child in Orleans died and 
left him some money. For the first time since he had become a n a rtist, he found himself a ble 
to live with a certain ease, and he took full adva ntage of it. He rented a la rge studio in Mont
martre, decorated the walls in brillia nt chrome yellow, a nd hung them with hi s own Tahitian 
pictures a nd with na tive o bjects from the South Seas. He li ved there with a mulatto, known as 
Javanese Annah, a pa rro t, a nd a fema le ch impa nzee. He gave weekly receptions, which be
came fam ous, ga thering together a rtists, writers, a nd musicians. 

Degas persuaded the dealer Durand-Ruel to give Gauguin an exhibition. It was not a 
fin a ncia l success, but caused a grea t dea l of ta lk a nd curiosity. Ga uguin 's name now became 
well kn own a mong the people interested in modern a rt. He delighted in this new reputa tion 
a nd delibera tely cultivated the exotic a nd eccentric aspects of his persona lity. The Self-Portrait 
(cover of ca ta logue), pa inted from a photogra ph, shows him, with a moustache added, in the 
strange costume he affected a t this time- a high astrakha n ha t a nd a fl owing blue cloak 
a ttached with silver clasps, looking like "a giga ntic Magya r. " He had become the center of 
a ttention, which was very sa ti sfying after the so litude o f the islands. 

During this stay in Eu rope, he visited Belgium a nd admired the primitive painters, especially 
Memling. In the summer he returned to Bri tta ny, taking a long Annah and the monkey. Their 
appea rance na tu ra lly astounded the loca l people. Some of the fishermen made fun of them, 
a nd one day Gauguin came out of a fight with a badly broken a nkle, which kept him inactive 
for four months a nd left him penniless aga in . This vi sit to Brittany, however, was important 
for him, beca use it was there that he really assumed the position of head of a school of painting 
and lived in the midst of a group of a rtists who rega rded themselves as his disciples. H e did 
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not paint many pictures during this stay in France, however; he was too diverted by o ther 
preoccupations. The Day of the God (no. 57), is lovely in its decora tive qua lities, but lacks 
the conviction a nd the poetry of the pictures pa inted in the islands. 

The prolonged inactivity, the suffering, and the return of poverty threw him again into a 
despondent mood. H e decided to leave E urope forever. After a brief visit to Copenhagen to 
bid farewell to hi s family, he returned to Paris and prepared to sell everything he owned. 
H e put up a nother group of pictures at auction , and this time asked Strindberg, the great 
Swedish writer, to write an introduction to the catalogue. Strindberg refused , saying that he 
did not understand G auguin 's art a nd disliked it , but his letter contained such a penetrating 
analysis of the artist a nd of Impressionist painting that Ga uguin decided to print it anyway. 
Strindberg had also showed in this letter that he understood Ga uguin 's character. He wrote: 
"I know that my refusa l will neither astonish nor hurt yo u beca use you seem to me to be 
fortified by the hate of others. fn its desire to remain intact, your persona lity takes pleasure 
in the dislike which it arouses." This second sa le was a nother failure. Gauguin had to buy 
back most of the pictures himself and came out with little more than 500 francs. Nevertheless, 
he carried through his decision a nd left once more for the isla nds. 

When he got to Tahiti in July, 1895, he found it had lost many of the qualities that had 
formerly a ttracted him. Electricity had been brought in , a nd a n amusement pa rk with cheap 
music had been insta lled in what had once been the Roya l Gardens. He went to Pounoaoui a 
in. the western pa rt of the island , where some of the original fl avor still lingered . He built a 
nat ive house with a studio a nd continued to li ve his Tahitian version of the "vie de Boheme." 
He aga in married one of his numerous native girls. She was thirteen-and-a-ha lf years o ld , a 
normal age for a Tahitian bride. During this ea rly part of his second stay, he pa inted some of 
hi s best work, the monumenta l a nd strong Why are you Angry? (no. 60) a nd Maternity (no. 
61 ), which is full of tenderness and a really lyrical quality. The painter himself was pleased 
with these works a nd with what he described as their deep-toned key. The combination of 
resplendent, sensual form and color with a strange enigmatic mood shows Gauguin a t hi s very 
best and brings to mind Mallarme's famous remark on seeing his exhibiti on in 1893: " How 
is it possible to combine so much mystery with such brillia nce?" 

Unfortunately, he was not able to continue pa inting as well as this. Hi s entire second stay 
in Tahiti is a story of illness and financial distress. In the hot tropica l climate the wound on 
his ankle refused to hea l a nd caused him constant pain. Eczema spread a ll over hi s legs. He had 
contracted syphilis and was constantly in misery . Worst of a ll , hi s eyes were affec ted. His 
lette rs are a long black series of complaints about poverty and sickness. When he had oc
casional fla shes of optimism, he immediately wrote that he was wo rkin g aga in , at pa inting 
or a t sculpture. But it is clear that after 1896 hi s output was considerably reduced. 

In April of 1897 he received news from Copenhagen of the death of hi s beloved daughter 
Aline. He was o bliged to move a nd rebuild hi s house, and went into debt. During the summer 
he had double conjunctivitis and did not work fo r two months. Driven by sorrow a nd misery 
to complete despa ir he decided to kill himself. Before doing so, he wanted to paint one great 
work that would summa ri ze everything he had done: the la rge fresco-like painting entitled 
Where do we come from?Who are we? Where are we going? (Boston Museum of Fine Arts) . 
He wro te how he planned the picture carefully for a long time, working it out in his mind , 
and then finally painted it a ll in one session . It is made up of elements from many of hi s 
other pictures and of all his works it is th e closest to th e spirit of Symbo li sm, with its strange 
inscriptions, inscruta ble figures, muted co lo rs a nd the deliberate awkwardness with which 
it is pa inted. It exudes an aura of sadness and perplexity that brings us close to the painter's 
own feelings. 

After finishing this picture, he went up into th e mounta ins and took poison, hoping to die 
there. His body, however, was st ill strong a nd resisted the poi son, a nd he staggered back to 
his house, his hea lth once more sha ttered. Unable to die, un a ble to work, and with no money, 
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he was o bliged to stop pa inting a ltogether a nd to seek employment a t very low wages in the 
loca l rea l es ta te registry. His employer a t the time described him in a kindly fashi on, as " a 
nice man, quite amusing, but not a very relia ble worker, a nd a n a lcoho lic." 

His hea lth continued to decline, and he had to go to the hospita l aga in. This resto red him 
somewhat ; but instead of taking full adva ntage of hi s rega ined strength to pa int , he now 
embroiled himself in the po litica l situa ti on on the Isla nd . Eve r since hi s first trip, he had 
ha ted the degrading influence which he believed the co lonial administrati on a nd the mission
a ries exerted on the nat ives. He now gave vent to hi s feelings in two pamphlets ca lled 
Le Sourire (The Smile) and Les Guepes (The Wasps) in the publica tion of which he took a 
leading part, decorating them with hi s highly o rigin a l woodcuts (nos . 184-1 88), a nd writing 
vitrio lic a rt icles aga inst the persona lities he conside red responsible fo r the worst a buses. This, 
o f course, crea ted enemies and made hi s life even more difficult. His sta te o f emoti ona l tension 
ruined wha t was left o f hi s constitution. 

At the beginning of 1901 , he sold a ll his belongings in Tahiti and set out fo r a more remote 
isla nd , Hiva-Oa, in the Ma rquesas, aga in believing, in spite o f a ll his pas t experi ence, tha t 
th is was to be the drea mt-of, primitive pa radise, where living cost nothing, na tu re was beau
tiful , th e people, lovin g, happy, a nd free. He built himself a new house in the village of 
Atua na. During the first months he spent there, his new environment seems to have given 
him strength and inspira ti on to work again. Hi s pictures a re bright and cheerful. His pa lette 
changes ; his co lo r ha rmonies become cooler and more brillia nt tha n ever. In such pa intings as 
The Call (no. 68) and Horsemen on the Beach (no . 69 ) there is a new res tless and exciting qua l
ity, quite different from the brooding mood of wha t had gone before, and a new note, shrill 
a nd high. 

During thi s peri od he seems to have devoted a great dea l o f time to writing. His letters re
vea l tha t he was reflectin g deeply and in their thoughtful tone contrast with ea rlier letters 
fill ed with compla ints and ma teria l preoccupa ti ons. He composed a serious study of the 
pr.o blems of religion a nd the Roma n church , ca lled L' Esprit moderne et le Catholicisme. It was 
a t this time too, tha t he wrote his most interestin g book, Avant et Apres, a freely flowing 
strea m of anecdotes and recollecti ons, imagina ry situa ti ons and ana lyses o f his own inner 
feelings, expressed in a style that a nticipa tes surprisingly the litera ture o f the mid-twentieth 
century. 

It has become a convention to describe these las t two yea rs o f Ga uguin 's li fe as a gradua lly 
losing struggle aga inst his deterio rating hea lth , his poverty, and the vexa tion he felt aga inst 
the oppress ing autho rit ies on the Isla nd, whom he bravely fo ught in defense of the na ti ves. We 
a re to ld th a t he died a lo ne, a bandoned by eve ryone, chiefl y as a result o f the shock of being 
sentenced to severa l weeks in ja il. Recent evidence, ga thered a t Atuana, has done much to 
a lter th is story. The books of the two stores where G auguin bought h is supplies have been 
fo und , a nd we now know th at a lthough he may have been consta ntly in need of more money, 
he intermittently had plenty a nd spent it lavishly. Much of it went fo r presents to hi s models 
(entered as "woomen" in th e ledgers!). As walking was pa in ful for him, he had a ho rse a nd 
ca rt. He was known fo r hi s generosity a nd fo r his easy-going ways, a llowing hi s serva nt s to 
idle a nd closing hi s eyes to th e pilfering of the na ti ves. 

There is no doubt tha t G auguin had consta nt t rouble with the auth o rities, bo th reli gious 
a nd secula r. Ma ny letters and repo rts written by him prove this. These qua rrels must have 
been terribly time-consuming and a re surely one of the ma in reasons fo r hi s sma ll output o f 
pa inting. But Ga uguin himself was responsible fo r most of thi s t rouble. He enjoyed defying 
a nd badgering people in a utho rity. He to ld the na ti ves tha t the re was no law which could 
o blige them to send thei r children to the mission school; and when some of them withdrew 
their da ughters, he took one of these children fo r hi s third na ti ve wife. H e made and dis
played a n insulting sta tue of the bi shop (see no. 124) and did everything tha t he could to 
humilia te a nd ridicule the genda rme, who represented a ll the civil a utho rity in thi s little out
post. He chose fo r fri ends the troublemake rs on the isla nd . A group of them met a t hi s house 
every evenin g to drink a bsinthe. H is troubles with the a uthorities were of his own choosing; 
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and when he was brought to court, tried and sentenced, it was for libel of one of the policemen. 
Certainly his physical suffering must have been almost intolerable. Trouble with the eyes 

is the worst trouble that a painter can have. His legs, covered with eczema and abscesses, were 
a constant source of pain , making it impossible for him to move freely , as he must have 
longed to, and forcing him to paint only in his studio. But here again , it was the life that he 
chose to lead which must have been largely responsible for his condition. Perhaps through an 
urge to prove to himself that he was not losing his physical powers, he seems to have become 
more licentious than ever before. He lived surrounded by native girls avid for the presents 
they expected in return for their favors. His bedroom was decorated with erotic drawings 
and paintings. We know from the accounts that he spent large amounts on wine and liquor. 
He had a bottle of absinthe at the end of a pole, which stretched from his studio window to 
the well, where it was kept cool ; and while working, he frequently brought it in and took a 
drink. We also know that he used drugs to alleviate the pain in his legs, and some believe that 
his death in Hiva-Oa of the Marquesas on May 8, 1903 was due to an overdose of morphine. 

Thus, we know that he suffered and deserves our sympathy. But he was no martyr. What 
he did was of his own will. And this is surely the way this man would have wanted the record 
to stand. No one would have hated pity more than he, whose entire life had been marked by 
pride and by a fierce, unyielding determination to preserve his own integrity. This is surely 
the death which this wild, selfish , and violent man would have chosen . 

The fate of Gauguin's pictures after his death is interesting and significant in relation to 
his present and future fame. [n his hut in Atuana he left a number of paintings and hundreds of 
drawings. At least twenty of the former and many of the latter were stupidly destroyed by the 
authorities, who considered them indecent. What remained was put up for auction in Papeete, 
together with his household effects . 

. The paintings that he had left in Paris, or had sent back from the islands, were well cared 
for by Georges Daniel de Monfreid, who displayed a devotion to his friend's work that is 
extraordinary for its loyalty and selflessness. In the year of Gauguin 's death, his fame was 
already beginning to spread. Three exhibitions of his works were held, two in Paris and one 
in Berlin. Collectors began to buy, and little by little his pictures have become more popular. 
One of them, Still Life (no. 35), at a Paris sale in June, 1957, made a record price for any 
Impressionist or neo-Impressionist painter. 

The appeal of Gauguin's pictures has not been limited to his own country. It is universal. 
Many of his early works have remained in Europe, in France and in Denmark, but his master
pieces, painted in Tahiti, are for the most part in the United States and Russia. 

The high esteem in which Gauguin is held rests on his art itself and on his great contribution 
to all of the artists of the twentieth century. It is far too early to know whether his pictures 
will always enjoy the high popularity accorded them at the moment; only time and the inevita
ble comparison with the giants of the past can determine that. It is certain , however, that he 
will have an enduring fame as the personality who has exerted the strongest influence on 
modern art. With ferocious courage he asserted his own right to "dare anything," thereby 
securing this right for all who came after him. Bonnard and Vuillard, who first saw Gauguin 's 
paintings in 1889 at the Cafe Volpini , drew their inspiration from him and their flat decor
ative design. Picasso's sad figures of the blue period are kin of Gauguin 's brooding Tahitians. 
The Fauves owe him much of their color, and indeed their very name of Fauves, " wild 
beasts," recalls Gauguin 's identification of himself with the wolf of La Fontaine's fable. 
German Expressionists, like today's abstractionists, inherited from him their emotional force 
and their aggressiveness. Indeed nearly every progressive painter of the last half century at 
some time in his career has been moved by the continuing power of Gauguin. 

THEODORE ROUSSEAU , JR. 

Curator of Paintings, The M etropolitan Museum of Art 
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Chronology 

1848 Born in Pari s, Ju ne 7. 

J 851 Ga uguin fa mily moves to Lima, Peru. 

1855 Returns to Eu rope with mother a nd sister to live with his uncle in Orleans. 

1865 171 Serves in mercha nt ma rine a nd navy . Voyages to South America a nd Sca ndinavia. 

J 871 Begins work at the Pa ris bro kerage fi rm o f Bertin. Sta rts to pa int. 

J 873 Marries Mette-Soph ie G ad of Copenhagen. 

J 874 Meets th e Impress ionists. Sta rts co llecting their pa intings. 

1876 Still li fe accepted a t the Pa ri s Sa lon. 

1879 Work s with Pissa rro a t Ponto ise during holidays. 

J 880 2 Shows at Impressio ni st ex hibitions. 

1883 Resigns from the fi rm of Bertin , moves with fa mily to R ouen. 

1884 Leaves fo r Copenhagen ; representa ti ve fo r French canvas manufac tu re r. 

1885 Ex hibits in Copenhagen. Returns to Pa ri s. ln Dieppe a t end of September before 
. three-week trip to Engla nd. Poverty fo rces G auguin to sell hi s pa inting co llection . 

1886 First visit to Pont-Aven, Brittany, June th ro ugh N ovember. Exhibits in E ighth (and 
las t) Impress ionist Exhibitio n. Meets Yan G ogh and D egas. Sta rt s ma kin g ceramics 
with C ha plet. 

1887 April , sa il s fo r Pa na ma with Cha rles Lava l, to Ma rtinique in June. Returns to Pa ris 
in November. 

1888 February- Octo ber in Po nt-A ven. First one-ma n show a t Boussod a nd Valadon, Pa ri s. 
Jo ins Ya n G ogh in A ries . Ret urns to Paris afte r Va n G ogh's brea kdown. 

1889 Ma rch, aga in in Pont-Aven, moves to Le Pouldu to Ma rie H enry's Inn in Octo ber. 
Organ izes gro up show of Impress ionis ts a nd Synthesists at Cafe Volpi ni during Paris 
Wo rld 's Fa ir. 

1890 In Po nt-Aven a nd Le Po uldu fo r the summer. 

189 1 Decides to go to Ta hiti . Auction of his pa intings a t Hotel Drouot. Short visit to see 
fa mily in Copenhagen. Arrives Ta hiti , June 1.

1893 Returns to Pa ri s, impoveri shed. One-man show a t Du ra nd-Ruel in N ovember. 

1894 In th e summer a t Le Poul du and Pont-Aven. Brea ks a nkle in a fight with sa ilors a t 
Concarnea u. 

1895 Sa le of pa intings a t Hotel Dro uot. In Ma rch leaves aga in fo r Ta hiti. 

1897 Pla ns a nd pa ints giga ntic D'ou venons-nous. Jn January at tempts suicide. Begins to sell 
to Vollard.

190 1 Leaves Ta hiti in August fo r Marq uesas, lives in village of Atua na on the island of 
Hi va-Oa (La Dominique). 

1903 Dies May 8, a t At ua na . 
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PAINTINGS 

*Denotes the work is shown only in New York ** Denotes the work is shown only in Chicago i
n dimensions, height orecedes width; the listingof exhibitions and references has been selected 
from an ex tensive bibliography.

1881, Pontoise 

RIV ER LA NDSCAPE AT PONTOIS E 

Oil o n ca nvas, 12 1/4x 18 1/2 in. 
Signed a nd da ted , lower left : P. Gauguin 81 

L ent by M rs. Paolino Gerli, Greenwich, Conn. 
Ex coll: G. Dru , Pa ri s; Nicho las Roerich , New 

Yo rk ; The Roerich Museum, New Yo rk 
(sa le, New Yo rk , Anderson G a lleries, 
Mar. 27, 1930, no . 35, sold fo r $2000) 

[n th e first kno wn pa inting by G a uguin , a la nd
sca pe o f 1871 (Eina r Dessa u, Copenh agen), he 
imitated th e ma nne r o f Corot a nd Da ubigny. 
He re, ten yea r la ter, his style has become im
press io ni tic. 

1884, Rouen 

2 PORTRAIT OF A MAN 

Oil o n ca nvas, 253/4 x 18 in . 

Signed a nd da ted , lowe r ri ght : P Gauguin 84 
Inscribed, upper left : Rauen 1884 

L ent by M r. and Mrs. William 8 . Jaffe, New York 
Ex coll: possibly Philyssen, R o uen ; Justin K . 

Tha nnh a user, Berlin (bo ught in Pa ri s 
a t a ucti o n, Nov. 19 11 , fo r 450 fran cs); 
Hagelsta nge, Co logne; Dr. Richa rd Eder
heimer, Fra nkfurt a/ M ; Pa ul R einha rdt , 
New Yo rk ; Knoedler, New York 

Exlr : Kunstha lle, Basel, 1928, no. 16 (as Portrai1 
of Dr. Gae/rel); Wildenste in , N ew Yo rk , 
1956, no. 1 

Ref: Wilhelm Ba rth , Paul Gauguin ( 1929), pp . 
60- 64, pl. IX , as Portrait of Dr. Gaclre1; 
Ma lingue, 1948, p. 88, ill. 

This is o ne of severa l po rt ra its pa int ed by G a uguin 
in his ea rly Impress io ni st ma nner. Tho ugh it has 
been ca lled a po rt ra it o f Dr. G achet, there is no 
basis fo r thi s identifica tio n. It is mo re likely th e 
Portrait d 'lronune li sted in Ga uguin 's sketch book 
(Huyghe, Carne!, p. 227) as belo nging to Suedoise 
Rauen, which was la te r cha nged by the a rtist to 
Philyssen/Rauen, possibly th e na me o f th e s itter. 
G a uguin a nd hi s famil y li ved in Ro uen fro m th e 
end o f 1883 until September o f the next yea r. ln 
a le tter o f Oct . 31, 1883, fro m Ro uen, Pi ssa rro 

wro te to hi s son Lucien, " He lG a uguin] i go ing 
to look me up a nd study the place's poss ibilities 
fro m the po int o f view o f a rt and practica lit y. He 
is naive eno ugh to think tha t since th e people in 
Ro uen a re very wea lthy, they ca n easily be in
duced to buy so me pa intings ... " (Pi ssa rro, Let
iers to His Son Lucien, edited by John Rewa ld , 
1943, p. 44 ). 

1884- 5, Copenhagen 

3 LANDSC AP E WITH SKATERS 

Oil o n ca nvas, 253/4 x 21 1/4 in.
L en! by M r. and Mrs. Ir ving Mi1c/1ell Fell , New 

York 
Ex coll : Mme Pa ul Ga uguin , Copenh agen; Emile 

G a uguin (inhe rit ed fro m his mo th er a fter 
her dea th in 1923); Kn oedle r. New Yo rk ; 
C heste r H. Johnson, C hicago (Sa le, An
derso n Ga lle ries, New Yo rk , Nov. 14, 
1934, no. 82, as Frederiksberg Park . sold 
fo r $ 120) ; G as to n Ta ieb, New Yo rk 

J Landscape with Skaters. 
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6 Portraitof Clovis. Mrs. L. 8. Wesco/I 

Thi picture was painted in Copenhagen nea r the 
hou se a t Frederiksberg Have whe re Gauguin and 
hi s family li ved. It shows th e influence of Pissa rro 
wit h whom Ga uguin had painted during the pre
vious summer. Two other winter scenes of the 
sa me yea r are known, Carden in Winter a nd Omni-
bus at Vaugirard ( Ma li ngue, 1948 , pp. 90, 94, ill .). 

c. 1884- 5, Copenhagen or Paris 

4 FLOWE RS I A BASKET 

Oi l o n ca nva , 19 x 24 in . 

S igned a nd inscribed, lower rig ht : a mon ami
Schuffen[eck er]/ P Gauguin
Lenr by Mr. and Mrs. William Coxe Wrigltr , 
Philadelphia

Ex coll: Emile Schuffenecker, Paris ; Schuffe necker 
family , Par is; Wildenstein , New York ; 
Mrs. He nry J . He inz II,New York (sa le, 
Parke-Bernet, New York, Mar. 19, 1958 , 
no. 50, ill. in cata logue) 

Ga ug uin owned paintings by Pi ssarro a nd Monet , 
a nd thi s impressio ni st ic s till li fe shows h is ea rly 
dependence o n both these art ists. 
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1885, Copenhagen
5 VASE OF FLOWE RS 

Oi l on canvas, 39 x 25 1/4 in . 

Signed and dated , lower center: P Gauguin 85 
Len/ by Mr. and Mrs . Robert WinthropNew York 

Ex coll : Gerso n, Berlin ; Mme Suz i Magnelli , As-
co na ; private collection , Germany ; Wild
e nste in , New Yo rk 

Exh:Wildenstein , ew York , 1956, no. 2 

The sho rt , fli ckering strokes a nd broken colo r, 
a nd the fan cut off by the frame a re devices bo r
rowed from the Impression is ts. 

6 PORTR A IT OF CLOV IS 

O il o n canvas, 22 1/4 x 16 in. 

Signed, right center: P. C. 

c. 1886, Paris 

Lent by Mrs. L. 8 . Wescort , Clinton,New Jersey 
Ex coll: Ambroise Vo llard , Paris ; Comte de 

Ga lea, Pari s 

Thi s has a lways been ca lled a portra it of Clov is, 
Ga ug uin 's second so n a nd hi s favorite , whom he 
took with him to Paris when he left Copenhagen 
in 1885. A photograph of Clovis confirms the 
identification . The boy remained with his fat her 
until 1887, whe n the a rti s t went to Martinique. 

Gauguin wrote to his wife a bout Clovis from Pari s 
(Feb. 27, 1886): "Clovis i heroic, when in the 
eveni ng we find ourselves together agai n at th e 
table with a bit of bread and ham, he never think s 
o f stuffing himself as he used to, he is quiet , does 
not ask For a nyt hing, not even to play, a nd goes to 
bed. Thi s is his li fe from day to day, his heart a nd 
h is judgment a re now that of a grown-up per on . 
. . . He is rather pale, w hic h di sturbs me ... " 

The re is a striking resemblance between thi s por
t ra it a nd the boy in a zincograph Human Misery, 
da ted c. 1888 (Gueri n, no . 5) and in a correspond
in g water color (Rewa ld , Drawings, no . 2 1 ). Clovi s 
died in 1900, but Gaugu in was no longer in touch 
wi th his fam ily an d did not lea rn of it. 

1886, Brittany (?) 

7 STIL L LI FE WITH FLOWE RS* 

Oi l o n canvas, 23Y2 x 28 1/4 in. 

Sig ned a nd dated , lower left: P Gauguin 86 
Lent by Mrs. H. Harris Jonas, New York 

Ex coll: O. Federer, Moravska Ostrava , Czecho
slovakia ; Wildenstein , New York 



Although this pa inting bears the date 1886, th e 
figure o f the negro woman in the red ba nda na , th e 
tropical po insetti as, and th e gou rd a ll suggest that 
it was pa inted so me time after he first encountered 
the tropics in Martinique in 1887. Perhaps th e 
artist th en revised a n ear li er signed and da ted 
canvas. 

Ten yea rs late r, in Ta hiti , Ga uguin pa inted a still 
li fe which repea ts thi s mo tif o f a figure a t the 
right edge of the canvas glimpsed thro ugh a n 
opening (Walte r H. Annen berg, Wynnewood , Pa.) . 

1887, Martinique 

8 MARTINIQUE LANDSCAPE 

Oi l on ca nvas, 24 x 30 in. 

Signed and da ted , lowe r ri ght : P Gauguin 87 
Lent by Mr. and Mrs. R obert Eisner, New York 
Ex co if: H enry Lero lle, Paris; R ose nberg and 

Stie bel, N ew Yo rk 

Exh: Wildenstein,New York, 1956, no . 6 

R ef: Wilh elm Ba rth , Paul Gauguin, 1929, pl. XII 

Thi s is o ne of t he twenty o r mo re pic tures that 
Ga ugu in bro ught back fro m hi s first stay in th e 
tro pics. They a ll show him a do pting a new sunny 
color scheme. 

The kitten in th e bowl in th e foregro und reappears 
in the center of th e grea t Bosto n pa inting D'ou 
venons-nous? Que sommes-nous? Ou al!ons-nous? 
The figure o f the sq uatting woman seen from th e 
back is used aga in in a number o f pictures pa inted 
la te r in th e South Seas. 

1888, Brittany 

9 LANDSCA PE WITH T U RK EYS 

Oi l o n ca nvas, 36 x 28 1/4 in . 
Signed a nd dated, lower left : P Gauguin 88 
Lent by Mr. and Mrs. William Goetz, Los Angeles 
Ex coif : C lapisson , Pari s(?); Georges Bernheim-

Jeune, Pa ri s; Ma rtin A. Rye rson, C hi
cago ; The Art In stitute o f C hicago ; 
Lefevre, London 

Thinly and sketchily painted , thi s is one of th e 
last pictures that shows impressio ni stic brush-

10 Breton Landscapewith SwineherdMr. andMrs. Norton Simon
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wo rk , light effects a nd perspecti ve. It is poss ibly 
the ca nvas which G a uguin li sts in hi s sketchbook 
as Dindons a nd as so ld to Cla pisson fo r 250 fra ncs 
(Huyghe, Carnet , p. 225 ). 

1888, Brittany 

10 BR ETON LANDSCAP E WITH 
SWJN EH ERD 

Oil o n ca nvas, 29 x 36 1/2 in. 
Signed a nd da ted , lower right : P Gauguin 88 
L ent by M r. and Mrs. Norton S i111on, L os Angeles 

Ex coll : poss ibly G a uguin sa le, Pa ri s, Ho tel 
D ro uo t, 189 1, no. 23, as Petit Breton et 
ses C ochons, bo ught for 310 fra ncs by 
Jea nson ; possibly Jea nso n, Pa ri s; Gus
tave Fayet, lgny; Mme d 'Andoque, Pa ris; 
Wildenstein , New Yo rk ; Mrs. Ja mes 
Fosburgh, New Yo rk ; Wildenstein , New 
Yo rk 

Exh: Sa lo n d 'Auto mn e, Pa ri s, 1906, no . 24; Wil 
denstein , New Yo rk, 1936, no. 6; Wilden
stein , New Yo rk , 1946, no . 3 

R ef: Malingue, 1948, p. 123 , ill. ; Rewa ld, Post
Impressionism , p. 198 , ill. p. 287; G o ldwa te r, 
p. 82, ill . 

The sa me view o f Po nt-Aven with th e hill ca lled 
Sa inte Ma rguerite in the backgro und a ppears in 
th e Yellow Christ (no. 16) o f a yea r la ter. Jn thi s 
la ndsca pe Ga uguin has used the sho rt para llel 
stro kes, si milar to the style he had develo ped the 
yea r before, whereas th e Yellow Christ shows a 
ha rd fl a t trea tment. The la ndsca pe a lso has th e 
wide ra nge o f bright colo rs a nd o ft modeling o f 
hi West Indies pictures. 

11 H U MA N MIS ERY 

Oil o n ca nvas, 287/8 x 365/8 in . 
Signed , lowe r left : P Gaug uin 

c. 1888, Brittany 

Lent by TheA rt Institute of C/1icago (The Joseph
Winterbotlwm Collection) 

Ex coll : Emile Schuffenecker, Pa ri s; G ustave 
Fayet, Jgny; Am bro ise Vo lla rd , Pa ri s; 
Reid an d Lefevre, Lo ndo n 

Exh: Cafe Vo lpini , Pa ri s, 1889, Groupe l111pres
sioniste et Synthetiste, no. 43; G a lerien 
Tha nnha user, Munich, a nd Arn o lds Kun st
Sa lo n, Dresden, 19 10 (exhibitio n o f the 
Volla rd co llec ti o n) 

R ef: Alexa nd re, p . 9 1, ill. ; Ma lingue, 1948 , p. 129, 
ill. ; Rewa ld , Post-!rnpressionism , p. 286, ill. 
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This is a symbo list picture, full o f unexpla ined con
tent impli ed by th e title. Gauguin freq uently used 
thi s device to heighte n interest in hi s pa intings. 

ln th e sketchbook o f 1888- 9, Ga uguin li sts twelve 
pa int ings, with prices, to be sent to Brussels for 
th e exhibit o f Les Ving t of 1889. The price o f thi s 
picture, 1500 fra ncs, is the highest o n the li st. 

Ga uguin used the same broodin g woma n in L es 
Vignes Rouges, pa inted la ter in th e yea r a t Aries 
(Wilhelm Ha nsen, Copenh agen). Fo r o ther ex
a mple o f the fi gure, see unde r no. 25. 

1888, Brittany 

12 STILL LI FE WITH PU PPI ES 

Oil o n ca nvas, 33 3/4 x 24 5/8 in . 

Signed a nd da ted, lower left : P Go/ 88 

Lent by The Museu111 of M odern A rt, New York 
(Mrs. Simon Guggenheim Fund) 

Ex coll : Mme Thea Sternh eim, Berlin ; Alien 
Property C ustodia n, New Yo rk (sa le, 
o ffice o f the Alien Pro perty C ustodia n, 
New Yo rk , 1944); Pa ul Rosenberg, New 
Yo rk 

Exh: Cologne, 19 12, Secess io n Ex hibiti o n, no. 
155 ; Roya l Scotti sh Academy, Edinburgh, 
a nd Ta te G a llery, Lo nd o n, 1955, no. 22; 
Wildenstein , New Yo rk, 1956, no . 8 

Ref: Ma lingue, 1948, p. 125, ill. ; G o ld wa te r, p. 84, 
ill. ; Rewa ld , Post-Impressionism, pp. J 98, 
229, ill. in colo r p. 199 

In this pa inting the a rtist shows th a t he has ta ken 
a tremendo us step toward th e develo pmen t o f a n 
o rigina l poi nt o f view. During 1888 a nd the fo ll ow
in g yea r he evolved a sty le th a t was di tinct fro m 
bo th lmpres io nism and Symbo li sm a nd co m
pletely his own. The re are st ill some traces o f 
Ceza nne's influence, especia lly in the frui t in the 
fo regro und a nd in th e strongly emph as ized o ut
lines. The represe nta ti on of the puppies was 
pro ba bly inspired by a Ja pa nese woodcut by 
Kuniyoshi showing ca ts simila rly placed o n a 
steep pla ne witho ut shadow. 

1888, Aries 

13 OLD WOM EN OF A RL ES 

O il o n ca nvas, 28 3/4 x 36 in . 
Signed a nd da ted , lo wer left : P. Gauguin 88 
L ent by The Art Institute of Chicago (Gifi of Annie 
Swan Coburn to the Mr. and Mrs. LewisL. Coburn 
M emorial Collection ) 

Ex coll: Justin K. Tha nnh a user, Berlin ; Ja mes W. 



Ba rney, New York ; Jacques Seligma nn 
a nd Co., New York ; Mr. a nd Mrs. Lewi s 
L. Coburn , Chicago 

Exh: Kunstha lle, Basel, 1928, no. 39; G a lerien 
Thannh a user, Berlin , 1928, no. 30; Museum 
of Modern Art, New Yo rk, 1929, First Loan 
Exhibition, no. 40; Musee de l'O ra ngerie, 
Paris, 1955, De Da vid a Toulouse Laurrec, 
no. 28 

Ref: A . Meyerson, Konsrhistorisk Tidskrifr, XV, 
1946, pp . 145, 146, ill. ; Rewa ld , Post-Im
pressionism, pp. 254, 256, ill. p. 254 

This picture was pa inted durin g G auguin 's fa teful 
stay with Va n G ogh at Aries. There a re prepara
to ry drawings fo r the pa inting in a sketchbook 
G a uguin used in Britta ny a nd a t Aries (Huyghe, 
pp. 50- 52, 56, 57, 69). He a lso made a zi ncogra ph 
in reverse a fter the picture, entitled Les Vieil/es 
Fil/es (Guerin , no. 1). G a uguin wro te to Emile 
Bernard from Aries in November, 1888: " It 's 

st ra nge, Vincent sees Da umie rs to do here. I, on 
th e contra ry, see it as Pu vis in co lo r, blended with 
Japa n. The women here with their headdresses 
a re elega nt, their bea uty is Greek, their shawls 
ma ke fo lds li ke th ose in a primiti ve, th ey a re like 
a Greek procession .. . In a ny case, here is a 
so urce for a fin e modern sty le." Van G ogh, a t the 
same time, pa inted a n a lmost identica l scene 
ca lled Promenade ar Aries-Souvenir of rhe Gar
den ar Erren (Pushkin Museum, Mo cow). 

1888, Aries 

14 LANDSCAPE N EAR ARL ES (LES 
MAS, ARLES) 

Oil o n ca nvas, 36 x 28V2 in . 

Lent by The John Herron A rr Institute, Indian
apolis, Indiana 

13 Old Women of A ries. The Art Instituteof Chicago 
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14 Landscape near Arles 
The John Herron Art Institute, Indianapolis

Ex coll : poss ibl y Ga uguin , sa le, 1891, Pa ri s, Ho tel 
D rouo t, no . 14, L es Mas (to Da niel, 
fo r 245 fra ncs); possi bly D a ni el, Paris; 
Baron A ugust von der Heydt , Elberfeld ; 
Capta in Ernest Du veen, Lo ndon; Hu go 
Perl s, New Yo rk 

Exh: poss ibly Ca fe Vo lpini , Pa ri s, 1889, Groupe
/mpressionisre er Synthetiste no. 38, L es 
Mas, Aries; Roya l Scottish Aca demy, Edin
burgh, a nd Ta te Ga lle ry, Londo n, 1955 , 
no. 27 ; Wildenste in , New York, 1956, no. 12 

Ref: Rewa ld , Posr-!mpressionism , p. 257, ill. ; 
Go ldwate r, p . 86, ill. 

T hi s i perha ps the pa inting menti oned by Ga u
guin in a le tte r to Schuffenecke r o f December 1888 
as Les Mas d'A rles c/1ez Van Gogh, which was to 
be ex hibit ed a t the Cafe Vo lpini . 

A ltho ugh Ga uguin wa working with Va n Gogh 
a t th e time when he pa inted thi s la nd ca pe, th e 
pa inting refl ects Cezann e, with hi s c ubic masses 
a nd sho rt , para lle l brush strokes. O ne sees the 
influence o f t he bright colo r of Ma rt iniq ue a nd a 
s impli fica ti o n which will beco me mo re a ppa re nt 
in 1889- 90. 

1888, Arles

15 WASH E RWOM EN AT A RL ES 

O il o n ca nvas, 28 3/4 x 36 1/4 in . 

Signed a nd da ted, lower left : P Gauguin-1888
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Lent by Mr. and Mrs. W illiam S. Paley, New York 

Ex coll : Ba ro n von Mutzenberge r. Wies ba den; 
Henckel, Berlin ; priva te co llec ti o n, Ge r
ma ny; Wildenstei n, ew Yo rk 

Ref: Ma li ngue, 1948, p. 13 1, ill. ; Rewa ld, Posr
Impressionism,p. 258, ill. 

Ga uguin pain ted thi s pic ture wh ile lay ing with 
Yan Gogh in A ries. He a lso pa inted a simpli fied 
versio n o f Washerwomen, with the sa me fl a t 
surfaces a nd ha rd o utlin es ( Ma lingue, 1944, p. 
6 1, ill. ). Bo th pic tures, li ke th e Old Wom en of 
Aries, (no . 13) show th e strong influence o f 
Japa ne e print s on Ga uguin a t thi s time. 

There is a wa ter-co lo r sketch o f a po rti o n o f th e 
pa inting witho ut the two heads at t he lower left 
a nd the washe rwoma n a t th e fa r right (Rewa ld, 
Drawings, no. 16), a nd a pencil sketch for th e 
woma n a t th e ex treme ri ght o n p. 16 o f G a uguin 's 
sketchboo k (Huyghe, Carner, p. 16). 

1889, Brirtany 

16 TH E Y ELLOW C HRIST 

Oil o n ca nvas, 36 3/8 x 28 3/4 in . 

Signed a nd da ted, lowe r right : P Gauguin 89 

Lenr by rhe A lbright A rt Callery , Buffa lo 

Ex coll : Emile Schuffenecke r, Pa ri s; Gustave Fay
et, l gny; Pa ul Ro enberg, Paris; loo ted 
by th e G erma ns during Wo rld Wa r II; 
recovered a nd sold to t he present lender 
in 1946 

Exh: Pa ri s, 1906, Sa lo n d ' Automne, no. J 2: 
Museum o f Modern A rt, New York, 1929, 
First L oan Exhibition, no. 4 1; Musee de 
l'O ra ngerie, Par is, 1949, no. 14: Roya l Sco t
ti sh Academy, Edinburgh, a nd Ta te Ga llery, 
Lo ndo n, 1955, no. 32 ; Wildenstein , New 
York, 1956, no. 14 

R ef: A lexa nd re, pp. 111 , 11 8- 9, 250, ill . p. 97 ; 
Ma lingue, 1948 , p. 147, ill. ; Rewa ld, Post
lmpressionism, pp. 306, 459, 474, ill. p. 
305 ; Gold wa ter, p. 92 

T he style in which this pic ture is pa inted resul ted 
fro m Ga uguin ' associa ti o n with Emile Berna rd , 
who had pa inted the sa me subject in 1886. The 
decora tive q ua lity, hard o utlines, fl a t stro ng 
co lors, a nd cut-o ff decentra li zed fig ures a re de
rived fro m Ja pa nese prints a nd fro m po pular 
ha nd-co lo red wood engravi ngs. Thi s Yellow Christ, 
like the Calvary o f 1889 (Musees Roya ux, Brus
sels) a nd Christmas Eve of 1896 ( Mr. a nd Mrs. 
Ma rvin Sma ll , New Yo rk), is based o n loca l 
Breton sculpture, in thi s case a ca rved wooden 
C rucifix io n in the sma ll church o f Trema lo, near 



17 The Agony in the Garden. Norton Gallery, Wes t Palm Beach, Florida 

Pont-A ven. The hill in the background i La 
Colline Saint-Marguerite in Pont-Aven that Gau
guin had shown before in Breton Landscape with 
Swineherd o f 1888 (no. 1  0 Gauguin put a 
represen tati on of his Yellow Christ into the back 
ground of the elf port rait painted 1889- 90 that 
fo rmerly belonged to M aurice Denis (Goldwater, 
ill., frontispiece). The wa ter-co lor sketch for the 
picture is no. 80 of thi s exhibition. 

1889, Brittany 
17 THE AGONY I N TH E GARDE (POR

TRAIT OF TH E A RTI ST) 

Oi l on canvas, 29 x 36 in . 

Signed and dated, lower right: P Gauguin 89 
Lent by the Norton Gallery, West Palm Beach, 
Florida · 

Ex coll : Ambroise Vo llard, Pari s; Sir Michael 
Sadler, London ; Silberman , New York 

Exh : Grafton Galleries, London, 19 10- 11 , Manet 
and the Post-Impressionists, no. 85 

R ef: Rewald, Post-Impressionism, pp. 306, 398, 
. 459, ill. , p. 307 

ln this painting and in the one inscribed Pres 
de Golgotha (Sao Paulo, Brazil ), Gauguin has 
re lated his own likenes to that of the uffering 
Christ. On the back of a ca lling ca rd which the 
art ist gave to A lbert Aurier he wrote a short 
descript ion that seems to relate to thi s pai nting: 
"Christ- Special suffering of betraya l which 
applies to Jesus today and tomorrow / small 
explanatory group / all in sober harmony / 
somber co lors and / red- supernatural. " 

Both Vincent va n Gogh and Emile Bern ard 
painted the sa me subject about thi s time, Bernard 
using the li keness o f Gauguin for the face of 
Judas. But Van Gogh destroyed his ca nvas soon 
after and expressed his dislike for this kind of 
symbolist pai nting in a letter to his bro ther of 
November 1889: " And I am not an admirer of 
Gaugu in 's Christ in the Carden of Olives, of which 
he sends me a sketch. N o, I have never taken any 
stock in thee Biblical composition ." 

A drawing by Gauguin in the co llecti on of the 
late W. Walter in Paris shows a figure closely 
related to th is self portrait ; another drawing of 
Christ in the Carden is in the co llecti on of V. W. 
va n Gogh, Laren, Netherlands . 

35 



18 WOMAN IN WAVES 

Oil on canvas, 36 x 28 1/4 in. 

1889, Brittany 

Signed a nd dated, lower centre: P Gauguin 89 
Lent by Mr. and Mrs. W . Po well Jones, Gates 
Mills, Ohio 
Ex coll: Ordrupgaa rd , Denmark; Leicester Gal

leries, London ; Mr. and Mrs. Frank H. 
Ginn , Clevela nd , Ohio 

Exh: Museum of Modern Art , New York, 1929, 
First Loan Exhibition, no . 42 ; Wilden
stein , New York , 1936, no. 11 ; 1946, no. 
6 ; 1956, no. 18 

Ref: Goldwater, p. 14, ill. ; Malingue, 1948, p. 43, 
ill. 

The yea r a fter Gauguin painted this picture he 
made a carving of the same girl in wood relief, 
substituting for the waves, which are derived from 
Ja pa nese art, fl owers a nd the free form s cha rac
teri stic of the style ca lled {'art nouveau. 

The figure is a lso used in two drawings (Guerin, 
p. vii and xx iv, Aux roches noires, reproduced on 
the first page of the ca ta logue of the ex hibitio n a t 
the Cafe Volpini , Pa ris, 1889), a woodcut (G uerin , 
no . 71 ), a pa inting, Nirvana (no. 25), and a fa n, 
pa inted in gouache (Hugo Perls, New York ). 

There is some similarity in the pose of this nude 
to that in The Birth of Venus by Odilon Redon 
( Museum of Modern Art , Loan Exhibition, 
Lautrec, Redon, 1931 , no. 70, ill. ). 

1889, Brittany 

19 STILL LIFE WITH A H EA D-SHAPED 
VASE 

Oil on ca nvas, 28Y2 x 36Y2 in . 
Signed a nd dated , lower left : P Gauguin 89 
L ent by the /11/eson Collection, New York 
Ex coll : Ambroi se Volla rd , Paris; private co llec

tion , German y; Wildenstein , New York 

Ref: Rewald , Post-/111pressionism, pp. 442, 443 , ill. 

The pottery jug in thi s still life, which is in the 
Kun stindustrimuseet, Copenhagen , is a kind of 
self portrait. It is p ro bably the one G auguin gave 
to Emile Berna rd 's sister Madeleine, which he 
men ti ons in a lette r of November 1889 to Bernard: 
" It represents vaguely the head of Gauguin the 
Savage." The vase is certain ly pa tterned a ft er 
similar Inca vases which Gauguin had seen in 
Peru or after th ose his mothe r owned. 

The one to the left , pa rtly hidden by the fl owers, 
is possibly the cera mic vase which Gauguin made 
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a t this time in the form o r a portra it bust o r Mme 
Emile Schutfenecker, the wife of Gauguin 's 
painter friend , (Emery Reves, Roq uebrune, 
France). Gauguin uses Ja panese prints in several 
o ther pictures or the sa me yea r. 

1889, Brillany 

20 STILL LIFE WITH ONIONS AND A 
JAPAN ESE PRI NT 

Oil on ca nvas, I 6 1/8 x 20 5/8 in . 

Signed a nd dated , upper right : P Go 89 
L ent by Mr . and Mrs. John L. Loeb, New York 
Ex coll: Ambroi se Vollard , Pa ri s; pri vate collec-

tion , Basel; Kn oed ler, New York 

Exh: Basel, 1949- 50, no. 26 ; La usa nne, 1950, no. 3 

Similar in its strong d irect handling to The Ham 
(no. 21) of th e same year, thi s picture hows 
onions on the same meta l ta ble. A Japane e print 
a ppears a lso in th e background or S till Life with 
a Head-Shaped Vase (no . 19). 

21 THE HAM 

Oil on ca nvas, 19 3/4 x 22 3/4 in . 
Signed on ta ble a t right: P Go 

c. 1889, Brittany 

L ent by The Phillips Gallery, Washing ton, D. C. 
Ex coll : Ambroi se Vollard , Paris; Etienne Big-

no u, Pa ri s a nd New York : R eid a nd 
Lefevre , London ; Maurice Cortot, Pa ri s; 
Pa ul Rosenberg, New York 

Exh: Musee de l'Ora ngerie, Paris , 1955, De Da vid 
a Toulouse Lautrec, no. 29 ; Wildenstein , 
New Yo rk, 1956, no. 15 

R ef: Malingue, 1948 , p. 148, ill. ; Goldwa ter, p. 
90, ill. ; Rewa ld , Post-Impressionism, p. 475, 
ill. 

Ga uguin used a simila r composition of a circula r 
table cut off a t th e side a nd seen from a steep 
a ngle in two other till lifes, Fete Gloanec or 
1888, (Maurice D enis, Paris ) a nd a Sr i/I Life 
dedica ted to th e Countess o r imal , 1889, 
(Etienne Bignou , Pa ri s). 

c. 1888- 90, Brillany 

22 STILL LI FE WITH APPLES, ORANGES, 
LEMON A D A PITC H ER 

Oil on canvas, 193/4 x 24 in. 
Signed, lower left: P. Go. 

L ent by Mr. and Mrs. Leigh B. Block, Chicago 
Ex coll : Justin K . Thannhauser, New York 



21 The Ham. The Phillips Gallery 

18 Woman in Wa ves. Mr. and Mrs . 
W. Powell Jones 
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24 Marie Derrien. The An Institute of C!ticago 

Thi is another of the paintings showing the in
fluence of the still life by Cezanne (Venturi , no. 
341 ) that Gauguin owned and had with him in 
Brittany. The bowl, glass, and flowered wallpaper 
reca ll Cezanne's still life vividly. 

c. 1888- 90, Brittany 
23 STILL LIFE WITH A PPLES 

Oil on ca rdboa rd , 11 Y2 x 13 in . 

L ent by Mr. and Mrs . Siegfried Kramarsky New 
York 

Ex coll : Daniel de M onfreid, Paris ; Mme Hue 
de M onfre id, Pari s; Rosenberg and 
Stiebel, ew York 

This sketch of apples is poss ibly a study fo r a 
larger till life. I t how Ceza nne's influence but 
is much tighter in execution (c f. nos. 22 and 24). 

24 MARIE D ERRI E 

Oil on ca nva , 25 5/8 x 2 1 1/2 in . 

Signed, lower ri ght : P. Go./90 

1890, Brittany 

Lent by The A rt Institute ofClricugo (The Joseplr 
Winterbotlranr Collection ) 

Ex coll : E. Brown and Phillips, London; Chester 
H . Johnson. Chicago 
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Exh: Roya l Sco ttish A cademy, Edinburgh, and 
Tate G allery. London, 1955, no. 35 (as 
Portrait of Marie Henry) 

Ref: A lexandre, p. 29 i ll. : M alingue, 1948 , p. 
153 i ll. ; Rewa ld, Post-Impressionism, pp. 
293 , 308, ill. , p. 309; Goldwa ter, p. 94 i ll. 

The itter fo r thi s portrai t has sometimes been 
wrongly ca lled M ari e Henry, the owner o f th e 
inn at Le Pouldu in Brittany. But i t is actuall y 
M arie Derr ien, whose nickname wa M arie " La
gadu ,'' mea ning in Breton dialect, " Black yes.'' 
In the background G auguin placed a representa
ti on o f a painting by Cezanne which he owned and 
pri zed grea tly. Indeed, theentire picture is painted 
in the sty le o f ezanne. 

c. 1890, Brittany 

25 IRVANA - PORTR A IT OF JACOB 
M EY ER D E HAA 

Oil and turpentine on sil k, 8 x 11 1/8 in . 

Signed, on the hand : Gauguin 

Inscribed , lower ri ght: N ir vana 

Ex coll: W alther Geise r, Base l ; Wildenstein , 
ew Y ork 

Lent by the Wadsworth Atheneum Hartfo rd (The 
Ella Gallup Sumner and M ary Catlin Sumner Col
lection ) 

Exh: Galerien Thannhauser, Berlin , 1928, no. 
127; Wi lden tein , ew York, 1946, no. 43 

Ref: Malingue, 1948, p. 152, ill. ; Rewald , Post
Impressionism , p. 447, ill. , and Drawings, 
no. 25, ill. ; G oldwa ter, p. 59, ill. 

The Dutch painter M eyer de Haan wa a fri end 
o f G auguin and supported him for a time in 1890 
while they li ved together in Le Pouldu in Brittany. 
He wa a dwa rf and his strange appeara nce must 
have interested G auguin for hi likeness is pre
served no t only in thi s ketch and another por
trait but also in a woodcut and in the strange 
claw-footed crea ture in the background of Contes 
Barbares of 1902 (Fo lkwang Museum, Es en). 
Gauguin also ca rved a bust of De Haan in oa k 
about the time he made the irva na painting. 
The two bathers in this painting also appea r in a 
pen and ink drawing and in a woodcut, bo th en
titled Aux Roe/res Noires, and are also the subjec t 
o f the drawing on the cover of Documents Talrit i, 
an album o f ketches dated 189 1- 3. 

The gesture of the woman ra ising bo th hand to 
her face is used by G auguin to express anguish a 
in Human Misery (no. 11 ) or o ld age and death 
as in D'ou venons-nous? Que sommes-nous? Ou 
allons-nous? of the Boston Mu eum of Fine A rts. 



19 S1ill Life with a Head-Shaped Vase. ////eson CollectionNew York 

25 N ir vana. Wadsworth AtheneumHanford 
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In Nirvana, thi s woman is shown with thin tubu
lar arms a nd a strong stage li ght on her hair, 
which suggest she may have been patterned o n a 
Degas pastel of a ba llet dancer. Gauguin painted 
representa tion s of works by Degas in th e back
grou nd of severa l o f hi s pictures. 

The o th er woma n, at th e ri ght , had appeared 
previously in the painting Woman in the Wa ves 
of 1889 (no. 18) . 

1890- 1, Paris 

26 TH E LOSS OF VIRGINITY 

Oil o n ca nva , 35 x 52 in. 

L ent by Mr. Walter P. Chrysler, Jr ., New York 

Ex coll : Poss ibly Gauguin sa le, 1895, Pa ris , Ho tel 
Drouo t, no . 42 (as Nu); Comte Antoine 
de La Rochefo uca uld , Pa ri s (bo ught in 
1895) ; Matthey, Pa ris ; Silberman, New 
Yo rk 

Exh: Musee de l'Ora ngerie, Paris, 1949, no. 24 ; 
Roya l Scottish Academy, Edinburgh, a nd 
Tate Gallery, London , 1955, no. 37 

Ref: D. Sutton , Burling lon Magazine, XCf, 1949, 
pp. I 02- 5; Rewa ld , Post-/mpressionism, pp. 
467, 475 , 528, ill. p . 466 

Thi s pa inting is unusua l in Gauguin 's wo rk in it s 
self-co nscio us a da pta ti on of the symboli st theories 
of th e writers with whom he was associa ted in 
Paris a t the time. Its symbo lic conten t is in
te rpreted by his fri end Ro to nch a mp (Paul Gau-
guin, 1906, pp. 71 - 2) as a girl whose heart is 
seized by th e demo n o f ph ysica l desire. The fox , 
whose paw res ts on he r hea rt , is a n India n symbo l 
for lasciviousness. Ro to ncha mp interprets th e 
processio n in the backgro und at th e right as a 
Bre ton wedd ing party with it s music ia ns, but th e 
sma ll figures do not correspo nd to hi s descripti o n. 
The model was Gauguin 's mi stress, Juliet te Huet, 
who bore him a daughter a ft e r hi depa rture for 
Ta hiti . It is po ibl e that th e pose was suggested 
by Emi le Bernard 's picture of h is s iste r, Madeleine 
at the Bois d'Amour, o f 1888 (Clement Altarriba , 
Pa ri s). The background seems to be copied from 
a la ndsca pe by G a uguin ma de in the late summer 
of 1890 a t Le Po uldu ( Maresco Pie rce, Lo ndon). 
Ga uguin uses the fox symbol aga in in a painted 
wood statuette o f 1890- 1, ca lled L ewdness-Carib
bean Woman (J. F. Willumsen, Copenh agen), a nd 
in a wood relief of 1890, Be in Love and You'll 
be Happy ( ill. Rewald , Post-Impressionism, p. 
441 ). A cha lk drawin g on ye llow pape r (Rewa ld , 
Drawings, no. 27) o f th e fox a nd the upper part 
of th e girl was pro bably preparatory for the 
pa inting. 
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1891, Tahiti 
27 TH E R E PAST* 

Oil o n canvas, 16 1/2 x 283/4 in . 

Signed a nd da ted , lower right : P. Cauguin 91 

L enr by the Musee du Louvre, Paris (Ciji of' Mr. 
Andre M eyer) 

Ex coll: Alexi s Rouart, Paris; Mme George 
Meunie r, Pa ris 

Exh : Salon d 'Automne, Pari s, 1906, no. 2 19 (as 
Les Bananes); Musee de l'Ora ngerie, Par is, 
1949, no. 27 ; Wildenstein , New Yo rk, 1956, 
no.28 

R ef: Malingue, 1948, p. 171 , ill. ; Rewa ld , Post
lmpressionism , p. 499, ill. 

Thi s, like la Orana Maria , is o ne of Gauguin 's 
first Tahitian pictures. For drawin gs pro ba bly 
rel a ted to thi s picture see nos. 84 and 85. The 
sea ted figure in the upper right corner is seen 
aga in in the Pushkin Muse um painting, Small 
Talk ( Les Parau Parau ). 

/89 / , Tahiti 
28 I HAIL TH EE, MARY (IA ORANA 

MARIA) 

Oil on ca nvas, 443/4 x 34Y2 in . IL L. PAGE 15 

Signed a nd dated , lower right: P. Gauguin 91 

ln sc ribecl , lower left : IA ORANA MARIA 

Le/If by The Metropolitan Museumof Art(Bequest
of SamuelA. Lewisohn195 !) 
Ex coll: Michel Manzi, Pa ris (purchased from the 

arti st fo r 2,000 francs, 1893; sa le, Pari s, 
Ga lerie Man zi, Joya nt & Cie., 19 19, no. 
56, for 58,000 francs to Kn oedler) ; 
Kn oedler, New York ; Adolph Lewiso hn , 

ew York ; Samuel A. Lewi o hn , New 
Yo rk 

Exh: Du ra nd-Ruel, Pa ri s, 1893 , no. I ; Metro
po lita n Museum , New Yo rk, lmpressionisT 
and Post-Impressionist Paintings. 192 1, no. 
47 ; Wildenstein , New York , 1936, no. 17; 
Wildenstein , New York , 1946, no. 19 ; 
Musee de l'Orangerie, Pa ris, 1949, no. 25; 
Wildenste in , New York, 1956, no . 22 

Ref: Alexandre, pp. 135- 6, 140, 157, 161 , 263 , 
ill. p. 133; Ma lingue, 1948 , ill. o pp. p. 192; 
Rewa ld , Post-Impressionism , pp. 502, 506- 7, 
ill. p. 506 ; Go ld wa ter, p. 100, ill. 

Gauguin detested miss io naries and deplored th e 
co rruptin g influence th a t he be lieved they exerted 
o n primitive people. But he painted severa l pic
ture with C hristian themes as subjects, renderin g 



them with directness a nd a tender si mplicity. 
Thi s picture, among the first Gauguin painted 
in the South Seas, was one of hi s favorite wo rks, 
in which he felt a continuing pride, mentioning it 
frequently in hi s letters. A description and a water
colo r sketch of the painting are included in a 
letter of March 11 , 1892, to Daniel de Monfreid ; 
a reproduction of the composit ion which Gaugu in 
has ha nd colored is pasted on page 125 of the 
ma nuscript of Noa Noa, and prepara tory sketches 
for the adoring woman with the white sarong or 
pareo, as well as for one of the feet of the Virgin , 
are to be found in the Carne! de Tahiti (pp. 72 
verso, 73 recto). 

The distant source for the subject and the com
position may be Italian primitive art. which Gau
g uin admired greatly and in which the Madonna 
and C hild is the major theme. The two adoring 
women a nd the centra l tree are taken from the 
sculptured frieze of the Javanese temple at Boro 
Budur. The sti ll li fe of bananas and bowl in the 
foreground had a ppeared in The Repast (no. 27), 
Gauguin 's earlies t Tahitian picture. The woman 
with the flowered sarong reappeared in 1892 in 
Bather by the River (Malingue, 1948, p. 180, ill .), 
Words, Words (no. 46), and a lso, accompanied 
by the angel , in the water co lor Te Farum (Caz. 
des B.-A ., XLVll , 1956, p. 123, ill.). Gauguin 
a lso made severa l drawings, a monotype and a 
woodcut after the painting or parts of it (see the 
manuscript Avant et Apres; Rewald , Drawings, 
nos. 48- 50; Documents Tahiti, no. 88; Guerin, 
nos. 5 1, 56; a nd no. 99 of this exhibitio n). 
Achille Delaroche, the on ly critic whose opinion 
Gauguin respected, described this picture as: 
" ... a sta ined-glass window full of richly colored 
flowers, human flowers and fl owers of plants ... 
Supernatural vegetation that prays, flesh that 
blooms on the shadowy border between the con
scious and unconscious" (quoted by Gauguin 
in Avanl et Apres). 

1891, Tahiti 

29 REVERIE (MELANCOLIQUE) 

Oil on canvas, 37 x 26 3/4 in . 
Signed and dated , lower right: P Ca11g11i119 1 
L ent by the William Rockhill Nelson Callery of 
ArtKansas City , Missouri (Nelson Fund) 
Ex coll: Ambroise Vol lard , Pari s; Dr. Ha hnloser, 

Zurich (?); J . E. Wolfensberger, Zurich; 
Justin K. Tha nnhauser, New York; 
Josef Stransky, New York ; Wildenstein , 
New York 

Exh: probably Durand-Ruel , Pari s, 1893, no. 28; 
Societe des Beaux-Arts, Beziers, 190 1, 
Peintures .. ., no. 52, as Tahi1ienne au 
rocking-chair; Paris, 1906, Salon d ' Automne, 

no. 72 (as Reveuse); Grafton G a lleries, 
London , 19 10- 11 , Manet and the Post-Im
pressionists, no. 45 ; Kun sthalle, Basel, l 928, 
no. 66; Museum of Modern Art, New York, 
1929, First Loan Exhibition, no. 38; 
Wildenstein , New York , 1936, no. 2 1; 
Wildenstein , New York, 1946, no. 14; 
Musee de l'Orangerie, Paris, 1949, no. 26; 
Wildenstein , New York, 1956, no. 25 

Ref: Malingue, 1948, p. 169, ill. ; Rewald , Post
lmpressionism, p. 501 , ill. ; Go ldwater, p. 
102, ill. 

The sitter is probably Tehura , Gauguin 's native 
wife, who posed for this painting as she did for 
The Ancestors of Te!tamana and The Woman with 
a Mango (nos. 5 1 a nd 40). Jn his book Noa Noa, 
Gaugu in describes her: " My wife is not very 
talkative ; she is at the sa me time full of la ughter 
a nd melancholy . .. " 

1891, Tahiti 

30 SULKING WOMAN (TE FAATURUMA) 

Oil on canvas, 36 x 27 in . 
Signed a nd da ted on hat brim, lower left : P 
Cauguin 91 
Inscribed , upper left: Te Faaturuma 
L ent by The Worcester Art Museurn 
Ex coll: Gauguin, sa le, Paris, Hotel Drouot, Feb. 

18, 1895, no . 30, (bo ught in by Gauguin 
for 400 francs); Edga r Degas, sa le, Pari s, 
Galerie George Petit , Mar. 26- 27, 1918, 
no. 41 , for 14, 100 francs ; Galeries Bar
bazanges, Pari s; John Levy Gallery, 
New York. 

Exh: Copenhagen, 1893, Frie Uc/stilling, no. 162; 
Durand-Ruel , Paris, 1893, no. 27; Museum 
of Modern Art, New York, 1929, First 
Loan Exhibition, no. 43 ; Art Institute of 
C hicago, 1933, Century of Progress, no 360; 
Wildenstein , New York, 1936, no. 19, and 
1946, no. 13 

R ef: Alexandre, p. l 44; A Guide to the Collections 
of the Worcester Art Museum, 1933, p. 110, 
ill. 

Gaugu in probably derived thi type of compo i
tion with steep perspective showing two wa ll s of 
a room and open space glimpsed through a win
dow or door in the back from Japanese prints. 
He used the brooding woma n in Street i11 Tahiti 
(no. 3 1 ), a nd in a sli ght ly different pose, in Te 
Rerioa (Co urta uld lnstitute, London). A sketch 
in the Carnet de Ta!titi (p. 64 recto) shows her 
aga in . 

4l 



3 1 Stree t in a Tahitian Village. The Toledo Museum of Art 



In the introduction to Noa Noa, C harles Morice 
descri bes this picture: " D own th ere towards th e 
interior, in an open Maori house, a woman , 
sitti ng cross-legged , before the doo r, her elbow 
on her knee, her lips swelled with a nger, who has 
been alone for a t lea t fi ve minute , sulks, with
out anyone's knowi ng why, no t eve n herself, 
perhaps just for pleasure." 

1891, Tahiti 
31 STREET 1 A TA HJTfAN VILLAG E 

Oil on canvas, 45 1/2 x 34 7/8 in . 
Signed a nd da ted , lower right : P Co 91 
Lent by The Toledo Museum of Art (Cifr of 
Edward Drummond Libbey) 
Ex col/: Ambroi se Vollard, Pa ri ; Fru Asa Rohde, 

Copenhagen ; Hugo athan, Fra nkfort 
a / M ; Frau Ma rtha a than , Frankfort 
a / M ; Wilden tein , ew Yo rk 

Exh: Kunsthalle, Basel, 1928, no. 64; Ga lerien 
Thannhau er, Berlin , 1928 , no. 50; Wilden
stein , ew York, 1946, no. 30 ; Roya l Sco t
tish Academy, Edinburgh a nd Ta te Ga llery, 
London, 1955, no. 42; Wildenstein , ew 
York, 1956, no. 24 

Ref: Alexandre, p. 103, ill. ; Mali ngue, 1948, p. 
173, ill: 

There are ro ugh pencil sketches for thi s picture 
in the Carnet de Tahiri (Doriva l, Carnet, pp. 9 
a nd 12 recto, 22 verso). The squa tting wo ma n 
a ppears a lo ne in Sulking Woman (no. 30) of the 
same year. 

1891, Tahiti 

32 TAHITIA LA DSCA PE 

Oil on canva , 253/8 x 185/8 in . 
Signed and da ted , lowe r left: P. Cauguin-91 
Lent by TheM etropolitan Museumof Arts (A nony
mous Cifr) 
Ex col/: Etienne Bigno u, Pa ri s; Ma rsha ll Field , 

C hicago 
Ref: Malingue, 1948, p. 175, ill. (a 1892) 

This painting i imilar in style a nd content to 
Street in a Tahitian Village (no. 3 1) a nd like it is 
a lso related to ketches in the Carnet de Tahiti
of 1891-93. Gauguin li ked the texture o f coar e 
canvas, a nd so met ime he eve n pa inted o n burlap, 
which helped to give hi s work th e " barbaric" 
look he sought for. While many of hi s ea rlie r 
Breton land capes are seen from a bove, teepl y, 
as in Japanese print s, in thi s painting of 189 1 the 
landscape i viewed from eye level. 

30 Sulking Woman The Worcester Arr Museum 

1891, Tahiti 

33 U DE R TH E PA DA US (I RARO 
TE OVIRI) 

Oi l on canva , 283/4 x 36 in . 
Signed a nd da ted , lower left : P Gauguin 91 
Inscribed, in a diffe rent hand, bo tto m right : i raro 
te oviri 
Lent by the Minneapolis lnsti/11/e of Arts (Dun
woody Fund, 1941) 

Ex coif : Marcel K apferer, Pa ris; Justin K. Thann 
ha user, ew Yo rk ; Mr. a nd Mrs. G il bert 
E. Fuller, Bo ton 

Exh: Co penhagen, J 893, Frie Udstil/ing; Kuns
tha lle, Basel, 1928, no . 68; Ga lerien T ha nn
ha u er, Be rlin , 1928, no. 54; Wilden tein , 

ew York, 1946, no. J 7; Royal Scott ish 
Academy, Edinburgh, a nd Ta te Gal lery, 
London , 1955, no. 41 

Ref: Rewald , Post-Impressionism, p. 5 11 , ill. 

Thi s is o ne of the eight canvases Ga uguin li sted 
in letters to hi s wife a nd Daniel de Monfreid, both 
of Dec. 8, 1892, tating that they were bein g 
shipped for a n ex h ibit ion of hi works tha t was 
to be held in Copenhagen in 1893 . The artist 
insisted that the pictures a ppea r in the exh ibition 
with Ta hitian title on ly, fee ling that thi s would 
increase thei r myste rious a nd exo tic qua litie . 
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36 Tahitian Landscape. The Minneapolis lnstitute of Arts 

There is a version of thi s picture in the co llecti on 
of Dr. a nd Mrs. David M. Levy, New York, with 
the inscription a t th e left in tead of the right. 
A d ra wing of a dog (Rewa ld , Dra wings, no . 71 ), 
a nd one o f a woma n ca rrying frui t (Carnet de 
Tahiti, no. 27, recto) we re proba bly used for th e 
pa inting. The woma n a t the right a ppea rs in a 
co lo red mono type as the fro ntispiece of th e ma nu
scrip t o f Noa Noa. Both fi gures, in a slightly dif
fere nt arra ngement, a re used in th e wood en
grav in g Noa N oa (Guerin , no. 16). 

1891, Tahi ti 

34 MA WITH A AX E 

Oil o n ca nva , 361/4 x 271/4 in. ILL. PAGE 83 
Signed a nd da ted , lower left : P Cauguin 91 
L ent by M r. and Mrs. A lex M . Lewyt, New York 
Ex coll: Pa ul Ga uguin , a le, Hotel D rouo t, Pa ri s, 
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1895, no. 13 (bought in by th e a rti st 
fo r 500 franc ); Ambro ise Vo lla rd, Pa ri s 
(bought fro m th e a rti st in 1895); pri vate 

co llection, Switzerla nd ; Wildenstein , ew 
York 

Exh: Du ra nd-Ruel, Pa ri s, 1893, no . 15; W ilden
stein , New York, 1956, no. 27 

Ref: Alexa ndre, p. 260; R ewa ld, Post-Impres
sionism pp. 494, 502, 514, ill. , p. 495. 

This is a scene described by G auguin him elf in 
Noa Noa : " On th e sea , close to the st ran d, I 
see a pirogue, a nd in the pi rogue a ha lf-naked 
wo ma n. On the sho re is a man, a lso undressed 
. . . Wi th a harmo ni ous gesture th e ma n ra i e 
a heavy axe in hi s two ha nds. Jt leaves a bove a 
blue impre sio n aga in t the sil very ky ... On the 
purple so il , long erpen tine leaves of a meta llic 
ye llow ma ke me think of a mysterious sacred 
wri ting of the a ncient orient . They d i tinct ly fo rm 
the sacred wo rd of Ocea nic o ri gin , A tua [God] 
.. . In the pirogue the woma n was putt ing ome 
nets in orde r. The blue line of th e ea was fre
quently broken by the green o f th e wave-crests 
fa lling on the breakwa te r o f cora l. " 



A wa ter co lo r (Rewald , Gauguin, p. 114, ill.) , a 
d rawing (Rewald, Post-Impressionism, p. 494, ill. ), 
a nd th e pa inting Peacock s (Matamoe) of 1892 
(Malingue, 1944, p. 9 1, ill. ) how the figure o f 
th e ma n with the axe. The woma n appea r in 
a pa inting of 189 1, The Fishen voman (Alexandre, 
p. 207, ill. ), a nd the same deco ra ti ve pa ttern o f 
leaves in Under the Pane/anus (no. 33). 

1891, Tahiti 

35 STILL LIFE WITH ORA G ES 

Oil on ca nvas, 26 x 301/8 in. 
Signed , lower left: Paul Gauguin [da te illegible] 

L e/1/ by Mr. and Mrs. Basil P. Gou!andris, New 
York 
Ex co!!: Dr. M. Meirowsky, Berlin ; Mr . Marga ret 

Thompson Biddle , Pa ri s (s al e , P a ri s, 
G a le rie Cha rpentier, June 14, 1957, no. 
21 , for $297,000) 

The fruit in the dish have been ca lled a pples, 
which do no t grow in the South Seas, and they 
a re mo re proba bly Ta hiti an wild ora nges. 

Like so many of Gauguin 's still lifes, thi s one is 
difficult to da te. The numera l have been in
terpreted as [ 19] 0 I but could just as well read 
[ 18] 9 I , which is more proba ble as thi i the time 
when G a uguin was influenced by Ceza nne. The 
technique is a lso less free an d broad tha n in the 
la ter period (no. 67). In the still li fe in th e iarchos 
collecti on (no . 37), Ga uguin uses the same chest 
a nd simila r ye ll ow a nd pin k fl owers pa inted with 
the same ca re fo r deta il s. 

36 TAHITIAN LANDSCAPE 

Oil on ca nva , 263/4x 363/8 in . 

Signed, lower left: P Go 

c. 1891 Tahiti 

Len/ by The Minneapolis lnstitu/e of Arts (Julius 
C. Elie! M emorial Fund, 1950) 

33 Under the Pandanus. The M inneapolis Instituteof Aris 
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Ex coll: Ambroise Vollard, Paris; Mrs. Chester 
Beatty, London ; Wildenstein, New York ; 
Henry Clay Frick Collection, New York; 
Wildenstein, New York 

Exh : Wildenstein, New York, 1956, no. 23 
Ref: Malingue, 1948, p. 45, ill.; Rewald, Post

lmpressionism, p. 509, ill.; Goldwater, p. 
106, ill. 

Gauguin wrote in Noa Noa of the beginning of 
his life in Tahiti: "I tried to work, making a ll 
kinds of notes and sketches. But the landscape 
with its violent pure color dazzled and blinded 
me. I was always uncertain ... " This landscape 
seems to have been painted early in his stay and 
in effect i closer to nature than a painting like 
Under the Panclanus (no. 33), where Gauguin 
has created a stylization of a tropical scene. 

37 TAHITIAN FLOWERS 

Oil on ca nvas, 371/2 x 241/4 in. 
Signed, lower right : P Gauguin 

c. 1891, Tahiti 

Lent by Mr. and Mrs. Stavros S. Niarchos, New 
York 
Ex coll: Eugene Blot, Paris (sa le, Paris, Hotel 

· Drouot, May JO, 1906, no. 29) ; Oscar 
Schmitz, Dresden; Mr. and Mrs. Edward 
G. Robinson , Beverly Hills 

Ex h: Kunsthalle, Basel , 1928, no. 102; Galerien 
Thannhauser, Berlin , 1928, no. 74; Wilden
tein , New York, 1956, no. 29; The Niarchos 

Collection, Knoedler Galleries, New York, 
ational Gallery of Canada, Ottawa, Mu

seum of Fine Arts, Boston, 1957- 8, no. 19, 
Ta te Gallery, London, 1958, no. 20 

Ref : Goldwater, p. 104, ill. 

Although this till life ha been dated as late as 
1901 , the tightness of execution and concentration 
on detail suggest that it was painted during Gau
guin's first stay in Tahiti. The vase is probably 
one made by Gauguin himself. The two figure 
o n it appear many times in hi work ( ee no. 52). 

c. 1891- 3, Tahiti 

38 TAHITIAN LANDSCAPE 

Oil on canvas, 231/2 x 361/2 in. 
Lent by Mrs. Arthur Lehman, New York 
Ex coll: Frau Ida Bienert, Dresden ; Wildenstein , 

New York 
Exh : Kunsthalle, Basel, 1928, no. 62; Wilden

stein, New York, 1956, no. 49 
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Ref : Malingue, 1948, p. 112, ill. (as Paysage de 
La Martinique, 1887) 

The dating of thi landscape is extremely uncer
tain. It has been dated as late as 1899 to 1902, but 
its close approximation to reality makes it more 
probable that it was painted during Gauguin ' 
first stay in Tahiti , if not in Martinique in l 887. 

1891- 2, Tahiti 

39 TAHITIA WOME 0 THE BEACH ** 

Oil on canvas, 43 1/4 x 35 1/4 in . 
Signed, lower right: P. Gauguin 
Lent by Mr. Robert Lehman, New York 
Ex coll: Ambroise Vollard, Paris ; AlphonseKa nn , 

Paris 
Exh: Wildenstein , 1956, no. 30; Mu ee de l'Oran

gerie, Paris, 1957, La Collection Lehman, 
no.67 

Ref: Gauguin, Noa Noa (transl. by 0. F. Thei , 
1920), ill. opp. p. 108; Malingue, 1948, 
p. I 76, ill ; Rewald , Post-lmpressionism, 
p. 509, ill. 

The lack of modeling, and the flat color area , 
even the brush strokes in this painting are unique 
in Gauguin 's work. The seated figure seen from 
the back appears also in the drawing Little 
Tahitian Knickknacks (Rewald, Drawings, no. 68), 
which , though inscribed I 892, was possibly drawn 
in 1891. The gesture of the woman grasping her 
hair is similar to that of another nude in Breton 
Bathers of 1888 (Malingue, p. 119, ill .). 

1892, Tahiti 

40 WOMAN WITH A MANGO (YAHi 
O TE VI) 

Oil on canvas, 271/4 x 17 1/2in . 
Signed, dated and inscribed : P Gauguin 92/ Vahine
no te vi 
Lent by the Baltimore Museum of Art (The Cone 
Collection) 
Ex coll: Gauguin sale, Pari s, Hotel Drouot, Feb. 

18, 1895, no. 2, bought by Degas for 480 
francs ; Edgar Degas, Paris (sa le, Pari s, 
Galerie Georges Petit, Mar. 26- 27, 191 8, 
no. 49, bought by Bernheim-Jeune for 
14,000 francs) ; Bernheim-Jeune, Pari ; 
Paul Rosenberg, New York; Miss Etta 
Cone, Baltimore 

Exh: Durand-Ruel, Paris, 1893, no. 32; Wilden
stein, New York, 1956, no. 33 



Ref : Malingue, 1948, p. 18 1, ill. ; Rewald, Post
Jmpres ionism, p. 51 1, ill. 

As in R everie o f 1891 and The Ancestors of Teha
mana (nos . 29, 51), Gauguin 's model wa hi s 
native wife Tehura. Thi s close-up view of a single 
figure completely filling the canvas and the dec
orative sweep of the dra pery a nd pa ttern ed bac k
drop i probably ba ed on Japane e prints of 
actors or geisha girls. On page 63 of Gauguin 's 
manuscript Noa Noa there is a water-color ke tch 
that a ppea r to be a tudy for this pa inting. 

1892, Tahiti
41 THE SPIRITOF THE D EA D WATC H ES 

( MA AO TUPAPAU )* 

Oil on ca nva, 28 5/8x 36 3/8 in. 

Signed a nd dated , lower left : P Gauguin / 92 
Inscribed, upper left: Manao rupapau 
Lent by General A. Conger Goodyear, New York 
Ex coll: Gauguin sa le, Paris, Ho tel Drouo t, Feb. 

18, 1895 , no. 3 (bo ught in by the a rti st for 
900 fra ncs); Ga lerie E. Druet, Pari s; 
Count Ke ler, Weimar ; Sir Michael 
Sadler, Lo ndo n; Lord Ivo r Spencer 
C hurchill , London ; Percy Moore Turn
er, London ; Jacque Seligma nn , New 
York 

Exh: Copenhagen, 1893 , Frie Uc/stilling; Dura nd
Ruel, Pa ri , 1893; La Libre Esthetique, 
Brussels, 1894, no. 191 ; Grafton Galle ries, 
London , 1910, Manet and the Post-Impres
sionists, no . 42 ; Mu eum of Modern Art , 

ew York, 1929, First Loan Exhibirion, 
no.44 

Ref: Alexand re, pp. 144- 5, 2 18; Ma lingue, 1948, 
p. 186, ill. ; R ewa ld , Post-Impressionism, 
pp. 525- 9, ill. p. 526; Goldwater, p. 11 4, 
ill. 

Tehu ra, Gaugu in 's native wi fe, fe lt a great fear 
of the dark ; thi s seems to have given him the 
basic idea for Manao Tupapau. In hi s let te rs 
and journal Gauguin described thi s picture at 
great length . To expla in it to his wife in Copen
hagen he wro te: "I havema de a nude o f a yo un g 
girl. In thi po ition it wou ld take very little 
to make her look indecent. H owever, I want her 
in thi pos ition , the line and the movement 
interest me. So I put a lit t le fear in her face. I 
must provide a pretext for th e fear, if not expla in 
it, a nd this must be in cha racter with the girl , 
who i a Maori . The e people traditiona lly fea r 

40 Woman with a Mango. Baltimore Museum of Art 

the spirits o f the dead ... . I mu st ex pla in thi s 
fear with a few of the time-honored literary 
devices as possible .. . . I paint the bed clothes 
greenish-yellow, first beca use the linen o f th ese 
savages, made fro m beaten bark, is quite d if
ferent fro m o urs, second , beca u e it c rea te a 
sugge tion of a rtific ia l li ght ( Kana ka wome n 
never sleep in th e da rk), a nd anyway I do not 
want the effect o f a la mp (too common), third , 
thi yell ow, binding together the orange-yell ow 
and the blue, completes the musica l harmony. 
There are a few fl owers in the background but 
th ey must not be rea l fl owers as they ex i t o nl y 
in the gir l's imagina ti o n, so I make them like 
spa rks. The Ka na kas think that the phospho rescent 
glows o f night co me from the spirit of the dead, 
they believe in them a nd fear them. Fina lly I 
have ma de the ghost ju t a pla in little woman , 
for thi s gir l, who has never seen French stage 
ghosts, can o nly pic ture the spiri t o f the dead as 
looking like the per on who has died , in o th er 
words, a pe rson like herself." (Dec. 8, 1892, 
fro m Tahiti ). 
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The first thought for the painting may be the 
charcoal drawing (Rewald, Drawings, no. 15) 
showing the girl alone. She appea rs aga in in a 
wa ter color (Rewald , Drawings, no. 67), and in 
a zincograph and two woodcuts (Guerin , nos. 
50, 15, 40). The pa inting itself can be seen in the 
background of Ga uguin 's Self Portrait with a 
Hat of 1893 (Malingue, 1948, p. 194, ill.) . The 
primitive object at the left of the spirit is proba bly 
a Maori house post from ew Zealand . There 
are several sketches by Gauguin of these objects 
(Rewald, Drawings, no. 42). 

1892, Tahiti 

42 WORDS OF THE DEVIL (PARAU A 
TE VARUA INO) 

Oil on canvas, 37 x 27 1/2 in. 
Signed, dated and inscribed, lower left : P Gauguin 
92/Parau na te Varua/ ino 
L ent by Governor and Mrs. W. Averell Harriman, 
New York 
Ex coll: Gauguin sale, Paris, Hotel Drouot, Feb. 

18, 1895, no . JO (bought in by the artist 
for 500 francs); Ambroise Vollard, Paris; 
Millet, Paris; Phileas Pluckett, Man
chester, England ; Paul Guillaume, Paris 

Exh: La Libre Esthetique, Brussels, 1894, no. 
192; Paul Rosenberg, Pari s, 1922, Grands 
Maitres du XIX Siecle, no. 41 ; Wilden
stein , New York, 1956, no. 32 

Ref: Alexandre, p. 262; Rewald, Post-Impres
sionism, p. 513, ill. 

This picture repeats the mood of The Spirit of the 
Dead Watches (no . 41 ), although the girl i 
standing instead of lying on the bed and the idol 
is shown full face rather than in profile. It is Eve 
after the Fall rather than the Innocent Eve (see 
note, no. 104). There is a pencil sketch of both 
fig ures and a pastel study showing them both ; 
the figure of the girl a lone appears in a monotype 
(see Rewald, Drawings, nos. 40, 55, 106). 

In the Strindberg letter that was used as preface to 
Gauguin's sale in 1895 at the H otel D rouot, the 
Swedish dramatist expressed his dislike for Ga u
guin 's work, " ... you have created a new heaven 
and a new earth , but I do not enjoy myself in 
the midst of your creation. It is too sun-drenched 
for me, who enjoys the play of light and shade. 
And in your Paradise there dwells an Eve who is 
not my ideal- for I , myself, have my own ideas 
a bout the ideal woman or women." 
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1892, Tahiti 

43 THE BURAO TREE (TE BURAO) 

Oil on canvas, 35 1/2 x 26Y2 in. 
Signed, da ted and insc ribed, lower right: TE 
Burao / P. Gauguin 92 
L ent by The Ari lnstilute of Chicago (The Joseph 
Winterbotham Collection) 
Ex coll: Marius de Zayas, ew York (sale, New 

York, Anderson Galleries, Mar. 23, 
1923, no. 83, for $3000) 

Exh: Metropolitan Museum, ew York, Jm-
pressionisl and Post-Impressionist Paintings, 
1921, no. 50 

Ref: Rewa ld , Post-Impressionism, p. 510, ill. 

It has been suggested that the house represents 
Ga uguin 's hut in Tahiti , but mo t of his various 
i land hou es were larger and more comfortable. 
It is interesting to note that Ga uguin had used 
a very similar pattern of branches in 1889 in the 
foreground of a Breton landscape (Stockholm 

a ti ona l Museum ). 

44 TH E SACR ED MO UNTAI 
TE MARA E) 

Oil on canvas, 26 x 35 in . 

1892, Tahiti 

(PARAH I 

Signed, dated and inscribed, lower right: P Gau
guin 92 PARAH/ TE MARAS [sic] 
Lent by Mr. and Mrs. R . Meyer de Schauensee, 
Devon, Pa. 
Ex coll: Pa ul Ga uguin , sa le, Pa ri , Hotel Drouot, 

Feb. 18, 1895, no. 26 (bought in by 
Gauguin for 360 francs); Ambroise Vol
la rd , Paris; Bignou Gallery, New York 

Exh: Copenhagen, 1893, Frie Udstilling; Durand
Ruel, Paris, 1893, no . 20; G rafton Galleries, 
London, 1910- 11 , Manet and the Post
Jmpressionists, no. 40a; Wildenstein, New 
York, 1956, no. 34 

R ef: Alexandre, p. 144; Malingue, 1948, p. 183, 
ill .; Goldwater, p. J J8, ill. 

Charles Morice, in hi s introduction to Gauguin's 
Noa Noa, described the cene of this paint ing as 
"a place of grandeu r and horror ; the starkness of 
the rites of dea th ; human blood fl owed there ; and 
skull carved on the enclo ure surrounding the 
temple, bea r witness to this and make it plain." 
J . A. Moerenhout, an American who had once 
erved as consul in Tahiti , wrote a book about the 

Polynesian religion, Voyages aux iles du Grand 



Ocean (Paris, 1837). A French trader in Tahiti, 
Goupil, lent a copy of this book to Gauguin and 
from it the artist borrowed many of his religious 
subjects, altering them in his persona l way. 

The water-color sketch for this painting (no. 106) 
shows a plain fence with skulls, but the carved 
bone earplug, an article of per onal adornment 
worn in the Marquesas, sketched at the upper 
right of the drawing Tahitian Women (no. 97), 
suggested the primitive design that he gave to 
the fence in the final version, this painting in oil. 

1892, Tahiti 

45 I OLDE TIMES (MATA MUA)* 

Oil on canvas, 36 x 27 in. 
Signed and dated, lower right: P. Gauguin 92 
Inscribed, lower left: MATA MUA 
L ent anonymously 
Ex coll: Gauguin sale, Paris, Hotel Drouot, Feb. 

18, 1895, no . 6 (bought in by the artist 
for 500francs); Gustave Fayet, Igny; Paul 
Rosenberg, Paris and New York ; Mr. 
and Mrs. Gilbert E. Fuller, Boston 

Exh: Durand-Ruel, Paris, 1893, no. 6; Wilden
stein , New York, 1936, no . 24; 1956, no. 35 

R ef : Malingae, 1948, p. 174, ill.; Rewald , Post
Impressionism, pp. 522, 530, ill , p. 523 

In 1892 and 1893 Gauguin painted four picture 
with the same mood of bucolic happiness-a ll 
show a native girl playing a Maori reed flute 
(vivo). The other three are the Feast of Hina 
(Hina Maruru, Rewald, Post-Impressionism, p. 
522, ill.), Joyousness (Arearea, Rewald, foe. cit. , 
p. 528, ill.), and Pastora/es Tahitiennes (Pushkin 
Museum, Moscow). 

The water-color fan (no. 107) shows a si mila r 
scene. 

1892, Tahiti 

46 WORDS WORDS 
(PARAU-PARAU) 

Oil o n canvas, 30 x 38 in. 
Signed, dated and inscribed, lower left: parau 
parau/ P Gauguin/ 92 
L ent by Ambassador and Mrs. John Hay Whitney, 

ew York 
Ex coll: Gauguin sale, Paris, Hotel Drouot , Feb. 

18, 1895, no. 39 (bought in by the arti st 
for 130 francs); Ambroise Vollard, Paris; 
Galerie Tanner, Zurich ; Marquis Mae
da , Japan ; Wildenstein , New York 

Exh: Kun thalle, Basel, 1928, no. 79 
Ref: Goldwater, p. 112 ill. ; Rewa ld, Post-Im

pressionism, p. 525 ill. 

Thi picture is essentially an elaboration on Small 
Talk (Les Parau parau, Pushkin Museum, Mo -
cow) painted the year before, which is compo ed 
o f the circle of women chatting in the back
ground. The foreground figure is ta ken from the 
Boro Budur frieze 

It may be either thi s or the Moscow painting 
which is mentioned in the two letters of Dec. 8, 
1892 to his wife as Parau Parau (Parole Parole) 
and to hi s friend Daniel de Monfreid a Parau 
Parau- Conversation ou /es potins as being 
hipped to Copenhagen for the 1893 exhibition 

(Frie Udstilling ). 

1892, Tahiti 

47 EARLY MOR l G (T E POIPOI )** 

Oil on canvas, 27 x 36 1/4 in. 
Signed and dated , lower left: P Gauguin 92 
Inscribed , lower right : TE POIPOI
L ent by Mr. and Mrs. Charles S. Payson. Ne1v 
York 
Ex coll: Gauguin , sa le, Paris, Hotel Drouo t, Feb. 

18, 1895, no. 11 (bought in by Gauguin 
for 320 franc ); Ambroise Vollard , Pari ; 
Max Pellequier, Pa ri ; Galerie George 
Petit, Pa ri s: D. W. J . Ca rgill , Glasgow; 
Knoedler Galleries, ew York 

Exh : Durand-Ruel , Pa ri s, 1893, no. 22; probably 
Paris, Salon d'Automne, 1906, no . 63, La 
Toilette 

Ref: Malingue, 1948, p. I 82, ill. ; Rewald , Post-
Impressionism , p. 532, ill. 

The woman in the foreground and the tree behind 
her are used again in a woodcut (Guerin , no. 41 ). 
A picture entitled Tahiti (private collection , Pari ) 
show a similar exo tic scene in the ea rly morn in g. 

1892, Tahiti 

48 THE HOUS E OF SO G (TE FARE 
HYM ENEE) 

Oil on canvas, 20 x 35 1/2 in . 
Signed, dated a nd inscribed at bottom right : 
P. Gauguin 92/ TE FARE H YMENEE 
Lent by Mr. and Mrs. Carleton Mitchell, Annapolis, 
Md. (Courtesy of the Baltimore Museum of Art ) 
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48 The I-louse of Song. Mr. and Mrs. Carleton Mite/re// 

Ex coll: Ma rczell de emes, Buda pest (sale, 
Pari , G a lerie Ma nzi, June 18, 1913, for 
6200 fra ncs) ; Ba ron Herzog, Budape t ; 
Mr. a nd Mr . La wrence W . Lo wma n, 

ew Yo rk 

Exh: Sta dti sch es Kun s tmu seum , DU sse ldorf, 
19 12, no. 11 9 

Ref: A lexa ndre, p. 11 3, ill. 

Ga uguin wro te fro m Ta hiti th a t th e na ti ves we re 
ex traordin a rily gifted musica lly. Thi a nd th e 
simila r pa inting, The Devil Speaks, of 1891 
( ogniat, Gauguin , 1947, pl. 72, ill. ), differ fro m 
most of G a uguin 's Ta hitia n works in reco rding 
a n o bserved scene clos ely the o th er pa inting o f 
thi peri od tend to be imagina ti ve a nd sty li zed. 
Pro ba bly o nly fig ures in Mo the r Hubba rds were 
actua lly to be een, bu t fo r th e sa ke o f a n exo tic 
to uch, Ga uguin a dded three figures, cro uch ing in 
the middle fo regro und, co pies fro m o the r pa int
ings o n which he wa wo rkin g a t th e sa me time. 
A num ber o f ketch e for deta il o f thi s picture 
a ppea r in th e Carnet de Tahiti. A woodcut, 
ca lled fnterior of a House, of 1896 (G uerin , no . 
56) repea t mo tif from it. 

G a uguin describes such a Ho use o f So ng in Noa 
Noa: " They a ll assembl e in a o rt of communa l 
ho use to ing a nd ta lk. They sta rt with a prayer ; 
a n o ld ma n recites it fir t very ca refully, a nd 
everyone else repea t it as a refra in. Then they 
sing o r even tell sto ries to ma ke each o ther 
la ugh." 
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1892, Tahit i 

49 WE SHALL OT GO TO MARKET 
TODAY (TA MATETE) 

Oil o n ca nvas, 283/4 x 361/4 in . 
Signed and dated , lower right: P. Gauguin 92 
Inscribed, lower left : TA MATETE 
L ent by the Kunstmuseum, Basel, Switzerland 
Ex coll: Fa bre, Pa ri ; a no n. sa le, Berlin , Cas-

sirer-Hebig, Ma r. 8, I 917, sold fo r 
20, 100 ma rks; Ba ro n vo n Hirsch, Fra nk
fort a/ M 

Exh: Sa lo n d Auto mne, Pa ris, 1906, no . 161 (as 
Frise peinte: Tahiti ); Kunsthalle, Basel, 
I 928, no . 77 (as Die Bank); G alerien Tha nn
ha u er, Berlin , 1928, no. 62; Mu ee de 
l'Ora ngerie, Pa ri s, 1949, no . 33 (as L e 
Marche) 

Ref: Rewald , Post-fmpressionism, p. 520, ill .; 
G o ldwa te r, p. 110, ill. 

These styli zed wo men itting stiffly in a row with 
the upper part o f the body see n full fro nt a nd 
the fee t, legs a nd head in profile, a re deri ved 
directly fro m Egyptian a rt. Amo ng G a uguin ' 
photograph s there was o ne o f a Theban to mb 
fresco o f th e XVIIIth D ynas ty (British Museum ). 
H e may even have seen th e fresco itself during hi s 
vi it to E ngland in 1885. F o r a no ther exa mple o f 
borrowing from Egyptian a rt see the wa ter co lo r 
Pape M oe (no. 109). 



The soli d blue of the tree trunks reca ll s a remark 
Gauguin had made to the pa inter Seru sier a bo ut 
the a rbitra ry u se of color : "Use the stro ngest 
blue in the box if a tree looks blue at a ll. " 

1893, Ta!titi 

50 S IESTA 

O il on canva , 35 x 453/4 in. 

Lent by Mr. and Mrs. l ra Haupt, New York 
Ex coll: Wil helm H a nsen, Co penhagen ; Co l

lection Alpho n e K a nn , Pa ri s; Baron 
Ma t ukata, To kyo; Wildenstein , ew 
York 

Exh: Kun thaus, Z urich, 1917,Franzosische Kunst 
des X IX 11. XX Ja!trlnmderts, no. 103; Wil
den tein, ew York, 1956, no. 38 

Ref : Ma lingue, J 948, p. J 87, ill .; Rewa ld , Post
Jmpressionism, pp. 532, 533, ill. 

[n ugge ting deep space by mea ns of the con
ve rging boards of the fl oor, Ga uguin took his in
spirationfrom the Ja pa ne e prin tmakers a nd from 

D egas, wh o was much influenced by Japanese 
prints. He had with him in th e South Seas a re
producti on of a H arlequin with Ballet Dancers by 
Degas a nd wrote of it in Avant et Apres: " Before 
me is a photogra ph o f a pa inting by D egas. The 
line o f th e fl oor run towa rds a very high a nd fa r
away po int on th e ho ri zon." G a uguin used th e 
sa me device for a wa ter color in h is manuscript 
Ancien Culte Ma/1orie, p. 25. The re i a pencil 
sketch from li fe fo r th e girl lyi ng on her stomach 
in th e a lbum Documents Ta!titi (Rewa ld, Draw
ings, no. 37). 

1893, Ta!t iti 

51 TH E A CESTO RS O F T EHAMA A 

O il o n canvas, 30 x 2 1 1/2 in . 

Signed a nd da ted, lower left center: P Gauguin 93 
Inscribed , lower left: MER A HJ METUA N O 
TEHAMA NA 
L ent by Mrs. ChaunceyMcCormick, Chicago
Ex coll: Daniel de Monfreid , Pa ris; bought from 

50 Sies1a. Mr. andMrs. Ira H aup l 
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51 Tlte Ancestorsof Tehamana.Mrs. ChaunceyM cCormick 
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his da ughter by Jacques Seligmann , 
Pari s a nd New York ; Stephen C. Clark, 

ew York 
Exh: Dura nd-Ruel, Pa ri s, 1893 , no. 33 
Ref : Alexandre, p. 219, ill. ; Malingue, 1948, 

p. 202, ill. 

Thi s is a po rtra it o f Tehura , G auguin 's Tahiti an 
wife, ho lding a fan that sy mbo li zed for the a rtist 
th e a ncient no bility o f Tahiti . H e described her in 
Noa Noa as a "child o f a bout 13 yea rs (th e equi v
a lent o f a bo ut 18 to 20 in Europe)." In th e same 
book he seems to be interpretin g this picture when 
he writes, " Now tha t I ca n unde rstand Tehura , 
in wh om her a ncesto rs sleep a nd sometimes drea m, 
I stri ve to see a nd think through this child , a nd to 
find aga in in her the traces o f th e far away pas t 
which socia lly is dead indeed, but till persists in 
vague memo ries." While Gauguin was in F rance 
fro m 1893 to 1895, Tehura ma rried a Tahitian. 

1893, Tahiti
52 TH E MOO N AND TH E E ARTH (HI NA 

T EFATO U) 

Oil o n burla p, 45 x 24 1/2 in . 
Signed a nd da ted , lower left : Gauguin '93 
Inscribed , lower ri ght: Hina/ Tef alou 
L en/ by the M useum of M odern Ari (Lillie P. Bliss 
Collection), N ew York 
Ex coll : Edga r D egas, Pa ri s (proba bly acquired 

a t th e time of th e Gauguin ex hibition a t 
Durand-Ruel in .1893 ; sa le, Pa ri s, G a leri e 
Geo rges Petit, 1918, n o . 40, 14,000 
fra ncs) ; Pa ul R osenberg, Pa ri s; Marius 
de Zayas, N ew York ; Stepha n Bour
geo i , N ew Yo rk ; Lillie P. Bliss, N ew 
Yo rk 

Exh: Durand-Ruel, Pari s, 1893, ill. o n cover, no . 
5; Metro polita n Museum, N ew York, lm
pressionisl and Post-lmpressionisl Painlings, 
1921 , no. 52; Museum of Modern Art, New 
Yo rk, 1929, First Loan Exhibition, no. 45 ; 
Wildenstein , New York , 1936, no 28a; 
Wildenstein , N ew York, 1946, no . 24; Roya l 
Scotti sh Academy, Edinburgh, a nd Ta te 
G a llery, Lo ndon, 1955, no . 44 

R ef: Ma lingue, 1948, p. 191 , ill. ; Rewa ld , Posl
lmpressionism, p. 530, ill. p. 53 1; G oldwa ter, 
p. 122, ill. 

A n a ncient Polynesian myth , recounted in M oer
enho ut's book a nd reto ld by Ga uguin in Ancien 
Cu/le Mahorie, describes a dia logue between Hina, 
th e spirit o f th e Moon, and Fatou, the spiri t o f 
the Ea rth. Hina had begged Fatou to gra nt man 
li fe a fter dea th , and had been sternly refu sed , but 

was nevertheless dete rmined. " Hina replied , 'Do 
as yo u like, but I sha ll ca ll the moon to be re
bo rn .' And all that Hina possessed co ntinued to 
exist ; th a t which Fa to u possessed peri shed, a nd 
ma n had to die." 

G a uguin was fa scina ted by thi s myt h a nd illus
trated it in th e manuscript o f th e Ancien Culte
with a dra wing showin g th e two gods eated fac
ing each o ther, a ppa rently hi s first th ought for 
th e treatment o f the theme, and th e one tha t he 
used in a drawin g, a woodcut, a wa terco lo r, o n 
th e vase in no. 123, and in a wood sculpture . . 1 n a ll 
o f these exa mples the group is crude a nd the 
figures have been given a co nsciou ly primitive 
a ppearance. In thi s pa inting, however, th e piri t 
of th e Moon is sta nding, a ppa rently entrea tin g 
th e bust o f th e Ea rth spirit , a nd th e effect of thi s 
changed compos ition is much more like tra d iti on
a l Europea n pa inting a nd reca lls Cour bet's The 
Source in the Metropo lita n Museum . 

When thi s picture was first ex hibited in Pa ri s a t 
Durand-Ruel in J 893, it was reproduced on th e 
cover o f th e ca talogue. Achille D elaroche, th e 
onl y write r, so Ga uguin sa id , who under tood 
him, reviewed it with a comment that Ga uguin 
va lued highly a nd qu o ted more tha n once: "Ina n 
a rena o f stra nge co lo rs, like th e ripples of a brew, 
di vine o r diabo lica l, one does no t know which, 
mysterio us wa te rs po ur forth for lips thirsty fo r 
the Unknown. " 

c. 1893, Tahiti
53 STILLLIFE WTTH APPL ES, PEA R AND 

A JUG 

Oil o n ca nvas, 111 1/4 x 14 3/8 in . 
Lent by Mr. and Mrs. Waller £. Sachs, New York 
Ex coll: Gustave Fayet, Jgny, Fra nce; Wilden-

stein , N ew York 
Exh: Wildenstein , New York, 1946, no. 25 ; Wil

den te in , New Yo rk, 1956, no. 40 

The jug in th e shape of a head is probabl y one of 
G auguin ' own ceramics, like th e jug in StillLife 
with Head-Shaped Vase (no . 19). 

c. 1893, Paris 

54 STILLLIFE WTTH P EAC H ES 

Oil on ca nvas, 10 x 12 1/2 in . 

Signed, lower ri ght: P. Go 
L en/ by Mr. and Mrs. Waller £ . Sachs, N ew York 
Ex coll: Possibly Gustave Fayet, Jgny; Wilden-

stein , N ew York 
Exh: Poss ibly Salon d 'Automn e, Paris, 1906, no. 
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52 The Moon and 
the Earth Museum of 
Modem Art, New York 



5; Wildenstei n, ew York, 1946, no. 26; 
Wilden tein , ew York , 1956, no. 39 (as 
S till Lif e, Apples) 

Ref: Malingue, 1948 , p. 230, ill. 

In 1906 the first importa nt retrospective exhibition 
of Gauguin ·s work wa held at the Sa lo n d 'A u
tomne in Pa ri s. Gustave Fayet, a n en thusias ti c 
admi rer a nd co llecto r of Gauguin 's wo rk during 
his lifetime, lent what eem to have been hi s 
entire collecti on: 25 pa inting, 26 wa terco lo rs, 
pastel , a nd drawings, 2 wood reliefs, 7 ceramic 
pieces, and 10 lit hograph . This sti ll life probably 
wa among the paintings ex hibited. 

c. 1893, Paris 

55 PORTRAIT OF TH E A RTIST WITH A 
IDOL 

Oil on canva , 17 1/4x 12 7/8 in. 
Signed, upper right: PGO 

Lent by theMarion Koogler McNay Art Institute, 
San Antonio, Texas 
Ex coll: Pa ul Cas irer, Berlin ; Alfred Flechtheim, 

Berlin ; Carl euma nn , Jr. , Barme n; P. 
de Boer, Am terdam ; Josef Stransky, 

ew York; Da lze ll Ha tfield , Los Angeles 

Exh:Wilden tein , ew York, 1936, no . 40 (as 
painted c. 1898) 

Ref: R ewald , Post-Impressionism, pp. 306, 350, 
459, ill. p. 307 

In another version of this painting, Ga ugu in has 
painted in the backgro und a d rawin g or engraving 
after Delacroix's ceiling decora ti o n in th e Pa la is 
Bourbon , Paris, the ect io n howing Ada m a nd 
Eve driven from Para dise. This refers to Ga ugui n's 
exi le fro m the para dise of Tahiti to Paris, where 
both of these portraits were pa inted . The inclusio n 
of the idol a lludes to Ga ugu in 's new ro le as a 
painter of primitive people. 

1893, Paris 

56 PORTRAIT OF THE A RTIST WITH 
PALETTE 

Oil on canvas, 361/4x 2 3/4 in . ILL. o COVER 

Signed and in. cribed, upper right: it Ch.M orice 
de son/ami P CO 

Lent by Mr. and Mrs. ArthurSachs,Paris 

Ex coll: C harles Morice, Paris ; G u tave Fayet , 
lgny; Pau l Rosenberg, Paris 

Exh: Musee de 1·ora ngerie, Pa ri , 1949, no. 4 1; 
R oya l Scottish Academy, Ed inburgh, a nd 
Tate Gallery, Lo ndo n, 1955, no. 46 

R ef: Alexandre, p. 67 ill. ; Ma li ngue, 1948 , p. 

195 ill. ; Goldwater, p. 124, ill.; Rewa ld , 
Post-Impressionism,ill. frontispiece 

Ga uguin seems to have painted thi portrait from 
a photograph of him elf (ill. Malingue, 1946, p. 
43 ), add ing the moustache and beard. He probably 
made it in hi s studio in the Rue Vercingetorix. 
Hi bizarre costume is described by his painter 
friend Armand Seguin , " In this Astrakhan cap 
a nd eno rmo u dark blue coat held together by 
delica te cla p he appeared to Parisia ns like a 
gorgeous an d giga ntic Magya r. " The insc ripti o n 
on the pa inting dedicates it to C harles Morice, 
who collabora ted with Gauguin on Noa Noa. 

1894, Paris 

57 THE DAY OF TH E GOD (MAHA A O
ATUA) 

Oi l o n canvas, 27 3/8 x 35 5/8 in. 
Signed a nd dated , lower left : Gauguin 94 

Inscri bed , lower left: MA HANA no Atua 

Lent by The A rt Institute of Clticago (Helen Birch
Bartle/I Memoria l Collection) 

Ex coll : Bern hei m-Jeu ne, Pari ; Frederic lay 
Ba rtlet t, C hicago 

Exh: Mu eum of Modern Art, New Yo rk, 1929, 
First Loan Exltibition, no. 46 ; Wildenste in , 

ew York, 1936, no. 29 
R ef: Goldwater, p. 126, ill. 

Tho ugh painted in Pa ri s, thi s is o ne o f Gauguin's 
most important a nd bril liant Ta hiti an compo
si ti ons, which more or less sums up his ideas of 
a ncient Maori life, unta inted by civi li za tio n. He 
describes such a sce ne in Noa Noa: " They are 
happy a nd undisturbed. They dream, they love, 
they sleep, they sing, they pray, and it seem that 
Christ ia nity has not yet penetrated to th is place. 
Before me I can clea rly see the sta tues of their 
divinities. though actua ll y they have lo ng ince 
disappeared ; especia lly the statue of Hi na and the 
fea sts in ho nor of the moo n godde s. The ido l of 
a si ngle block of stone measures ten fee t fro m 
houlder to houlder and forty feet in height. O n 

her head she wea rs in the manner of a hood a 
huge stone of redd ish co lo r, aroun d her they dance 
accord in g to the a ncien t rite ... . " It is intere tin g 
to note that the arti st takes this descrip ti on of the 
ido l direct ly from a paragraph about the fa mou 
Ea ter Island ta tues by J . A. Moerenhout 
(Voyage aux fies du Grand Ocean , Pa ri s, 1837). 
There i a woodcut (Guerin , no . 43) of the a me 
composition , and many of th e fig ures, the t ree, 
and the ido l appear repea ted ly in ot her paintings. 
A ketch of th e main portion o f th e Day of the
Cod i in a Letter to an Unknown Collector (no. 
113). 
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1894, Paris 

58 F. SCH EKLUD, TH E VIOLO CELLIST 

Oil on canva , 36 1/4 x 28 3/4 in . 
Signed a nd elated , upper right : P. Gauguin 94 
In cribed, upper left: Upaupa SCHNEKLUD 
L ent by Mr. and Mrs. Jacob Blaustein , Pikesville, 
Md. 
Ex coll: Co ll ect ion " Peau de /'Ours," Paris (sa le, 

Pari , Ho tel Drouot, Mar. 2, 19 14, no. 
26, sold fo r 4000 fra ncs to Druet); 
Marcel orero, Paris (sa le, Pa ris, Ho tel 
Drouot , Feb. 14, 1927, no . 49, so ld for 
60,200 francs to Stonborough) ; Jerome 
Stonborough, Pa ris (sa le, New York , 
Parke-Bernet, Oct. 17, 1940, no. 69, so ld 
ror $4 100) 

Exh: Kunsthaus, Zurich , J 9 17, Franzosische
Kunst des X IX und XX Jahrhunderts, no. 
100; Wildenstein , ew York, 1946, no. 28 

R ef: Malingue, 1948 , p. 157, ill. 

Thi s portra it was painted in Pa ris between Ga u
guin 's ojourns in Tahiti. One can ee a similar 
"art nouveau " pattern in the background of Still 
Life with Oranges (no. 35). The painter mention 
the sitter, a friend a nd a profes io nal musician, 
in one of his letters, where he called him " upa
upa, ". probably a Tahitian nickna me fo r "mus ic 
rnan. '' 

59 FA RM BRITTA Y 

Oil o n canva , 28 1/2 x 35 5/8in . 
Signed, lower left: P. Gauguin 

1894, Brillany 

L ent by the M etropolitan Museum of Art (Bequest 
of Margaret S. L ewisohn ) 
Ex coll : Josef Stransky, ew York ; Adolph 

Lewi o hn , New York ; Samuel A. Lewis
o hn , New York 

Exh: Metropo lita n Museum, New York, 1111-
pressionist and Post-lrnpressionist Paintings, 
192 1, no . 49; Wildenstei n, New York, 1946, 
no . 9 

Ref: Pe rruch o t, H ., Gauguin Sa Vie Ardente et 
Miserable, Paris, 1948, ill. plate op. p. 80 

Although thi s picture ha been placed about 1889, 
1894 seems a better date. A painting (Malingue, 
1948 , p. 199, ill.) signed and dated in this year 
shows th e sa me scene in a condensed form . 
Pro ba bly both were painted in Brittany between 
G a uguin 's two Tahitian visit . 

1896, Tahiti 

60 WHY ARE YOU A GRY? ( O TE AHA 
OE RLRI) 

Oil o n ca nvas, 37 3/8 x 51 in. 
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Signed and ela ted, lowe r right : P Gauguin 96 
Inscribed , lower left: no te aha oe riri 
Lent by The Art Institute of C/1icago (Mr. and Mrs. 
Martin A. Ryerson Collection) 
Ex coll: Mme E. C ha us on , Pa ri ; Dura nd-Ruel , 

ew York 

Exh: La Libre Es theti q ue, Brussels, 1904, Exposi
tion des peintres lmpressionistes, no. 55 ; 
Roya l Scottish Academy, Edinburgh , and 
Tate Gallery, London, 1955, no. 54; Wil
denstein , ew York, 1956, no. 43 

Ref: Alexa ndre, pp. 144, 260, p. 245, ill . ; Mal
in gue, 1948 , p. 209, ill .; Goldwater, p. 128, 
ill . 

Five years before this , Gauguin had painted two 
other pictures wit h imilar compositio ns, The 
Big Tree (Te Raau Rahi;F. Griesinger o llect ion, 
Clevela nd ) a nd TheMaori House (Te Fare Maorie; 
Rheinfelden Collection , Switzerland). There is a 
drawing on parchment in the Louvre fo r th e semi
nude sea ted figure , and a monotype of the subject 
exists (Rewa ld , Dra wings, no . 38). The same fig ure 
appears in Gauguin 's manuscript Avant et Apres 
and again in a pai nting The Sister of Charity 
dated 1902 (Marion Koogler Mc ay Art [nst itute, 
San Antonio, Texas). The woman in th e doorway 
fo ll ows a sketch in the a lbum Documents Tahiti 
( Rewa ld , Dra wings, no. 70) of J89 J- 1893. 

The mood or thi picture is well described by 
Gauguin in Avant et Apres : " Let everything abo ut 
yo u breathe the calm and peace of the ou l. Also 
avo id mo tion in a pose. Each of your figures o ught 
to be in a static position. " 

c. 1896, Tahiti 

6 1 MATER ITY 

Oil o n canvas, 36 3/4 x 23 1/2 in . SEE FRONTISPIECE
Signed, lower right: Paul Gauguin 
L ent by Mr. and Mrs. Da vid Rockefeller, New 
York 
Ex coll: Gauguin sa le, Papeete, Tahiti , 1903, no . 

I 04 (bo ught for 150 francs by Cochin ); 
Comma ndant Cochin , Pari ; Michel 
Ma nzi, Pari s; Alphonse Kann , Pa ris; 
Dik ran Khan Kelekia n, New York ( a le, 

ew York , American Art Gallerie , Jan. 
3 1, 1922, no. 152 (bought for $7,000 by 
Stephan Bo urgeo is); Stephan Bo urgeo is, 

ew York ; Adolphe Lewisohn , New 
York ; Wildenstein , ew York ; Mrs. H. 
Huttles to n Rogers, New Yo rk ; Wilden
stein, New York ; Mr. and Mrs. Edwin 
C. Vogel , New York 

Exh: Salo n d 'Automne, Pa ri s, 1906, no. 213 ; 



Metro po lita n Museum, ew Yo rk , Im
pressionist and Post-Impressionist Paintings, 
192 1, no. 48 (a da ted 1899); Wildenstein , 

ew Yo rk , 1946, no. 7; Wildenste in , ew 
York, 1956, no. 45 

R ef: Alexa nd re, p. 267, ill. ; G o ldwa ter, p. 134, 
ill. 

Thi s is the pa in ting described by Victo r Sega len 
in hi s int roduction to Ga uguin 's lette rs (Le11res de 
Paul Gauguin a Daniel de Monfreid, J 920) a a 
wo rk acq uired a t th e a ucti o n held a fter G a uguin 's 
dea th by a young French nava l ensign na med 
Cochin : "A very bea ut iful ca nvas: three wo men, 
o ne who is nur ing sea ted a t th e feet o f th e o th ers 
who a re set aga inst a ye ll ow sky." ln 1899 Ga uguin 
pai nted a no th er pictu re, M aternity at theSeaside 
( Pushkin Museum, Moscow), which is a s li ghtly 
d iffe rent a rra ngement o f th e co mpo iti o n, with a 
few sma ll figures added a nd different co lo r . The 
two sta nding women appea r aga in with a simila r 
backg ro und in a pa in ting o f 1899, T!tree Ta /t itians 
(A lexa nder Ma itla nd Collectio n, Edinburgh). The 
g irl holding fl owers wa inspired by the Java ne e 
fr ieze o f Boro Budur an d a ppears a lso in Two
Tahitian Women (no. 64), in Faa l/1ei!te of 1898 
(Co urta uld Institute, Lo ndo n), a nd in two pa int
ings in Moscow, Rupe Rupe a nd The L egs of 
Mary ( Te Avea No Maria, Pushkin Museum ). She 
is a l o p resent in a wood relief, War and Peace, 
190 1 ( Ma lingue, 1943, p. 148, ill .), in a woodcut 
Rape of Europa (Guerin , no. 65), a nd in a mo no
type in the ma nuscript o f Avant et Apres. The 
fl owering bra nch in th e upper ri ght in Maternity 
is pro ba bly ta ken fro m Ja pa ne e woodcut a nd 
a ppears in a ll three o f the Mo cow pictures. 
G a uguin used th e head a nd sho ulders of th e two 
standing figu res fo r a title pla te o f hi s Ta hiti a n 
newspa per, Le Sourire (G uerin , no. 8 1 ). In hi s 
no tebook Documents Taltili, th ere i a squa red
off pencil d ra win g o f the mo the r a nd child . 

Comma nda nt Cochin , the fi rst owner o f thi s pa int 
ing, to ld C ha rle C ha se (Gauguin el son Temps, 
c . 1955, p. 148) how he acquired it : " At th e sa le in 
Pa peete ... l bo ught the picture, T!tree Vahines,
which is a l o ca ll ed Ma1erni1y , fo r 150 frcs.: th e 
G overn o r Petit , who was bidding aga inst me, had 
o nly bid 135 frcs . .... When Ireturned to Euro pe, 
I bro ught it ho me between two sh irts; Ma urice 
D en is relined it fo r me ... " 

c. 1897, Tal1i1i 

62 YO U G MA WITH A F LOWER 

O il o n ca nva , 18 x 13 in . 

Signed , lowe r left : P Co 
L e by M r. and M rs. Hank Greenberg, S!taker 
H eig!t1s, Ohio 

Ex coll: Ambro ise Vo llard , Pa ri ; Henri Ma tisse, 
Pa ri s; John Quinn , ew Yo rk ; Lilli e P. 
Bli s, New Yo rk ; Museum of Modern 
A rt , New York ; Jacques Seligma nn , 

ew Yo rk ; Stevenso n Burk e, Clevela nd 
Exh:Metro po lita n Museum, ew York , Impres

sionist and Post-Impressionist Paintings, 
192 1, no . 53; Wildenstein , ew Yo rk, 1936, 
no. 38a; Wildenstein , ew Yo rk, 1956, no. 
47 

Henry Ma ti sse, who a t th e beginning o f his ca reer 
wa grea tly influenced by Ga uguin , acq uired this 
picture as ea rl y as 1898 fro m Vo lla rd, proba bly 
in excha nge fo r o ne o f hi s own. 

Ga uguin pa inted ma ny o f th ese sma ll bust po r
t ra it ketche, mo tly o f women. Th is is o ne o f the 
few of a Ta hit ia n tane, or ma n. 

1898, Tahi1i 

63 LI FE-G LVI G BATH (T 
AVE) 

PA PE AVE 

Oil o n ca nvas, 29 1/4 x 37 5/8 in . 

Signed , dated an d in cribed , lower left: Paul 
Gauguin / 98 / TE PA PE NAVE NAVE 
L ent by Mr . and Mrs. Leig!t B . Block , C!ticago 
Ex coll: Bernheim Jeune, Paris; Pa ul Ro enberg, 

ew Yo rk 
Exh:Wildenstein , ew Yo rk , 1956, no. 48 

R ef: Al exa ndre, ill. o pp . p. 240 

This pictu re repea ts with so me changes th e right
ha nd po rti o n o f Ga uguin 's mas terpiece D'ou
venons-nous? (Bosto n Museum o f F ine Arts) . It is 
th e po rti o n tha t G a uguin de cribe in a letter to 
D a niel de Mo nfreid a representing the pring, 
o r th e beginning o f life, which expla ins hi s title, 
L ife-giving Bath
The poses fo r the fig ure in thi s picture, as fo r the 
grea t Bosto n pa inting, a re ta ken ma inly fro m the 
fri eze of th e Java nese temple a t Boro Budur, while 
the genera l a rra ngement o f nude fi gure in a n 
idy llic la ndsca pe is most reminiscent of Puvis 
de Chava nne . 

Ga uguin kept repea tin g pa rts of D'ou venons-nous 
until hi s dea th . Thi s gro up o f two sea ted fig ures, 
which had fi rst a ppea red in TheHead of theCod 
King of 1892 (W. Ba rth, Paul Gauguin , 1929, pl. 
XXVll ), was used aga in as la te as 1903, when 
Ga uguin pa inted hi s las t versio n o f the Boston 
picture (Caz. des B.-A. , X LVll , 1956, p. 150, ill .). 
The group is mi ss in g, perh a ps cut o ff, fro m a 
d rawing o f th e Life-giving Bat!t (Rewa ld , Draw-
ings, no. 105). The sea ted fi gure in the center 
a l o a ppea rs in a woodcut (G uerin , no. 67). 

57 



1899, Tahiti 

64 TWO TAHITIAN WOM E 

O il o n ca nvas, 37 x 28Y2 in . 

Signed a nd dated , lower left : 99 / P. Gauguin 
L ent by The M etropolitan M useurn of Art (Gif t of
William Church Osborn) 
Ex coll : G ustave Fayet, l gny; Wildenste in , New 

Yo rk ; Willia m C hurch Osbo rn , New 
York 

Exh: Pa ri s, 1906, Sa lo n d 'A uto mne, no. 14; 
Wildenstein , New Yo rk, 1936, no. 41 ; Wil
denste in , New Yo rk, .1946, no. 35; Musee de 
l'O ra ngerie, Pa ri s, J 949, no. 54 

R ef: A lexa ndre, p . 259, ill . p. 185; Ma lingue, 
l 948, p . 48, ill . p. 208, G o ldwa ter, p. 152, ill . 

T hese women, compa red to such " primi t ive" 
type a the Ta hiti a n girl o r vahine in The Moon 
and the Earth (Hina Tef atou, no . 52), a re fo rmed 
upo n a E uropea n conception of refi ned fema le 
bea uty, a n e lement tha t G a uguin conscio usly ex
cluded fro m hi s work. The poses of both fig ures 
are deri ved fro m the fri eze o f the Java nese tem
ple at Boro Budu r. These fi gures ha d a lready been 
used in th e Faa Iheiheo f 1898 (Co urta uld Insti
tute, Lo ndo n) a nd a ppea red aga in in Rupe Rupe 
of 1899 (Pushkin Museum, Moscow). The girl o n 
the left is to be fo und a lso in th e fo rm o f a ca rved 
wooden sculpture (L'A rt d 'aujourd'hui, JV, 1927, 
pl. LXXVIII ), in a mo notype in the ma nu cript 
Avant et Apres a nd in a woodcut that was used 
as th e mas thead fo r a n iss ue o f Le Sourire (Guerin , 
no . 73). For other representa ti o ns o f the girl o n 
t he ri ght see th e no te o n Maternity (no . 61 ). 

c. 1900 

65 MOTH E R AN D D AUG HTE R 

O il o n ca nvas, 28 7/8 x 36 1/4 in . 

L ent by M r. and M rs. Walter H . Annenberg, 
Wynnewood, Pa. 
Ex coll: A mbroise Vo lla rd , Pa ri s; G ustave Fayet, 

Tgny; Baron Matsuka ta, Tokyo ; pri va te 
co llecti o n, Germa ny 

Exh: Galerien Tha nnha user, M unich, a nd Ar
no lds K unst-Sa lo n, Dresden, J 9 10, ex hi bi
ti o n o f Volla rd collecti on ; Wildenstein , 

ew Y o rk, 1956, no. 50 

Ref: M ir fskousstva (l e Monde Artiste), St. Pe ters
burg, vol. VJIT- JX, 1904, ill. , p. 222; C ha rles 
Morice, Paul Gauguin, 19 19, pl. o pp . p. 112, 
ill . ; A lexa ndre, p. 105, ill. 

Ga uguin , like most o f hi s F rench co ntempora ries, 
was much interes ted in pho togra phy a nd owned 
ela bora te pho togra phic equipment . A photogra ph 
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( Mme A. Joly-Sega len, Pa ri s) that belo nged to the 
a rtist a nd was possibly ta ken by him, seems to 
have been the source fo r thi s ca refull y posed 
double po rtra it of a wo ma n a nd a girl. The po r
tra it o f Ga uguin 's mo ther pa inted a fte r her dea th 
was do ne fro m a pho togra ph , a nd the Portrait 
of the artist with Palette (no . 56) as well as th e 
Girl with Fan (Folkwa ng Museum, Essen) 
pro ba bly were a lso pa inted fro m snapsho ts. 

1901, Tahiti 

66 PORTRAIT O F A W O MAN WITH TWO 
C HILDR EN 

Oil o n ca nvas, 38 1/4x 29 1/4in. 

Signed a nd da ted, lower left : Paul Gauguin / 1901 
Lent by The Art Institute of Chicago (Helen Birch 
Bartlett Memorial Collection) 
Ex coll: Ambro ise Vo lla rd, Pa ri s; Frederic C lay 

Ba rtlett, C hicago 

Exh: Galerien Tha nnha user, Munich, a nd Ar
no lds Kun st-Sa lo n, Dresden, 1910 ex hibi
tio n o f Vo lla rd collecti o n, no. 28 ; Ga lerien 
Tha nnha user, Berlin , Erste Sonderaustel-
lung, 1927, no . 103; Museum o f Modern 
A rt , New York, 1929, First Loan Exhibi
tion, no. 49 

Ref : Deutsche Kunst und Dekoration, XXVII, 
19 10- 11 , p. 115, ill. 

This gro up wa p ro ba bly pa inted in T a hiti before 
the end o f the summer o f 1901 when Ga uguin 
left fo r H iva-Oa (La D ominica) in the Ma rquesas. 
The woma n a nd her two children a re po rt ra its 
a nd Gauguin has given them a more individua l 
loo k tha n usua l with him. T here is a n a ppea lin g 
perso na l qua lity in the pic tu re, which is devo id o f 
a ll symbo lic overto nes. 

1901, Ta Iii ti 

67 STILL LIFE WITH TH E PAINTI G 
" HOPE" BY P UVTS DE C H AVANNES 

Oil o n ca nvas, 25 3/4 x 30 1/4 in . 

Signed a nd dated , lower right : Paul Gauguin/ 1901 
Lent by Mr. Na than Cummings, Chicago 
Ex coll: M r. a nd M rs. R obert R . McCormick , 

C hicago 

Exh: R oya l Scott ish Aca demy, Ed inburgh, a nd 
Ta te Ga lle ry, Lo ndo n, 1955, no. 62 

Ref: A lexandre, p . 47, ill .; Ma lingue, 1948, p . 



64 Two Tahitian Women The Metropo/itau Museum of Art 



225, ill. ; Goldwa ter, p. 39, ill. ; R ewa ld , 
Post-Impressionism, p. 93 , ill. 

Thi s i one of severa l still lifes o f sunflowers made 
in 1901. G a uguin missed E uropea n flowers in 
Ta hiti a nd occa iona lly had his fri end D aniel de 
Monfried send him packets o f eed , which he 
pla nted around his hut. The picture at the upper 
left is a representat ion o f a tudy by Puvis de 
Chava nnes now in the Louvre, of which G auguin 
had a pho togra ph in his hut. He had a lready used 
it in 1892 for the figure in th e Seed of the Areois 
(Willia m S. Pa ley, ew York). The sma lle r pic
tu re below th e Pu vis is by D egas. 

68 T H E CA LL (L'A PPEL) 

Oil on ca nvas, 51 1/4 x 35 1/2 in . 

1902, Marquesas 

Signed a nd dated , lower right: P. Gauguin/ 1902 
L ent by the Cleveland M useum of Art (Gift of 
H anna Fund and Leonard C. Hanna, Jr.) 
Ex coll: A mbroise Volla rd, Pa ris; Ba ron Wolf 

Ko hner, Buda pest; Wildenstein , ew 
York 

Exh: Grafton Ga lleries, Lond on, 19 10- 11 , Manet 
and the Post-Impressionists, no. 39; Cologne, 
'19 12, Secession Exhibi tion, no . 172; Wil
denstein , ew York, 1936, no . 45 ; Wilden
stein , New York, 1946, no . 39; R oya l 
Sco ttish Academy, E dinbu rgh, a nd Ta te 
G a llery, London, 1955, no. 63. 

R ef : G oldwa te r, p. 156, ill . 

T his p icture is pa in ted in the new ra nge of co lo r 
Ga uguin bega n to use in th e Marquesas. Purple , 
ma uves a nd vio lets a re placed side by side with 
pinks, reds a nd o ra nges, producing a n iride cent 
effect o f exotic co lo r under tro pica l sunlight. Jn-
tead of th e fla t a rea o f color u ed so often in 

Tahiti he returned to the sho rt pa rallel ha tchings 
o f his ea rlier Ma rtin ique a nd Brittany peri ods. 
The figure of the girl with the o utstretched ha nd 
is copied from a man on the east fri eze of th e 
Pa rthenon. 

T here a re two other pa in ting of the same yea r, 
The Apparition, or Incantation (Ma lingue, J 948, 
p . 226, ill. ) a nd Aux Iles M arquises (Stadel 
Kunstin stitut, Fra nkfort), which have a very simi
lar setting. The ta nd ing figures o f L 'Appel appea r 
in the background of the latter as well as in the 
las t version of D'ou venons-nous of 1903 (Gazdes 
Beaux -Arts, XLYIJ, 1956, p. 150, ill. ), in a pencil 
ketch a nd a mono type (Rewa ld , Drawings, no . 

11 3- 114), a nd two studies in the manu cript 
Avant et Apres. The heads o f the two figures 
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a ppea r in the pa inting of 1902, The Flight, 
( Malingue, 1948, p. 232, ill. ) a nd a monotype 
(Rewa ld , Drawings, no. 115). The sea ted woman 
een from the back is used fo r a no ther picture o f 

th e same yea r, Tahiti (Erich Wiese, Paul Gauguin, 
1923, n.p., ill ) a nd fo r two mono type (Rewald , 
Dra wings, nos. 111 - 11 2). 

1902, Marquesas 

69 HO RS EM E O TH E B EACH 

Oil on ca nvas, 29 x 36 1/4 in . 
Signed a nd da ted , lower le ft : Paul Gauguin 1902 
L ent by Mr. and Mrs. S tavros S . N iarclws, N ew 
York 
Ex coll : Dr. Emil vom Ra th , Cologne ; Wallraf

Richa rtz Museum, Cologne (given by 
Dr. vom Ra th , 1913) ; Mr. Edwa rd G . 
Ro bin on , Beverly Hill 

Ex /1 : Cologne, 19 12, Secession Exhibition, no. 
173 ; Kun tha lle, Basel, 1928, no . 105; Wil
denstein , ew York, 1956, no. 51; The 
N iarclws Collection, K noed ler Ga llerie , 

ew York, a ti ona l G a ll ery of Canada , 
O ttawa , Museum of F ine Arts, Boston , 
1957- 8, no . 20 Ta te Ga llery, London , 
1958, no. 21 

R ef: Ma lingue, 1948, p. 236; Go ldwa ter, p. 158, 
ill . 

Ano ther versio n o f thi s pa inting in the Folkwa ng 
Mu eum in Essen, a lso da ted 1902, shows five 
o f the sa me ho rsemen a nd the trees, bu t in a 
different a rra ngement . A co lo r sketch, unda ted , 
of the upper portion of the pai nting wi thout 
figures, a ppa rently a direct record of a rea l scene, 
is in th e Ny Ca rl sberg G lypto th ek, Copenhagen. 
The two riders in p rofi le a re in pi red by figures on 
the West Frieze o f the Pa rthenon, photograph 
o f which were fo und in Ga uguin 's ho use after hi s 
dea th . 

1903, Marquesas 

70 WOM E A D A WHITE HOR SE 

Oil on ca nvas, 28 1/2 x 36 in . 
Signed a nd da ted , lower ri ght : P. Gauguin 1903 

L ent by the Museum of Fine Arts, Bo ton 
Ex coll: Gustave Fayet, Jgny; Am broise Yollard, 

Pa ris ; Pa ul Rosenberg, Pa ri ; Joh n 
Taylo r Spa uldin g, Boston 

Exh:Kunstha lle, Basel, 1928, no. 9 1; Galerien 
Thannhause r, Berlin , 1928, no. 79; Wilden
stein , N ew Yo rk, 1936, no. 46; Musee de 
l'O ra nge rie, Pa ri , 1949, no . 59; Roya l 



Scottish Academy, Edinburgh, a nd Ta te 
Ga llery, Londo n, 1955, no. 65; Wilden
tein , ew Yo rk, 1956, no. 53 

Ref: A rthur Po pe, Art Ne 1Vs, vo l. XXVIII 1930, 
p. 125, ill .; R . H . Wilen ki , Modern French 
Painters, 1947, p. 354 

T hi s o ne o r G a uguin 's las t work s, pa inted 
proba bly in Ma rch a little mo re tha n a mo nth 
befo re he died . Its co mpositi o n i imila r to th a t 
of a pa inting he did in 1902 (Rewa ld , Gauguin , 
p. 142, ill. ). The sa me scene a ppear in a mono
type, Changement de R esidence, o n page 173 o r 
the ma nuscrip t o f Avant et Apres. The backgro und 

29 Reverie. William Rock
hill Nelson Gallery of Art,
Kansas City, M issouri 

o r th e picture depends o n a wa ter-co lo r sketch 
Fro m na ture pa ted o n page 179 o r th e ma nu
script o f Noa Noa a nd a no th er versio n of thi 
water co lo r is no . 102 o r thi s ex hibiti o n. 

The cro o n th e hill in th e background is th e 
o ne put up by th e Ca th o lic mi s io n o f A tua na, 
a nd in view o f Ga uguin 's ba ttle with th e church 
during th ese yea rs, it is pu zzling to fi nd it here 
a nd in severa l o th er work s made a t th e end oF hi 
life. The pose o f the girl o n the ho rse and th e 
woma n a t ri ght a re Fro m th e Java nese Temple or 
Boro Budur. 
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78 L'Arlesienne. Mr. T. £. Hanley 

DRAWINGS AND WATER COLORS 

c. 1879, Paris 

71 STUDIES OF A WOMA 'S H AD 

harcoal, 9 x 11 1/2 in . 

Lent by Mr. and Mrs. Herbert Mayer New York 
Ex coll: Pola Gauguin , Copenhagen; private col

lection , Stock holm 

R ef: Rewa ld, Dra wings, no. 2, ill . 

Thi page was once part o f an early sketchbook, 
and ha been dated as late as 1884-85. More 
probably, however, it is a study for the portrait o f 
hi wife ewing, which Gauguin painted in 1879 
(Malingue, 1943, p. 20, ill .). 
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72 HEAD OF A WOMA 

Pastel, l l 1/2 x 9 in . 

c. 1879, Paris 

Lent by Mr. and Mrs. Herbert Mayer, New York 
Ex coll: Pola Gauguin , Copenhagen; pri va te 

collection , Stockholm 

Ref: Rewald, Dra wings, no. I , ill. 

Thi head wa once in the ame ketch book as the 
preceding drawing. Its softnes , which is also 
characteri t ic of the paintings made about 1879, is 
later replaced by sharpnes and precision. 



c. 1880- 90, Brittany 

73 H EA D OF A BRETON WOMAN 

C ha rcoa l, l 15/16x 12 3/8 in . 

L ent by TheArt lnstitute of Chicago (TheArthur
H eun Fund) 

Exh: Museum Boymans, R o tterdam, Musee de 
l 'Orangerie, Pari s, J 958, Van Clouet tot Ma
tisse, no. 170 

Ref: Rewa ld , Dra wings, no. 8, ill . 

T he re i a pencil ske tch of two legs o n th e back 
o f th i shee t, quared as if for transfer. 

1886- 1887, Brittany
74 WOMA BATH E R 

Black cha lk a nd pa te l, 23 x 13 13/16 in. 

Signed, lower left : P Gauguin 
L ent by the Art Institute of Chicago (Given in 
memory of CharlesB. Goodspeed by Mrs. Gilbert 
W. Chapman)
Ex coll: ·Paco Durrio, Pa ri s 

Exh:G a lerien Tha nnha user, Berlin , 1928, no. 
160 ; Kun sth a lle, Ba e l, 1928, no . 158; 
Wildenste in , ew Y o rk, 1956, no. 55 

Ref: Alexa ndre, p . 13, ill. ; R ewa ld , Dra wings, no . 
j 3, ill . . 

Thi s drawing is a study fo r the picture Bathers in 
Brittany, da ted 1887 ( Ma lingue, 1948, pl. 119),
a nd a lso e rved as prepa ra ti o n for a z incograph 
o f th e sa me tit le (G uerin , no. 3). 

c. 1888, Brittany 

75 COWS A D BR ETO WOMA 

Wa terco lo r, 10 3/8 x 12 1/4 in . 

Signed, lower left: P Go 

Lent by Mr. and Mrs. Siegfried Kramarsky,New 
York 
Ref: Goldwater, p. 57, ill. in co lo r 

This is another decorative symbo list compos it io n 
li ke N ir vana ( ee no. 25). One might compa re th e 
imaginative q ua lity of the trees with the fanc iful 
plant li fe of the later Ta hitia n pictures. The a lmost 
playful moo d never rea ppea red in Gaugu in ' 
wo rk after he reached T a hi ti in 189 1. 

c. 1888, Brittany 

76 SEATED BRETON WOMA 

Black cha lk a nd pa te l, 12 15/16 x 18 7/8 in. 

Signed and in cribed, uppe r right : a M. Laval/ 
Souvenir/ P G 

Lent by TheArt Institute of Chicago ( The Mr. and 
Mrs . Carter H. H arrison Collection) 
Ex coll: C ha rles Lava l, Pa ri s; A . Cotterea u, 

Pa ri s (?) 
Exh:Wilde nste in , New Yo rk, 1956, no. 56 

Ref: Rewa ld , Dra wings, no. 6, ill . 

The fo llowing inscriptio n a ppea rs o n th e back of 
this drawin g: " The drawing o n th e other side of 
th is sheet wa used by Ga uguin in the decoration 
of a ceramic jardiniere made by C ha ple t. Thi s 
informatio n was given to me at the Ga le rie C ho i-
e ul by Leno ble, o n-in-law of C haplet, o n April 

15, 1928, [signed] A . Cottereau ." The ja rdiniere 
th a t Gauguin decorated in 1888 for C ha plet is 
now in the Musee d 'Art e t d ' Histoire, Brusse ls, 
purcha ed in l 896 for 400 fra ncs. T wo o th er 
drawi ngs for the sa me vase a re known . 

This drawing is dedicated to Ga uguin 's painter 
friend , C ha rles La va l, with whom he went to 
Pa na ma a nd Martinique in 1887. 

c. 1888, Brittany 

77 H EA D OF A BR ETO BOY 

Pastel, 7 3/4 x 7 1/2 in . 

Lent by Mr. a11d Mrs. George N. Richard, New 
York 
Ex coll: Wildenstei n, New Yo rk 

Ref: Rewa ld , Drawings, no. 9, ill. 

The ame boy posed for a no th er drawin g (Re
wa ld , Dra wings, no. 12) whi ch Ga uguin used fo r 
hi s pa intin g Two Young BathersofBr itta11y, da ted 
1888 (fo rmerly co llecti o n Wilhelm Weinberg, 
Sca rsda le, N . Y. ). Pe rh a ps he wa s a lso the model 
for one o f the boys in th e pa in ting o f 1888 , The
Wrestlers (W . Ba rth , Paul Gauguin, J 929, pl. 2, 
i 11 .). 

78 L 'A RL ES LE 

C ha rcoa l, 22 x 19 in. 

1888, Arles
E ( MM E G I OUX) 

Inscribed, upper ri ght: /' oeil moinsa cote du/ nez/ 
Arete vive/a la ... [?j 
Lent by Mr. T. £ . Hanley, Bradford, Pennsylvania 
Ex coll: Vincent va n Gogh ; Dr. F. H . Hir ch-

lan d , ew Yo rk ; Dr. H . Bakwin , ew 
Yo rk 

Exh: Wildens tei n, ew York, 1946, no. 52 ; Wil
denste in , ew Yo rk, 1956, no . 58 

Ref: A. Meyerson , Konsthistorisk Tidskrif1, XV 
( 1946), pp. 142- 144 ; Rewa ld , Post-Impres
sionism, pp. 25 1, 355- 6, 397- 8 a nd Draw
ings, no . 15; Goldwater, p. 33, ill. 
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Gauguin was evidently much impressed by Van 
Gogh's famous painting, The Night Cafe (Stephen 
C. Clark Collection , ew York), fini hed the 
month before he arrived in Aries. He immediately 
started a ver io n of hi s own, for which this draw
ing is a study. It is the same Mme Ginoux, wife 
of the proprietor of the cafe, who posed for Van 
G ogh's L'Arlesienne of 1888 (Metropolita n Mu
seum, New York). 

Gauguin gave this d rawing to Van Gogh, who 
pai nted four picture from it a little more than a 
year later at the hospita l at St. Remy. Shortly 
before hi death in June, 1890, Van Gogh wrote 
to Gauguin: " . .. It gives me enormous plea ure 
when you ay the Arlesienne's portra it which was 
founded strictly on yo ur drawing is to yo ur liking 
... as synthese of the Arlesiennes are rare, take 
thi as a wo rk belonging to you a nd me as a 
summary of our months o f wo rk together." 

1888-89, Paris 

79 STUDI ES AFTER THE CERAMIC L EDA 
AND THE SWAN 

Water color and charcoal , 12 1/2 x 16 3/8 in. 
Signed a nd inscribed , lower ri ght : P Gauguin/ Pot 
en gresChaplet 
Lent by Mr. and Mrs. Henry Root Stern,Jr., Min
eola, New York 
Ex coll: Barones La ngelfeld ; Anon . sa le, Paris, 

H otel Drouot, Mar. 20, 1944, sold for 
22,500 frs.; Mr . Ca rl Bea le, Pebble 
Beach, Ca lifornia ; Knoed ler, ew York; 
Mrs. Willia m Woodwa rd, Jr., ew York 

Ref: Rewald , Drawings, no. 23, ill. 

These a re sketches of a ceramic jug of Leda, with 
the swan's neck a nd head a the ha ndle. Gauguin 
designed and completed it with Chaplet's ass ist
ance (see under no . 76). Gauguin used the theme 
of Leda and the swan in a decora tion he painted 
for the ceiling of the inn at Pont-Aven and in a 
z incogra ph (G uerin , no. l ). 

1889, Brittany 

80 THE YELLOW C HRIST 

Water co lor, 6 x 5 in. 
L ent by Mrs. Gilbert W. Chapman,New York 
Ex coll: Paco Durrio, Pari s; Albert Rouillier,

Chicago 
Exh: Proba bly exhibited with the Durrio co llec

tion in the Sa lon d 'Automne, Pari , 1906; 
Kunsthalle, Ba el, 1928, no. 149; Galerien 

Thannhauser, Berlin , 1928, no. 107; Wil
denstein , New York, 1956, no. 59 

Ref: Goldwater, p. 56, ill. ; Rewald , Drawings, 
no . 20, ill. 

This i a study for the painting of the same sub
ject ( ee no. 16). 

1890, Brittany 

8 1 LES FOLIES D E L' [AMOUR]* 

Gouache a nd water co lo r, Diam. J2Y2 in. 
Signed and da ted, lower left : P Go l 290 [ ic] 
Inscribed, upper center: Les Fo/ies de /' [Amour?] 
Lent by Mr. and Mrs. JOhn Rewald, New York 
Ex coll: Wilhelm Ha n en, Copen hagen ; Galerie 

Barbaza nges, Pa ris; Mr. a nd Mrs. Justin 
K. Tha nnhauser, ew York 

Exh:Galerie Barbaza nges, Paris, 1919, no. 21 (as 
Les Folies de L'Amour) ; Galerie L. Dru, 
Paris, l 923, no. 32; Galerien Thannhauser, 
Berlin , 1928, no. J 30; Kun tha lle, Ba el, 
1928, no. 164 or 165 ; Wildenstein , ew 
York, 1956, no. 60; Museum Boymans, 
Rotterdam, a nd Musee de l'Ora ngerie, 
Pa ris, J 958, Van C/ouet tot Matisse, no. 17 J 

Ref: Rewa ld, Post-Impressionism, p. 300, ill. ; 
Goldwater, p. [58), ill.; Rewa ld, Drawings, 
no. 24, ill. 

Thi i one of Gauguin's four designs for plates. 
H e has jokingly in cribed it with the date 1290. A 
second gouache, Vive Les Joies d 'Amour (J. K. 
Thannha user, ew York), i si milar ly dated l 8890 
for l 890. The third de ign, a zincograph, Homis 
[sic] Soit Qui Mal y Pense, Gauguin co lored by 
ha nd (G uerin , no. l ), a nd a fourth , which com
bines elements from the other three, is entitled 
a Venus 

The design i full of ymbols, such as the golden 
sow for lechery, here a pun on the Golden Fleece, 
but mos t of them rema in obscure. 

c. 1891, Tahiti
82 H EA D OF A TAHlTJA WOMA 

Pencil , 12 1/16x 9 5/8 in. 
Lent by Th e Cleveland Museum of Art (Mr. and 
Mrs. Lewis B. Williams Collection) 
Ref : Morice, Gauguin, 1919, p. 149, ill. ; Rewald , 

Drawings, no. 93, ill. 

This sketch from li fe eems to have been used 
for the painting Small Talk (Les Parau Parau), 
dated 1891 (Pushkin Museum, Moscow). 
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c. 1891, Tahiti 

83 H EA D OF A YOU G TAHITIA 
G IR L 

Penc tl a nd ink, 61/2 x 4 1/4 in . 
Inscribed , upper right: Tetua 

L ent by Mr. and Mrs. A lex M. L ewy!, New York 
Ex coll : Ambroise Vollard,Paris; W. Walter, Paris 

Exh: Wildenstein , ew York, 1956, no. 65 
Ref: Do riva l, Carnet, p. 4 1, recto; Rewa ld, Post

Imporessionism, p. 493, a nd Dra wings, no. 
32, ill. 

Thi s a nd th e thirteen fo llowing d rawing once 
for med part o f a sketchbook made durin g Gau
guin 's first stay in Ta hiti . The simple, strong o ut
lines of thi head reca ll Ga uguin 's remark in 
A vanr er Apres (p. 54), "Study the silho uet te o f 
every object ; cl a rity of o utline comes to th e hand 
that is not weakened by a hesi ta nt wi ll. " 

c. 1891, Tahiti 

84 H EA D OF A YOU G TAHITIA
Penc il a nd ink, 6 1/2 x 4 1/4 in. 

fn cribed, upper right: Fare 

L ent by Mr. and Mrs. A lex M. LewytNew York 
Ex coll : A mbroise Yo llard , Pa ri ; W . Walter, Paris 
Ex h: Wildenstein , ew York, 1956, no. 63 
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R ef: Do ri va l, Carnet, p. 101 recto; 
Rewa ld , Post-!111presio11ism, p. 493, an d 
Drawings, p. 33, ill. 

Thi s sketch may have been u ed for the central 
figure in The Repasr (see no . 27). The in cri ption 
Fare is pro ba bly a mi sta ke for Fara, the Tah itia n 
diminuti ve for Francois . 

c. 1891, Tahiti 

85 H EA D OF A YO U G TAHITIA 

Pencil a nd ink, 61/2 x 41/4 in . 
ln cribed, upper ri ght : Taoa 

Lent by Mr. and Mrs. Alex M. LewytNew York 
Ex coll : Ambroi se Vollard Pari ; W. Wa lte r, 

Pa ri s 

Exh: Wildenstein , ew York, 1956, no. 64 

Ref: Doriva l, Carnet, p. 43 , recto ; Rewa ld , Post-
lmpressionism, p. 493, a nd Drawings, no. 
34, ill. 

The boy portrayed in th is sketch may have been 
the model fo r the boy o n the right in the pa in tin g 
The Repast of 1891 (no. 27), o ne of Gauguin 's 
first Tahitian pictures. The treatment of the ha ir 
is very li ke that in drawing by Ya n Gogh. Tho ugh 
Gauguin prided himself on hi s o ri gina li ty, he wa 
awa re of such similaritie a nd wrote in Avant et 
Apres (p. 78): " When I read ' Gauguin' d rawing 
o mewhat resembl es that o f Yan Gogh,' I mile." 



c. 1891, Tahiti 

86 H EAD OF A WOMA 

Pencil and wa ter co lo r, 61/2 x 4 1/4 in. 

Lent by Mr. and Mrs. Alex M . L ewy /, New York 
Ex coll: A mbroise Vo llard , Paris; W. Wa lter, 

Paris 

Exh: W ildenstein , ew York, 1956, no . 66 

Ref: D oriva l, Carnet, p. J J recto 

This is a page from the a me sketchbook as nos. 
83, 84, 85 

c. 1891, Taltiti 

87-96 TE PAGES F ROM A SK ET C HBOOK 
(CA R NET D E TAHITI) 

Pencil and wa ter co lo r, 6 1/2 x 4 1/4 in. 

Lent by Mr. and Mrs. Justin K. Thannltauser, New 
York 
Ex coll: A mbroise Vollard, Paris; W. Wa lter, 

Pa ri s 

Ref : D o r.iva l, Carnet . .. , pp. 14, 17, 20, 47, 60, 
67, 80, 86, 87 

These quick notatio ns of everyday Ta hitia n 
scenes were proba bly done at the beginning of 
Gauguin 's fir t tay in Po lynesia , as they include 
studies u ed ii1 painting of 189 1. The drawing on 
page 47, recto a nd ver o , a nd page 80, verso, are 
preparat ions fo r The House of Song (no. 48) a nd 
on page J 6, recto, for TheDevil Speaks (Cogniat , 
Gauguin, 1947, pl. 72), two pa intings that present 
native li fe with les ty li za tion tha n usua l. 

1891- 2, Taltiti 

97 TAHITIAN WOM E 

Pencil , pen and ink, o n parchment, 91/4 x 12 7/8 in . 

Lent by TheArt Institute of Chicago (David Adler 
Collection) 
Exh: Wilden tein , ew York, 1956, no. 71 

R ef: R ewa ld , Drawings, no. 6 1, ill. 

These two figures a re closely related in style to 
drawings in the sketchbook ca lled Documents 
Tahiti, 189 J- 3 (fo rmerly Galerie Guiot, Paris). 
The Marque an earplug, th e object in the upper 
right , provided the design for th e fence in th e 
painting Sacred M ountain (no. 44). 

1891- 3, Taltiti 

98 HEAD OF A TAHITIA MA 

Black and red crayo n, 13 3/4 x 15 1/8 in . 

L ent by The Art Institute of Chicago (Gift of 
Emily Crane Chadbourne

Exh:Wildenstein , ew York, 1956, no. 62 

R ef : A lexa ndre, p. 216, ill. ; R ewa ld , Drawings, 
no. 92, ill. 

On the back of this drawing there is a ke tch o f 
two standing figures which was u ed fo r the Ta
hitian Landscape ( Metropolita n Museum, ew 
York) pa in ted at thi s time. 

c. 1891, Taltiti 

99 I HAIL THEE, MARY (IA ORA A 
MARIA) 

harcoa l, 23'/2 x 14 3/4 in. 
Signed and inscribed , lower left : Au Comte de La 
Rochefo ucauld/ noire collaboration pour L e/ 
Coeur/ P. Gauguin 
L ent by M iss Lou/a D. Lasker, New yORK
Ex coll: Count de La Rochefo uca uld , Pa ri s; 

Wildenstein , ew York 

R ef: Rewald, Drawings, no. 5 1, ill. 

This i a d rawing after, rather than for , the 
Metropoli tan Museum pa inting of the same t itle 
(no. 28). Count Antoine de La Rochefouca uld , to 
whom it is dedicated, was the ed itor of the period
ica l, Le Coeur, a nd owned Gauguin 's Loss of Vir
ginity (no . 26). A zi ncogra ph a nd two mo notypes 
( Rewa ld, Drawings, nos. 48 , 50) repeat the Virgin 
a nd C hild in reverse, while a third mo notype 
(Rewa ld, Drawings, no. 49) show the mo tif in a 
Breton sett in g. 

1891- 2, Taltiti 

100 WORDS OF TH E D EV IL 

Pastel , 303/8 x 14 in. 

Lent by Offentliche Kunstsa mmlung, Basel, 
Switzerland 

Ref: Rewald , Drawings, no. 55 , ill. ; Malingue, 
1948, p. 190, ill. 

This is apparent ly a study for t he pa inting ca lled 
in Tah iti a n Parau Na Te Varua !no (no. 42), 
th o ugh there the spirit is shown full face. A 
later study in th e Lo uvre corresponds more 
closely with the painting. 

c. 1891, Taltiti 

101 PORTRA IT OF THE A RTI ST 

Penci l, 6 3/8 x 4 in . 

Signed and inscribed , lower left: Gauguin/ par lui 
meme
Lent by Mr. Walter P. Chrysler. Jr ., New York 
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101 Portrait of rhe Arr is!. Mr. Walter P. Chrysler, Jr . 

Ex coll: Ambroise Volla rd, Pari s; W. Walter, 
Pari ; Ja me Lo rd, Pa ris 
R ef : Rewald, Post-Impressionism, p. 535, ill. ; 
R ewald, Drawings, no. 45, ill . 

This quick ca rica ture sketch come from the 
Carnet de Tahit i (p. 4 verso) . A drawing of a 
you ng girl in a straw ha t i on the reverse. 

1891- 3, Tahiti 

l 02 TA HITIA LA DSCA PE 

Water color, 105/8 x 13 3/4 in . 
L ent by M r. and M rs. Stavros S. Niarc/1os, New 
York 
Ex coll: D a niel de Mo nfreid, Pa ri s; Henry de 
Monfreid, Pa ri ; Knoedler, ew York 
R ef: Rewald, Drawings, no. 65, ill. 

68 

There is a n a lmost identica l water color on page 
179 of Ga uguin 's manuscript copy of Noa Noa 
(Lo uvre, Pa ri s) . 

In this quick sketch from nature one feels the lush
ness o f the tropics, which often become more 
tylized a nd less vivid when tra nsla ted to canvas, 

as in the painting Women and White Horse of 1903 
(no. 70) fo r which thi s sketch was apparently 
used. 

1891- 3, Tahiti 

103 A TAHITIA GIRL 

Pastel a nd go uache, 15 3/4 x 12 1/4 in . 
L ent by M iss Adelaide M ilton de Groot, New York 

This study is imila r in style to the charcoa l ketch 
o f a ea ted boy o f 189 1- 3 (Rewald , Drawings, no. 
82) a nd to tha t o f a woman ca rrying a bucket of 
1892 (C. Morice, Paul Gauguin, 1919, ill. o pp. p. 
190). 

1892, Tahiti 

104 STA DI G TAHITIA N UDE (EVE) 

Cha rcoal , 36 1/4 x 215/8 in . 
Signed and da ted, lower right : P Co 92 
L ent by M r. and M rs. John Cowles, M inneapolis, 
M innesota 
Ex coll: Va n Leer, Paris; Justin K . Thannhauser, 

Berlin 
Exlr: Galerien Thannhauser, Berlin , 1927, Mas

ten vorks of French Art, no. 105, and, 1928, 
no. 139 

R ef : Alexandre, p. 255, ill. ; Ma lingue, 1946, 

p . 134, ill .; Rewald , Dra wings, no . 56, ill. 

The pose of the figure in thi s drawing wa ta ken 
d irectly from a Buddha on the fri eze of the Java
nese temple o f Boro Budur. The drawing of Eve 
seems to have been made in prepa ration fo r the 
picture Delicious Earth (Te Nave Nave Fenua) of 
1890-93 (Pushkin Museum, Mo cow), a nd is a lso 
rela ted to a woodcut (Guerin , 27- 29). It is the 
Innocent Eve who is represented here, as opposed 
to the Eve after The Fa ll , whom Gauguin depicts 
in Words of the Devil (no. 42) . 

c. 1892, Tahiti 

105 CROUCHI G TAHITIA GIRL 

Pencil , charcoa l a nd pastel, 21 3/4 x 18 7/8 in. 
L ent by The Art Institute of Chicago (Gift of 
Tiffany and Margaret Blake) 
Ex coll: Alphonse Kann , Paris; Josef Stransky, 

ew York 



Exh: Musee de l'Orangerie, Pari , 1955, De 
David a Toufouse-Lautrec, no. 73 

R ef : Rewa ld , Drawings, no. 47, ill. 

This drawing, sq uared for transfer to canvas, is 
a final ketch fo r the painting WhenShallWe Get 
Married (Nafea Faa lpoipo) , dated 1892 (Offent
liche Kunstsammlung, Basel). The pose had been 
u ed in a picture of the year before ca lled Tahitian
Landscape with Woman and Pigs (Malingue, 1948, 
p. 163, ill.) and reappears in severa l other works. 
On the back of the drawing of the crouching 
girl is a charcoa l sketch of a nother Tahitian girl 
(Rewa ld, Dra wings, no. 74). 

c. 1892, Taltiti 

106 THE SACRED MOU TAI (PARA RI 
TE MARAE) 

Water color, 71/4 x 9 in. 
L ent by Mrs. Cltarfes W. Phinney, Cambridge, 
Massachusetts 
Ex calf: William Mollard, Paris ; Mme Gerard ; 
M. Gerard ; Henri Petiet, Paris 
R ef : Rewald , Drawings, no. 64 

This color sketch was used for the picture of the 
same title (no . 44). In the o il painting the imple 
fence i made much more ela borate. Gauguin 
painted a portrait of the musician Molla rd , who 
once owned this sketch . 

c. 1892- 3, Taltiti 

107 JOYOUS ESS (AREA REA) 

Fan , water color, width at bottom, 22 in . 

Signed, lower right: P. Gauguin 
L ent by Mr. and Mrs. Sidney F. Brody, Los Angeles 
Exh:Wildenstein, New York, 1956, no. 36 
Ref: Rewald , Drawings, no. 54, ill . 
Ex calf: Ambroise Volla rd, Paris ; Marcel Kap
ferer , Paris; Wildenstein , ew York 

Painting on fan s was popular with French arti sts 
of the nineteenth century, many of whom were 
enthusiastic about Japa ne e prints. Gauguin has 
left about a dozen , in water co lor and go uache. 
Thi one repeat a portion of the painting of the 
same title (Ma lingue, l 948, p. l 84, ill. ), done in 
1892, in which the ame native girl is een playing 
on a Maori reed pipe, called a vivo. There is a 
lithograph of the two figures in the foreground. 

c. 1892, Tahiti 

108 TAHITIA GIRL AND A SKETCH OF 
THE ARTIST 

Water color 5 1/2 x 5 1/4 in . 

Lent by Mr. Robert Lehman,New York 
Ex calf: Daniel de Monfreid, Paris (see in crip

tion on reverse: Hors-texte de Noa-Noa 
envoye a man pere par Gauguin en meme 
temps que son manuscril, sans doute pour 
faisser a son ami le choix d 'y inserer fa 
meilfeure image. [Agnes] de Monfreid). 

Ex /1 : Musee de l'Orangerie, Pari , 1957, La Col
lection Lehman,no . 135 

The figure of th e girl repeats a water co lor on 
page 63 of Gauguin 's manuscript Noa Noa, which 
in turn may have been a preparatory sketch for 
the painting of l 892, Woman wit h a Mango (no. 
40). The pencil sketch in the upper left seems to 
be a ca ricatured self portrait. 

1893, Taltiti 

109 MYSTERIOUS WATER (PAPE MOE) 

Monotype (?) and wa ter color, l 2Y2 x 81/2 in. 
Signed, lower right: PGO 
Lent by The ArtInstituteof Cl1icago (Gift of Emily 
Crane Chadbourne) 
Ex coll: Emi ly Crane Chadbourne 

Exh:Armory Show, ew York, 1913, no . 180; 
Wildenstein , ew York, 1946, no . 45 

Ref : Rewa ld , Drawings, no. 53, ill. 

Thi sketch i related to the painting of the same 
title, dated 1893, in the Em il G. Buhrlecollection , 
Zurich. One of Gauguin 's favorite ubjects, it was 
a l o u ed for a monotype (Rewald, Drawings, no. 
52, ill.) and a wood reli ef (Malingue, 1943, p. 147, 
ill.). The figure is probably taken from a photo
graph of an Egyptian tomb painting- Gauguin 
u ed Egyptian motive severa l times, most notice
ably in the picture Ta Matete of 1892 (no. 49). 
The artist describes this scene in Noa Noa: " All 
of a sudden, at an abrupt turn , I saw, stand
ing against the rock wh ich she wa care ing, 
rather which she clung to with both hands, a 
young gir l who was naked. She wa drinking from 
a pring which fl owed silently from high up among 
the tone . " He goes on to tell how she gave a cry 
of fright and dove into the water when she aw 
him. " Immediately I peered into the river : no
body, nothing- on ly a n enormous eel winding 
among the pebbles at the bottom." 
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112 The Queen of Beauly. M r. and Mrs. Ward Cheney

c. 1893, Tahiti
110 TA HITfA WOMA WITH A PIG 

Pencil a nd wa te r co lor, 2 5/8 x 6 5/8 in . 

Signed, lower le ft : P Co 
Lent by M r. and Mrs. RichardRodgers, New York 
Ex coll: D a niel de Monfreid, Pa ri s; Ma rtin F a-

bia ni , Pa ri s; Kn oedler, New Yo rk 
Ref : R ewald, Dra wings, no . 62, ill. 

The same cro uchin g woma n is to be seen in th e 
picture Alone (Otahi),dated 1893 (Louvre, Pa ri s) . 

c. 1894, Brittany 

111 H EAD OF A BR ETON G IRL 

Pencil , crayon a nd gouache, 8 3/4x 7 7/8 in. 

L ent by The Fogg Art M useum, Harvard Uni
versity, Cambridge, Mass. 

(Meta and Paul J. SachsCollection) 
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Ex coll: Vignier, Pa ri 

Exh:Wildenstein , New York, 1956, no. 67 

Ref: Monga n a nd Sachs, Drawings in the Fogg 
M useum, 1940, no. 690, ill. ; Rewa ld , Dra w
ings, no. 14, ill. 

The simple, strong o utlin es o f thi d rawin g a nd 
the sma ll , na rrow eyes o f th e girl a re stron gly 
reminiscent o f Japa nese prin t , e pecia lly th ose 
by Uta ma ro , who e work Ga uguin admired. 

11 2 TH E Q UEE 
VAHI E) 

1896, Tahiti
OF BEAUT Y (T E ARII 

Wa ter co lo r, 71/2 x 91/2 in . 
Signed, lowe r left : P C 
In cribed , lowe r center : TE ARI/ VA HJNE 
Lent by Mr. and Mrs. Ward Cheney,New York 



Ex coll: A mbroi se Vollard , Pa ri s; Baron vo n 
Bodenhausen 

Exh" Salon d 'Automne, Pa ri s, 1906, no. 82; 
Ga le rien Thann hause r, Berlin , 1928 , no. 
124; Wildenstein , ew York, 1956, no. 69 

Ref: Rewald , Drawings, no . 100, ill. 

Thi i a tudy for the pa inting of th e same tit le, 
dated 1896, in the Pushkin Museum in Mo cow. 
Gauguin de cribed and sketched the pa inting in a 
letter to D a niel de Monfreid . The nude may be 
in pired by Manet's Olympia, wh ich Gauguin 
copied in 1893 . He repeat th e figure of thi s wom
an a number of times: in two woodcut s (G uerin , 
nos. 62, 80), the second of which was u ed as a 
masthead fo r hi s Tahitian new pa per, Le Sourire; 
in a drawing in hi s ma nu cript Avant et Apres of 
1903 (Rewa ld , Drawings, no. 99) ; and a lso in a 
wood relief (H. Rostrup, Franske Billedlwggere, 
1938, p. 80, ill. ). A sma ll o il sketch of th e composi
tion with a n additional female figure behind th e 
nude i in the co llecti on of Mr. a nd Mrs. Justin K . 
Thannha user, ew York. 

11 3 LEITER TO A U K OW 
COLLECTOR 

Pen a nd ink,, 10 x 71/2 in . 

1896, Tahiti

Lent by Mr. and Mrs. Alex M. LewytNew York 
Ex coll: Dr. Nolet , a nte ; Wildenstein , New 

York 
Exh:Corcora n Gallery of Art, Washington, 

D.C., 1956, Visionaries and Dreamers, no . 
82 

Ref: Rewa ld , Drawings,no. 98, ill. 

Greetings to theunknown collector of myworks.
May heexcuse thecrudeness of thislittle panel; 

it is probably due to a cmdeness in my soul. 
1 would suggest thatyou use a plain frame, and if 

possible place it under glass, which sets it off and 
k eeps its freshness by protecting it from the 
changesthatare alwayscaused by theatmosphere
of one's rooms. 

Gauguin wrote thi s short note benea th a ketch of 
the main figures in hi s painting TheDay of the
Cod (no. 57). He entrusted it a long with a small 
painting of Three Tahitians (Mr. a nd Mrs. Ira 
Haupt , . Y.) to a Dr. o let, who was return ing 
to France, in the hope that the doctor would sell 
them for him and send him back th e money. 
Nolet appa rently acquired them fo r himself. 

c. 1895- 1901, Tahiti
l 14 H EA D OF A TAHITIA WOMA 

Charcoa l, 153/4 x 12 5/16 in. 
L ent by The Art Institute of Chicago (Gift of 
Da vid Adler and friends) 
Ex coll: John L. Senior, Jr., ew York 

Ref: Rewa ld , Drawings, no. 95, ill. 

This is a study for the centra l figure in the paint
ing Et !'or de leurs corps of 1901 (Lo uvre). On 
the back of the d rawing there is a head of a 
wo man, full face, a study for the Ancestors of 
Tehamana, 1893 (no. 51 ). 

110 Tahitian Woman witha Pig . Mr . and Mrs. Ricltard Rodgers 
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SCULPTURE 

1877- 78, Paris 

115 BUST OF THE ARTIST'S SO EMILE 

White marble, H. 16 in. 
Lent by Mrs. Joseph M. May, New York 
Ex coll: Mette Gauguin, Copenhagen; Emile 

Gauguin, Copenhagen, and U. S. A. ; 
Chester H. Johnson , Chicago (sale, New 
York, Anderson Galleries, Nov. J4, 
1934, no. 81sold for $270) 

Exh: Probably, I 0 rue des Pyramides, Paris, 1880, 
5• Exposition de peinture [des Impressionis
tes] no. 62 (Busie marbre); Wildenstein , 

ew York, 1946, no. J31 ; Royal Scottish 
Academy, Edinburgh, and Tate Gallery, 
London, J955, no. 73; Wildenstein, ew 
York, 1956, no. 98 

Ref: Art News Annual, 1955, p. 154, ill. 

115 Bust of the Artist's Son Emile 
Mrs. Joseph M. May 
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Emi le was Gauguin 's elde t son , born in 1874. In 
Pola Gauguin 's biography of his father he says: 
" In the spring they [the Gauguin family] moved 
in to a new apartment, number 79 rue des Four
neaux, in the house owned by the well-known 
marble cutter, Paul Bouillot, who had his work
shop across the ya rd. Here Gauguin had the op
portunity to see how a work of sculpture was 
transferred from the clay model to stone. It 
intere ted him so much that he himself began to 
model a bust of his wife which Bouillot carved in 
ma rble, with Gauguin a as istant. And as the next 
step, Gauguin himself, under Bouillot's direction , 
carved a bust he had modelled of his son Emile." 

c. 1880-81, Paris 

116 STA DI G WOMA 
(LA PARISIE E) 

Wood , H. 93/4in . 
Lent by Mr. and Mrs. Edward M. M. Warburg, 
New York 
Ex coll: Mette Gauguin , Copenhagen ; Karl Ernst 

Osthaus, Essen ; Graphisches Kabinett 
Gi.inter Franke, Munich 

Exh : Paris, 1881, 6' Exposition de peinture [des 
Impressionistes], no . 39 (as Dame en Prome
nade); Wildenstein , ew York, 1956, no. 
100

Ref: Art Lover Library, III, n.d. (c. 1930), n.p. 
(pp. 24-5), ill. 

This is one of Ga uguin 's very early sculptures be
fore his style became consciously primitive. The 
critic J .-K. Huysman mentioned this piece in his 
favorabl e review of Gauguin 's work in the 1881 
Impressionist exhibition as ''. .. a statuette in 
wood, gothically modern . .. " In 1881 Gauguin 
also carved ba llet dancers after Degas. 

117 WOODE 
PAI TED 

1886-90, Brittany 

SHOES, CARVED AND 

Lent by The Chester Dale Collection, New York 
Ex coll: Mme Lenoble, Paris ; Etienne Bignou, 

Paris and ew York 
Exh: Galerie Ba rbazanges, Paris, 19J9, no. 29; 

Galerie L. Dru, Pari , 1923, no . 62; Musee 



du Luxembourg, Pa ri s, 1929, no . 27 ; Wil
denstein , New York, 1956, no . 104 

R ef: L 'Art Decoratif, XXV, 191 l , p. 188, ill. ; C. 
Morice, Paul Gauguin, 1919, ill. p. 18 

Throughout hi s life G auguin ca rved ma ny house
hold objects- benches, tables and cha irs, bowls, 
even the stock of his gun. The carving on the e 
sabots shows two sta nding Breton wo men and a 
goose, a ere cent a nd a fruit. Contempora ry 
photographs taken in Pont-Aven a nd Le Pouldu 
of G auguin and his fri ends how them wea ring 
these peasant wooden shoe . 

c. 1886- 91, Brittany 
118 CA RVED CA E 

Boxwood, inla id with moth er-of-pea rl , L. 36Y2 in . 
L ent by M iss Adelaide Milton de Groot, New York 
Ex coll: E rn e t Ponthier de Chamailla rd, Pa ri s 

Eve a nd the erpent were a lways favo rite subjects 
of G a uguin . The ha ndle ha been ca rved in th e 
fo rm of. a ho llow shoe, covered with a sliding lid. 
A t least five ca rved cane were so ld a t G auguin 's 
dea th , one set with a ba roque pea rl a nd one with 
a gold rin g. 

Chama illard, to whom G auguin pro ba bly gave 
this ca ne, wa s a pa inter fri end who a l o worked 
in Pont-Aven a nd Le Pouldu. 

c. 1888, Paris 
119 BLACK VENUS 

G lazed stonewa re, H . 19 in. 
L ent by Mr. Harry F. Guggenheim,New York 
Ex coll: Dr. Maurice Ma rx, Pa ris (bought from 

the a rti st); Denguin collection, Pa ri 
Exh:Paris, 1906, Sa lon d 'Automne, no . 227; 

Musee de l'Orangerie, Pa ris, 1949, no. 89 
(as Venus noire) 

R ef : R ewald, Post-Impressionism, p. 442, ill. (as 
The Black Virgin, 1888- 90); G old wa ter, 
p . 34, ill. (as TheBlack Virgin ) 

This sta tuette was probably made in 1888, when 
Gauguin was working in Pari with C haplet the 
ceramist (see under no. 76). 

1889, Brittany 

120 BE I LOV E AN D YO U WILL BE 
H APPY (SOYEZ AMOU R EUSES, YO US 
SEREZ H EUREUSES) 

Wood relief, pa inted, 38 1/4 x 28 3/4 in . 
Signed, right center : P Gauguin 
Inscribed, upper cen ter : soyez amoureuses / vous 
serez / heureuses

119 Black Venus. Mr. Harry F. Guggenheim

L ent by TheMuseum of Fine Arts, Boston 
Ex coll: Emile Schu ffenecker, Pa ri ; Mme Jea nn e 

Schuffenecker, Pa ri ; Schuffenecke r 
heirs, sa le, Pa ris, Ga le rie Cha rpentie r, 
June 14, 1957, no . A 

Exh:Sa lon d 'Auto mne, Pa ri s, 1906, no. 173 
(Soyez heureuses);G a lerie unez et Fiquet, 
Pa ris, 19 17, no. 18; Mu ee du Lu xembourg, 
Pa ri , 1928, no . 9 ; Musee de l'Orange rie, 
Pa ri s, l 949, no. 80 

Ref : Alexandre, p. 178 , ill. p. 109; Malingue, 
l 948, p. 55, ill. ; Rewa ld , Post-Impressionism, 
pp. 299, 441 , 446, 462, 464, 487, 520, ill. p. 
44 1; G o ld wa ter, p. 16, ill. 

Gauguin sketched the design fo r thi s panel on a 
letter to Emile Berna rd written in ea rly September 
1889 : " I have a l o designed a large pa nel to be 
ca rved la ter in wood when I have the money to 
buy it. o t a penny in th e till. This is a lso my 
best a nd tra nge t work in sculpture. G a uguin (a 
a monster) grasping th e ha nd of a woma n who 
defend herself, a nd aying: 'Be in love a nd 
yo u will be happy'. The fox, India n sy mbol o f 
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122 Torso of a Tahitian Woman.
Mr. andMrs. William 8 . Jaffe 

perver ity, then in the spades some little figures. 
T he wood will be pai nted ." A t th e end o r ovem
ber he writes aga in to Berna rd : " I a m ha ppy 
that you have seen th e culpture a nd that yo u 
have understood it ; it cems th a t no one under-
ta nd it. Why understa nd? It 's good- o r it is not 

a rt. " A sketch in Ga uguin 's no tebook (Huyghe, 
p. 195) eem to have been used fo r th e fox. 
The fi gure o r th e unha ppy woma n a t th e right 
a ppea r aga in severa l times in hi work. 
In the fo ll owing yea r Ga uguin ca rved a pendant 
to thi relier- Soyez Mysterieuses (G o ldwa ter, 
p . 15, ill. ). 

c. 1893, Tahiti 

121 TORSO OF A TA HITrA WOM A 

Terra co tta , H . 12 in . 
Lem by the Benay and Fred Clark Collection, 
Beverly Hills, California 

125 House for Eating Mr. and Mrs. HenryPearlman
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Ex coll: Ma rcel G uerin , Pa ri s; Cur t Va lentin , 
ew Yo rk 

Ref: Malingue, Let/res de Paul Caugui11, ill. pl. 
24, 25 

Although G auguin is better known as a sculptor 
in wood, he showed throughout hi s ca reer an in
terest in modelling in clay. A clay statue or a 
Tahitia n goddess, Oviri (Jacq ues U llmann, Pari ) 
he prized so hi ghly th a t he asked his fri end Mon
freid to have it placed on hi s grave. 

c. 1893, Tahiti 

122 TORSO O F A TA HITIA WOM AN 

Bronze, H . 12 in . 
L ent by Mr. and M rs. William B. Jaffe, New York 
Exh: Wildenstein , ew York, 1956, no . 103 

Ref: G oldwa ter, p. 37, ill. (as terracotta) 

This is one o r six bronzes cast by Va lsua ni , Pa ri s, 
fro m the o rigina l terraco tta , when it belonged to 
Curt Va lentin , ew Yo rk (no . 121). It is unlikely 
tha t the fig ure's present fragmenta ry appeara nce 
wa intent iona l. 

c. 1896, Paris 

123 SQ UA R E VAS E WITH TAHITIA 
GODS 

Terracotta, H. 13 in . 

Lent anonymously 
Ex coll: Ambroise Vo lla rd , Pa ri ; Fa bia ni , Pa ri s; 

A rn o ld H askell , London; Sidney Bur
ney, London ; Stephen H a hn , ew York 

The two sea ted figures a re Hina , godde s o r th e 
Moon, a nd Tefat ou, pirit o r th e Ea rth , both o r 
whom G auguin represented ma ny times ( ee 
under no. 52, The Moon and the Eart!t ). The 
tandin g ido l, Hina , appea r in the background of 
The Ancestors of Tehamana (no. 5 1 ). A ll th ree 
a re u ed in the woodcut , The Cods ( Te Atua,
G uerin , no. 31) a nd in two ca rved wood culp
tu res in the collecti ons or Mme Hue de Mon
freid , St . Clement. 



There ex i t two other si milar vases, one in the 
Louvre, and the o ther in the Kun tindustri
mu eet, Copenhagen. 

c. 1901, Marquesas 

124 FATHER LEC H ERY 
(PER E PAILLARD) 

R osewood touched with gold, H . 27 in . 
In cribed a nd igned, aro und bottom: PERE 

PA ILLARD/ P Co 

Lent by The Chester Dale Collec1ion, New York 
Ex coll: A mbroise Vo Ila rd, Pa ri s; Etienne Bignou, 

Paris a nd ew York 
Exh: G a lerie Eugene Blo t, Paris, 191 0; Galerie 

L. Dru , Paris, 1923, no. 59; Musee du 
Luxembourg, Pa ri s, 1928, no. 22 ; Wilden
tein , ew York, 1956, no . J02 

Ref: L 'Art Decoratif, XXY, 1911 , p. 37, ill. ; Gold
wa ter, p. 40, ill. 

Thi i a mockin g portrait of the bishop of Hiva 
Oa, in .the guise of a devi l. In Avant et Apres 
Ga ugu in de cribes making the ta tue: " To cut 
two uperb piece of rosewood an d ca rve them 
after the Marquesan fas hi on was child 's-play for 
me. One of them represented a horned devil (Pere 
Pa illa rd ), the other a cha rmin g woman with 
fl ower in he r hair. It was enough to na me her 
Therese fo r everyone without exception , even the 
choo l children, to see in it a n a llusion to thi s 

fa mo us love a ffa ir." 

Gauguin ca rved a no ther version of Pere Paillard 
and pasted two photographs of it onto page 56 
o f hi manu cript Noa Noa. It is this o ther ver
sion , in which the horns tand o ut more to the 
side, which Gauguin u ed in two mono types 
(Rewa ld , Drawings, nos. l 20- 1 ). 

c. 1901- 2, M arquesas 

125 HO USEFOR EATI G(TEFAREAMU) 

Wood relief, pa inted, 10 x 59 in . 
Signed a nd inscribed, center : TE FARE AMU 
PCO 

L ent by l\lfr . mMrs. Henry Pearlman,New York 
Ex coll: Possibly Gauguin a le, Papeete, Tahiti , 

l 903 ; Amedee Schuffenecker, Paris ; Mme 
Kati a Granoff, Pa ri s 

Exh : Galerie unesetFiquet, Pa ri , 19 17, no.21; 
Musee du Luxembourg, Pa ris, 1928, no. 20; 
Musee de l'Orangerie, Paris, 1949, no. 81 

Thi carved panel was probably intended fo r a 
place above a door o r window of the dinin g room 
of Gauguin's hu t in the Ma rquesas. The Louvre 

ha a set of three very similar pa nels, one a lintel 
a nd two for the ides of a door. The lintel is in
scribed Maison du Jouir, the name Gauguin gave 
to hi s hou e. 

Gauguin ex pla ins the title of thi s relief in Noa Noa 
where he spea ks o f his first hut in Tahiti : " ea r 
the house I li ve in is a no ther : fare am u (a house 
for ea ting)." The two heads at th e right a re im
ilar to tho e of th e women in L'Appel (no. 68). 
Five such panels we re so ld at auct ion after Gau
guin 's dea th in 1903 (nos . 68- 73), of which thi s is 
probably one. 

124 Father Lechery. The Chester Dale Collection 
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156 Te Atua

PRINTS 

While as embling the graphic ection of thi s exhibition, my thoughts inevitably turn with deep gra titude 
to the late Ca r l O.Schniewind , who from 1940 to 1957 was Curator of Print and Drawin gs at The 
Art Institute o f Chicago. For it is chiefly due to his wisdom and enthusiasm that we are now able
without drawing from widely sca ttered source - to pre ent here a group of G auguin prints which in 
scope and qual ity could sca rcely be equalled in Europe. H e not only a sembled in Chicago what is now 
universally recognized as the fin est collection of Gauguin's " printed art," but he also did more than 
anyone to untangle the knotty technica l problem connected with the arti st 's highly individualistic and 
unconventional manner of printing, problems which were only superficially touched by M arcel Guerin 's 
pioneerin g effort at a definiti ve ca talogue. H owever, had Ca rl Schniewind till been allowed to mentor 
thi exhibi t ion, I am certain that he also would have paid homage to the late W .G. Russell Allen of 
Boston, probably the first America n collector who f ully rea li zed the unique importance o f G auguin as a 
printmaker. 

Gauguin 's printed work ex ists in four different media: etching, lithography, woodcut and monotype. 
Etching, the favo red medium of the vas t maj ority o f professional pr intmakers of his day, interested 
him lea t o f all , but it appear to have been the fir tone at which he tried hi hand. There are very 
good reasons to believe that the Woman With the Figs (no. 126) is actually the work of G auguin even 
though it has been banned from his oeuvre and ass igned to A rmand Seguin in the Guerin ca talogue. 
I t is a typica l composition of Gauguin ' Brittany peri od. A certain awk wa rdness, which betrays i tself 
part icular ly in the hand , may be due to the arti st ' lack of fa mi liari ty with the medium. Seguin, being 
the only experienced etcher in the Pont-A ven group, helped w ith the prepara tion o f the plate, and this 
explains the inscription : Chez Seguin aS t.-Julien. In 1899, Julius M eier-G raefe publi shed the print in 
the album Germinal under G auguin 's name, and the renowned master-prin ter D elatre also firmly 
bel ieved i t to be a work by G auguin. T he only other etching is the portrait o f G auguin 's admired friend, 
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Stephane Ma lla rme, done in 189 1. The head of the poet is drawn in simple a nd strong lines before a 
weird , di squieting background from which emerges the head of a raven , an a llusion to Malla rme's 
pro e tran la ti on of Edgar Allen Poe's fam ou poem and Edouard Manet' illu trati ons thereof. 

Immediately a fter the hort a nd tragic a ocia ti on with Vincent va n G ogh in Aries (from October to 
D ecember, 1888), Gauguin made a set of eleven lithogra phs on zi nc which conta in ouven irs of Brittany, 
Martinique a nd Aries. The set, printed o n ye ll ow pa per, was is ued in 1889 in an edition of uncertain 
size, perhap between 30 and 50 copies (price: 20 fra ncs!). H ere Gauguin reveals himself as a lithog
rapher of imagina ti on a nd skill , notwithstanding a certa in timid ity of drawing here an d there. Large 
unbroken black areas are effecti vely contrasted with blan k space a nd the subtle broken tones of finely 
granulated textures. There ex ist ome impre ions lightly touched with water color by the a rti t. 

In Augu t, 1893, Gauguin returned from Ta hiti for hi la t visit to E urope. H e tayed barely e ighteen 
months befo re embarking for Tahiti again in Februa ry, 1895. It was during thi s time that hi genius, 
seemingly without forewarning o r prepa ra ti on, burst forth into an intensely concentrated effo rt in a 
new medium, the woodcut. There is, as often in such cases, a trivial explanation handy: while vi iting 
Britta ny with his mistress, Annah the Java nese, G a uguin became embroiled with sa ilors who had 
mole ted Annah. H e uffered a fractured ankle a nd wa la id up fo r weeks. (Anna h, incidentally, repaid 
hi s ga llantry by ransacking his studio in Paris and va ni hing forever.) Be that as it may, his woodcuts 
are anythin g but a stop-ga p in the tota l sum of his work. Here, the draftsman and the culptor in him 
formed a perfect uni on, and the blocks as objects are a pleasure to behold. 

Proba bly in fair ly ra pid ucce ion , G auguin fini shed ten block , al l o f Tahitian subjects a nd a ll of 
uniform size, approximately 8 by 14 inches. The first one, Te Po (The Great N ig!tt), set the mood for 
the entire set. For the Tahitian night is the predominant theme, a nd nowhere el e has Ga uguin given us 
a mo re vivid suggestion of the oppressive, impenetrable da rknes which belong not only to lovers (as 
in Te Faruru ), but ch iefly to demons a nd spirits of the dead who haunt the living. To be ure, Gauguin 
has painted ni ght scene , but hi di tinct art icu lation of figures and objects imposed certai n limitation 
on the illusion of night. In these woodcut , he a l o ventured furthest into the rea lm of purely ab tract 
form, particularly in The Creation of the Universe, a deeply my terious and enigmatic compo ition . 

For the e woodcuts, Gauguin used blocks which were composed of a number of sma ll ections of 
hard and finel y gra ined boxwood, cut across the grain in the traditional manner of wood engraving. 
H e then simply engraved his lines into the urface with a sharp point or burin , in tead of leaving the 
line tand a ridges a nd cutting away the surroundin g urface . Thus they are in fact white line wood
cuts. (This technique was not new, it goes back to the fifteenth and sixteenth centuries, the mo t famous 
example being The Soldiers H olding the Standards of the Swiss Cantons by Urs Graff.) In add ition to 
the fine line work, Gauguin gouged out certain areas in varying depths. In inking a nd printing th e e 
blocks, the artist ex perimented in various ways, often with gloriou effects, but occasionally with rather 
unfortuna te resu lts. Certai n early impress ions in a rich a nd glossy black ink, u sua lly on Japan paper, 
prove that he wa perfectly capable of printing straightforward impres ions which give a faithful mirror 
image of the work on the block, whi le certain o ther ea rly impressions, mainly on thin pink paper, are 
lightly inked and offer only a faint , summa ry image of the compositions. H owever, the two-tone or 
multi-colored impress io n was the a rtist's final goa l. The two-tone impre ion are chiefly in black and 
brown, and th ey are obtained by two super-imposed printings from the same block which i a lways 
slight ly, a nd quite delibera tely, placed o ut of regi ter for the second printing. Occa ionally, there 
seem to be two printings in black a nd one in brown . Additiona l colors are either daubed onto the block 
in the Japane e manner or added in waterco lor after printing. The printing itself must have been done 
by ha nd, as a press would have made it imposs ible to pick up ink from the gouged-out areas. Now and 
then , G auguin used a type o f ink wh ich clogged up a nd obscured much of the line work, creating a 
mo ttled surface tex ture superficially re embling aqua tint grain. 

The impre ions made by G auguin him elf are very sca rce. There are no more than eight or ten o f 
each subject, according to Schniewind' e timate, a nd no two are completely identica l. Obviou ly, 
Gauguin hoped to find an ex pert printer who wou ld make an edition, using hi s own colored impression 
as model . The task was given to a rather inexperienced printer, Louis Roy, who applied gaudy and 
crude color by mea n of tenci ls. However, for the sake o f justice it should be said that Roy's impres
sions va ry greatly in qua lity a nd that in some print hi s choice of color is more sensitive a nd harmonious 
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tha n in o thers. Fo r co llectors nowadays, wh o can no longer hope to obtain G auguin 's own impressions, 
th e R oy impressions a re still th e best substitute. It has been sa id , without sufficient proof, th a t G auguin 
thoroughly di sliked them, but while it is true that he himself used the paper of cut-up R oy impressions 
fo r the printing of some of hi s own smaller woodcuts, it is al o true th a t he used them as present to 
fr iends. F ina lly th ere i th e edition, printed in black o nly and issued in 1921 by G auguin 's son Pola in 
Copenh agen, a competent but dry jo b of printing which faithfull y reco rd s a ll th e wo rk on th e blocks. 

The grea t set of ten wa foll owed up, still in France, by a group of woodcuts o f un equa l sizes, among 
t hem th e la rgest ever made by the a rtist, Manao Tupapau (The Spirit of the Dead Wa tches). There, th e 
white a reas a re much more extensive than in th e previously di scussed woodcuts, a nd the impler style 
of the woodcuts of the second Tahitia n peri od i a nticipa ted . 

Back in Ta hiti , G auguin continued making woodcuts, but now he had to rely on th e coa rse, so ft a nd 
fibrous wood which the isla nds offered . Subjects a re ma inly Ta hitia n, but once in a while th ere is a 
nosta lgic memo ry of Brittany. The style is simple and direct, and the printing is usua lly in black, some
t imes in o li ve-green, on very thin tiss ue paper. 

H owever, G a uguin still experimented with two-tone impres ion , a nd he in vented a very ingenious 
method which is unique in th e histo ry of printma kin g. H e printed hi s block in black o r brown on fairly 
heavy Ja pa n paper, then he cha nged th e compos ition by cutting away certa in areas in the block, and 
prin ted it in black on tiss ue pa per which he had la id down over th e ea rli er impression . In thi s manner, 
he achieved a subtle chia roscuro effect of bl ack and gray o r black a nd brown. 

The very las t of Ga uguin 's woodcut a re chiefl y headpieces fo r hi s mimeographed news sheets, L e 
Sourire, where he made him elf a cru sader for the cause o f th e na tives aga inst the French colonial 
adminis tratio n, which he found unjust and corrupt. Although these a re generally of mere decorative 
interes t, there suddenly emerges a magnificent a nd monumenta l block like the Turkey (no . 187). 

We a re no t certa in when Ga uguin produced hi s first monotypes, but most of them seem to have been 
made in th e la ter Tahitia n peri od. Though most of them a re simply printed drawings in black and 
white, there a re several of a most subtle, oscilla ting colo r effect such as the magnificent Crouching 
Tahitian Woman Seen from the Back , of a bout 1902 (see page 86). Perhaps it is the delica te balance 
between control and accident which ma kes this medium so fa scina tin g to men like G auguin o r D egas, 
a nd it is only the grea t a nd ma ture a rtist wh o can ever be successful with it. 
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180 Chagement de Residence 

Except for thetwo etc/tings, thelisting of prints followsstrictly thenumbering 
in the catalogue by Marcel Guerin, to date the only definitive catalogue of 
Gauguin' sprints. Alt!toug!t indispensable for the student of Gauguin's grap!tic 
work, the Guerin catalogue is based on the knowledge of only a limited part 
of the existing work, much of which has come to lig!tt in recent years. 
Therefore the descriptions of state (i .e., c!tanges on the block or plate be
tween printings) are outdated. Confusing, also, is Guerin's occasionally in
consistent practice of assigning new numbers lo later states of the same block. 
These problems could barely be touched in t!tis catalogue. M easurements 
are of printed areas of the!it!tographs and woodcuts, of plate marks for the
etchings and in the listing of these measurements, height always precedes 
width. The letter G fo llowed by a number refers to theGuerin catalogue. 

Etchings 
c. 1886, publis!ted in 1899 

126 LA FEMME AUX FIGUES (Woma n 
wit h figs) 

G. 88. 270 x 445 mm. 10 5/8 x 17 1/2 inches) 

Etching printed in black on Japan paper 
Written in pencil in lower ri ght margin: Mcie 
[Marchande] de Figues a nd P . Gauguin eau fort e 
originate and beneath pla te mark at right: 15 

The Ari Institute of Chicago (Gift of The Print 
and Drawing Club) 

Concerning the controversy in regard to the at
tribution of thi etching to Armand Seguin, see 
the introduction to thi ection . 

1891 

127 PORTRAIT OF STEPHA E 
MALLARM E 

G. 14, econd state. 182 x 145 mm . 7 3/16x 5 11/16
inches) (plate) 
Etching printed in brown on laid paper 
L ent by TheMuseum of Modern Ari, New York 
(Given Anonymously) 

This i one o f about twelve impre sions printed 
by D elatre in 1891 for presentation to art ists and 
friends. There was a posthumous edition o f seven
ty-nine impressions of which sixty were included, 
with impres ions from the ca ncel.led plate, in 
copie of the de luxe edition of harles Morice's 
work on Gauguin , publi hed by Floury in 19 19. 
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Lithographs 
1889 

128-138 ELEVE LITHOGRAPHS O ZI C 

(Im pres ion from zinc plates with drawing 
in lithogra phic crayon and tusche) 

The series of lithographs on zinc was issued as a 
set, printed in black on yellow wove paper (with 
the exception of Miseres humaines (G . 5), which 
was printed in sa nguine). It is supposed that ap
prox ima tely 30- and certainly not more than 50 
- sets were printed by Ancourt. Ga ugu in gave 
the plates to Amedee Schuffenecker who sold 
them to Ambroise Vo lla rd sometime between the 
two trips to Tahiti . Vollard printed an edition on 
a "Japanese" pa per of European manufacture 
which is inferior in qua li ty to the first edition on 
yellow paper. The number of impressions of the 
second edition is not known . 

A number of sets of the first edition appeared in 
portfolios covered with marbled paper and with 
th'e Projet d 'assiette (G . 1 ), colored by the arti t 
with wa ter colo r, cut down from the original 
sheet format and pasted on the front cover. The 
impre sion shown here ha been removed from 
the po rtfolio cover. The J l subjects a re listed 
below: 

( I ) PROJET D ' ASSIETTE (Design for a China Plate) 
G . 1, first edition (colored with watercolor by the 
arti t) 22J x 204 mm. 8 5/8 x 8 inches) 

(2) JOIES DE BRETAGNE (Pleasures of Brittany) 
G. 2, first edition 
201 x 24 1 mm . 7 15/16x 8 1/2 inches) 

(2a) JOl ES DE BRETAG E 

Another impression of the same subject colored 
by hand . In pen, at the bottom of the sheet, is 
written: Lithographie coloriee par Gauguin ache
tee a la vente de Gauguin par moi A. Seguin. 
Lent by The Museum of Fine Arts, Boston (Be
quest of W. G. Russell Allen) 

(3) BAIG EUSES BRETO ES (Bathers in Brittany) 
G . 3, first edition 
245 x J99 mm . 9 5/8 x 7 13/16 inches) 

(4) BRETONNES A LA BA RRIERE (Breton Women 
bes ide a Fence) 

G. 4, first edition 
169 x 2J 5 mm. 6 5/8 x 8 7/16 inches) 

(5) MISERES HUMA I ES (Human Sorrow) 
G . 5, first edition 
284 x 23 1 mm. 11 13/16 x 9 7/16 inches) 
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(6) LES LAVEUSES (Women Washing Clothes) 
G. 6, fir t edition 
21 J x 260 mm. 8 5/16x l 0 1/4 inches) 
(7) LES D RAMES DE LA MER , BRETAGNE (D ramas 

of the Sea: Brittany) 
G. 7, fir t edition 
176 x 224 mm. (7 x 8 13/16 inches) 
(8) LES DRAM ES DE LA MER: U E DESCE TE DANS 

LE MAELSTROM (Dramas of the Sea; A Descent 
into the Maelstrom) 

G . 8, first editi on 
J 80 x 275 mm . 7 1/16x 10 13/16 inches) 
(9) PASTORALES MARTINIQUE (Pastora l ' 

Martinique) 
G. 9, first edition 
185 x 224 mm. (7 1/4 x J 8 13/16 inches) 
(10) LES C IGALES ET LES FOURM IS: SOUVENIR DE 

MARTINIQUE (Locusts and Ants: A Memory 
of Martinique) 

G. JO, first state 
213 x 26J mm. 8 3/8x 10 5/8 inches) 
(I 1) LES VfEILLES FlLLES- ARLES (Old Maids of 

Aries) 
G. 11 , first edition 
189 x 210 mm. 7 7/16 x 8 1/4 inches) 

The set of the zincographs exhibited in ew 
York is the property of The Metropolitan Mu
seum of Art (Rogers Fund); the one shown in 
Chicago is owned by The Art Institute of Chicago 
(The William McCaUin McKee Memorial Coll.) 

Fourth plate, 1894 

139 MA AO TUPAPAU (The Spirit of the 
Dead Watches) 

G. 50. 180 x 271 mm. 7 9/16x 10 3/4 inches) 
Lithograph on stone, printed in black on white 
wove paper. 
The M etropolitan Museum of Art (Rogers Fund) 
Published in L'Estampe Originate, pa rt VI, April 
to June, J894 (second year ) in an edition of 100.

c. 1894 

140 IA ORA A MARIA (I Greet You, Mary) 

G. 51. 257 x 202 mm. 10 1/8 x 7 15/16 inches) 
Lithograph on zinc, printed in blue-black on 
imitation Japanese paper. 
The Art Institute of Chicago (The Albert Roul/ier 
M emorial Collection) 

Forty impressions were printed in various single 
colors . 



178 Le Porteur de Fei

Woodcuts 
A ll woodcuts are printed by Gauguin himself unless or her wise indicated. 

1893-1895 

141 TE PO (Eternal ight) 

G. J 5, firs t late. 206 x 356 mm. 8 1/8 x 14 inches) 
Woodcut printed in brown and black in two 
separate printing , touche of water color and 
Chine e white, on Japan paper. 
Ex coll: P. Durrio and Walter Geiser 
There is an in cription: 15 mars [?] PG, verso, in 
ink, probably in the arti t' hand. 
The ArtInstitute of Chicago (The Clarence Buck
ingham Collection) 

142 TE PO 

G . 15. Another impres ion of a n unde cribed 
early tate printed in black on pink paper. 
The M etropolitan Museum of Art(The Dick Fund) 

143 TE PO 

G. J 5. Another impre ion in black and brown . 
The Metropolitan Museum of Arr (The Dick Fund) 

144 OA OA (Enraptured) 

G. 17. 357 x 205 mm. 14 1/16x 8 1/8 inches) 
Woodcut printed in black on Japa n paper tinted 
yellow by printing (?)and pasted down on a sheet 
of cardboard. Inscribed in ink verso: 15 mars/
PG, in the a rti st 's hand . 
Ex coll: P. Durrio and Walter Geiser 
The ArtInstituteof Chicago (The Clarence Buck
ingham Collection) 

145 MA AO TUPAPAU (The Spirit of the 
Dead Watches) 

G . 18. 205 x 355 mm. 81/16x 14 inches) 
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On the facing page: 34 Man with an Axe. 
Mr. and Mrs. A lex M. L ewyt 

On the sea, close to the strand, I see a pirogue, 
and in the pirogue, a half-naked woman. On 
the shore is a man, also undressed .. . With a 
harmonious gesture the man raises a heavy axe 
in his two hands . .. On the purple soil, long 
serpentine leaves of a metallicyellow make me 
think of a mysterious sacred writing of the 
ancient orient. They distinctly f orm the sacred 
word of Oceanic origin, Atua .. . 





Woodcut printed in black . 

Lent by TheMuseum of Fine Arts, Bos/On (The
W . G. Russell A llen Collection)

146 MA AO TUPAPAU 

G. 19. 202 x 355 mm. 7 15/16 x 13 15/16 inches) 

Woodcut printed in three printing in black 
(twice) and in brown from the sa me block, 
touched with Ch inese white on Japan paper. 

TheArt Institute of C!ticago (TheClarence Buck
ingham Collecrion ) 

147 MA AO TUPAPA 

G. 19. 202 x 355 mm. 7 15/16 x 13 15/16 inche) 
Lent by Dr. and Mrs. Herbert L. Michel,C!ticago 

148 T FARURU (They Are Making Love 
Here) 

G. 22. 356 x 205 mm. ( 14 x 8 1/16inches) 

Woodcut printed in black and brown in two 
printings from the same block, touched with red , 
on Japan paper. 

TheArt Institute of Chicago(TheClarence Buck
ingham Collect ion) 

149 MARURU (Offering of Gratitude) 

G . 23. 205 x 355 mm. 8 1/16x 14 inches) 

Woodcut printed in black. 

This is the only known complete impression of 
the fir t state. Guerin knew on ly the fragment 
pasted in the oa Noa manu cript. 

Lent by TheMuseum of Fine Arts Boston (Tje
W. G. Russell A llen Collection) 

150 MARURU 

G. 24. 204 x 354 m111 . (8 x 13 15/16 inches) 

Woodcut printed in black and tan from the sa me 
block with touches of red on wove paper. 

Ex coll : Ottokar Mascha and Heinrich Stinnes 

The Art fnstilute of C!ticago (The Frank B. 
Hubac/1ek Collecrion) 

151 MARUR 

G. 24. 
Another impres ion printed in two separate print
ings in black and brown with touch es o f red and 
orange. 

Ex coll : O'Conn or 

Lentby Dr. and Mrs. Herber! L. Michel, Chicago 
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I S2 L ' UNLVERS EST RE (Creat ion of the 
U niver e) 

G. 26. 206 x 356 mm. 8 1/8 x 14 inches) 

Woodcut printed in brown and black (blended ), 
touched wi th water co lor in pink , orange, blue, 
green and yellow, on Japan paper. 

Ex coll : P. Durrio and Walter Geiser 

The Art Institute of Chicago (TheClarence Buck
ingham Collection) 

153 L ' U IVERS EST C RE 

G. 26. 

Another impression in black and brown . 

The M etropolitan Museum of Ari (The Dick Fund) 

I S4 A VE A V E FE UA (The Delectable 
Ea rth ) 

G. 28. 356 x 203 111111. ( 14 x 8 inches) 

Woodcut printed in black with touches of red and 
blue water color, on Japan paper. 

Ex coll: P. Durrio and Walter G eiser 

Inscribed in ink, verso: 15mars/PG, in the artist' 
hand . 

The Art Instituteof Chicago (The Clarence Buck
ingham Collection) 

I SS T E A TUA (The Gods) 

G. 30. 204 x 352 111111. (8 x 13 7/8 inches) 

Woodcut printed in black on Japan paper . 

Ex Coll : Henr i Petiet 

The Art Institute of Chicago ( The William 
McCallin M cKee M emorial collection)

156 TE TUA 

G. 3 1. 203 x 349 mm. (8 x 13 3/4 inches) 

Woodcut printed in two colors in two printing 
(black and tan ); yellow, orange and green added , 
perh aps with the aid of stencil s, on Japan paper. 

Ex Coll : P. Durrio and Walter Gei er 

[n cribed , verso, in ink : PG 15 mars, in the artist's 
hand. 

The Art Instituteof C/1icago ( The Clarence Buck
ingham Collection) 

157 T E ATUA 

G. 3 1. (printed by Louis Roy) 202 x 353 mm.
7 15/16 x13 7/8 inche) 

Woodcut printed in black over orange printed 
with stencils, on Japan paper. 

The Art Instituteof Chicago ( The Joseph Brooks 
Fair Collection)



158 MAH A OVAR UAI O (The D emo n 
Spea ks) 

G. 33. 205 x 355 mm . 8 1/16x 14 inches) 

Woodcut printed in black a nd to uched with red, 
o n Ja pa n pa per. 

Lent by Mr. Carl Zigrosser, Pltiladelphia 

159 MAH A O VAR UA I 0 

G. 34. 202 x 356 mm. (7 15/16x 14 inches) 

Woodcut prin ted in black with to uches o f green, 
ye llow, red a nd brown , pa rtly printed a nd pa rtly 
ha nd colo red , o n Japa n pa per, pas ted o n ca rd
boa rd . 

Ex coll: P. Durrio a nd Wa lter G eise r 

TheA ri lnsti/11/e of hicago (The Clarence B11ck
ingham Co/lee/ion ) 

160 AUTI T E PAP (Wo men a t the River) 

G. 35, impressio n o f a n undescribed sta te, befo re 
G uerin 's . first state. 203 x 347 mm . (8 1/16x 13 1/2
inche ) 

Woodcut printed in bl ack a nd reddi sh brown in 
two printings fro m th e same block, o n Ja pa n 
pa pe r. 

The Art lnst i/11/e of Chicago (The Frank B . 
Hubachek Co /lee/ion) 

16 1 A UTl T E PAPE 

G. 35, first s ta te. 202 x 356 mm . (8 x 14 inche ) 

Woodcut printed in black a nd brown, pos ibly 
in two prin t ings, a nd co lo red by ha nd in yellow, 
blue, gree n a nd pin k, o n Japa n pa pe r. 

Ex coll: P. Durrio a nd Wa lter G eiser co llecti o ns 
In cribed , ver o , in in k: 15 mars PG, in the a rti st's 
ha nd 

TheArt Instituteof Chicago(TheClarence B11ck
ingham Colleclion ) 

162 AUTI T E PAP E 

G. 35, seco nd sta te (printed by Lo ui Roy) 204 
x 355 mm . (8 15/16x 13 15/16 in ches) 

Woodcut pri nted in black, ye llow a nd terraco tt a 
added by tencil s, o n imita ti o n Ja pa n paper. 

The Art Instituteof Chicago(The A lber! Roullier 
MemorialCollection) 

163 AUTI TE PA P 

G . 35, second sta te. 204 x 355 mm . (8 1
16 x 13 15/16

inches) 

Woodcut printed in black (printed by Po la G a u
guin in Copenhagen in 1921), o n C hina pa pe r. 

The A ri lnsti/11/e of Chicago(The Joseph Brook s 
Fair Collection ) 

c. 1893- 1895 
164 MANAO TUPAPAU (The Spirit o f th e 

Dead Wa tch es) Seco nd Pla te 

G. 36. 227 x 520 mm . (87/16x 20 1/2 inches) 

Woodcut printed in black a nd co lo red partly by 
ha nd a nd pa rtly with stencil , o n Japa n pa per. 

Ex coll : Ro bert Ha rtsho rne 

TheA ri Institute of Chicago(The Joltn H . Wrenn 
M em orial Collection ) 

One o f the fi ve impressio ns kn own to have been 
printed by G a uguin. 

165 MA AO T U PAPA U Smalles t Pla te 

G. 40. 
170 x 119 mm . (6 11/16x 4 11/16 inche ) 

Woodcut printed in bl ack o n Japa n pa per. 

The Ari Institute of Chicago (Gift of The Print 
and Drawing Club) 

Be ide the ha nd-co lo red impressio n in the Noa 
Noa ma nuscript (reproduced by Guerin ), this 
seems to be th e o nly o ne which has been found 
to date, printed by th e a rti st himself. 

There a re three or fo ur posthum o us impress io ns. 
printed a bo ut 1929/ 30. 

166 FEMM MAORl DA S U PA YSAG E 
D E BRA H ES D 'ARBR ES (A Mao ri 
Wo ma n in a Fo rest) 

G. 4 1. 2 19 x 132 mm. (8 5/8 x 5 3/16 in ches) 
Woodc ut printed in black o n Japa n pa per . 

Ex coll : P . Durrio a nd Wa lter G ei e r 

TheA ri lnsli/11/e of Chicago(TheClarence 811ck
ingham Collection ) 

Only two impress io ns printed by Ga uguin a re 
kn own. The compositi o n wa cut o n the back o f 
the block o f Manao T11papa11 (Guerin 36). 

167 MAHA AAT A (The Food of the G o ds) 

G. 42. 183 x 205 mm . (73/16x 8 1/16 inches) 

Woodcut printed in black a nd touched with 
wa te r co lor in blue, c rimso n a nd o ran ge, o n 
Ja pa n pa per. 

Ex coll : P. Durrio a nd Wa ller G eise r 

The A ri Instituteof Chicago ( T!te Clarence Buck 
ingham Collection ) 

85 





The origina l woodblock is owned by The a
tiona l Ga llery, Washington , D .C. (Ro enwa ld 
Co llection ) 

168 IDOLE TAHITIE NE (Ta hi tian Idol) 

G. 44. 141 x 98 mm. (5 9/16 x 3 3/16 inches) 

Woodcut printed in ma roon and touched with 
slate blue water co lor, on Ja pa n paper. 

Ex coll: P. Durrio and Walter Geiser 

The Art Institute of Chicago ( The Clarence Buck
ingham Collection) 

169 LE PECHEUR BUVA T AU PR ES DE 
SA PIROGUE (A Fisherman Drinking 
beside His anoe) 

G. 45 . 208 x 138 mm. (8 3/16 x 5 7/16 inche ) 

Woodcut printed in black on Japan paper. 

Ex coll: P. Durrio and Walter Geiser 

The Art Institute of Chicago ( The Clarence Buck
ingham Collection)
A fragment of Mahna No Varua !no (Guerin 34), 
in the Roy edition , is on the reverse. 

170 LE PECH EUR BUVA T AUPRES DE 
SA PIROGUE 

G . 46. 203 x 137 mm. (8 x 5 3/8 inches) 

Woodcut printed in two printings in black and 
brown from the same block on Japan paper. 

Ex coll: Marcel Guerin 

The Art Institute of Chicago (Print and Drawing 
Purchase Fund) 

171 OA OA (Enraptured) Small Plate 

G. 47 148 x 117 mm . (5 13/16 x 4 5/8 inches) 

Woodcut printed in black, colored by hand wit h 
water color, on parchment. 

Ex coll: P. Durrio a nd Walter Gei ser 

The Art Instituteof Chicago ( The Clarence Buck
ingham Collection) 

172 OVIRI (The Savage) 

G . 48 

c. 1895 

Two impres ion ; one in two co lors (ochre and 
black); the other in ochre, both printed on the 

back of fragments of the Louis R oy impression of 
Mahna No Varua Ino, (Guerin 34). Both prints 
mounted on ca rdboard inscribed in ink, by the 
artist : a S tephane I Mallar me [sic] /cef/ e el range 
figure cruelle enigme JP. Gauguin. 1895. 
The Ari lnsti1111e of Chicago (The Clarence 
Buckingham Collection) 

Winier, 1896 /7 
173 SOUVE IR DE MEYER DE HAA 

(Memory of Meyer de Haan) 

G. 53. 108 x 8 1 mm. (4 1/4x 3 3/16 inches) 
Woodcut printed in black a nd brown on Japan 
paper. 

Ex coll: G. Daniel de Monfreid . 
The Art lnstilule of Chicago (Gift of The Print 
and Drawing Club) 

This impression was ent to de Monfreid by the 
art ist from Tahiti during the winter of J 896 /97. 
Only two other impressions are known, one 
pasted in the Noa Noa manuscript. 

1896 /97 
J 74 JEUNES MAORIS (Young Maoris) 

Guerin 54. 
85 x 106 mm. (3 5/16x 4 3/8 inche ) 

Woodcut printed in black and ochre in two 
printings from the same block on letter paper, 
ruled on reverse ide. 
Ex coll: G. Daniel de Monfreid 

The Art lnstilule of Chicago (Gift of The Print 
and Drawing Club) 

Only two other impressions a re known , one of 
them pasted in the Noa Noa ma nuscript. 

c. 1893- 1895 
l 75 SOYEZ AMOUREUSES, YOUS SEREZ 

HEUREUSES (Be in love a nd you wi ll be 
happy) 

G . 58. 162 x 276 mm. (6 3/8 x 10 7/8 inches) 
Woodcut printed in brown, with another im
pression in black on tissue pasted over it. 
Verso , there is a maculature of Changemenl de 
residence (Guerin 66) in brown ink. 

The Art Institute of Chicago (Joseph Brooks 
Fair Collection) 

Facing: 194 Crouching Ta/t itian Woman seen from theBack . 
Mr. and Mrs. Eugene Victor Thaw 87 



After i 895 

176 TE ATUA (The Gods) Small Plate 

G. 60, first and second states. 231 x 202 mm. 
(91/16 x 7 15/16inches) 
Woodcut 
Ex coll: Ambroise Vollard 
The Art institute of Chicago (Gift of The Print and 
Drawing Club) 

An impression of the second sta te, printed on thin 
Japan tissue, has been pasted over an impression 
of the first state printed on heavier paper. Both 
impressions are in black ink, but the printing of 
the first state shows gray through the thin top 
layer of Japan tissue. The streaked brown color 
re ults from a discoloration of the paste used to 
mount one sheet over the other. 

After i 895 

177 BOUDDHA (Buddha) 

G. 63 . 303 x 222 mm. (115/16 x 8 3/4 inches) 
Woodcut printed in black on Japan tissue. 
Ex coll: Marcel Guerin 
The Art institute of Chicago (Print and Drawing 
Purchase Fund) 

Impression no . " l " numbered by the artist in ink. 

i 895 

l 78 LE PORTEUR DE FEI (Tahitian Carry-
ing Bananas) 

G. 64. 162 x 286 mm. (63/8x l l 1/4inches) 
Woodcut printed in black on Japan tissue. 
The Art Institute of Chicago (Frank B. Hubachek 
Collection) 

Initialed PC-1 (designating impression no. I), by 
the artist, in ink, in lower left, beneath cow. 

After i 895 

179 L'ENLEVEME T D 'EUROPE (The Rape 
of Europa) 

G. 65. 230 x 205 mm. (91/16 x 81/16inches) 
Woodcut printed in black on Japan tissue mounted 
on heavier Japan paper. 
Impression no. " 4" (of 30), inscribed in lower left 
in pen and ink. 
The Art Institute of Chicago (Print and Drawing 
Purchase Fund) 
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180 CHA GEME T DE R ESIDE CE 
(Change of Residence) 

G. 66. 160 x 301 mm. (65/16 x I 1 13/16 inches) 
Woodcut printed in black and ochre in two print
ings from the same block, on wove paper. 
Ex coll: Maurice Denis 
The Art institute of Chicago (Albert Roullier 
Memorial Collection) 

181 PLA CHE AU DIABLE COR U (Plate 
with the Head of a Horned Devil) 

G. 67. 160 x 294 mm. (6 5/16x 11 9/16 inches) 
Woodcut printed in black on Japan tissue. 
Ex coll: Berolzheimer 
The Art Institute of Chicago (Gift of The Print and 
Drawing Club) 

182 LE CALVAIRE BRETON (Wayside 
Shrine in Brittany) 

G. 68. 161 x 250 mm. (6 5/16 x 9 13/16 inches) 
Woodcut printed in black on Japan tissue. 
Numbered l 3 by the artist. 
Ex coll: Marcel Guerin 
The Art Institute of Chicago (The Frank B. 
Hubachek Collection) 

l 83 MISERES HU MAINES (Human Misery) 

G. 69. 193 x 296 mm. (7 5/8 x 11 7/16 inches) 
Woodcut printed in black on Japan tissue. 

umbered 16 by the artist. 
Ex coll: Marcel Guerin 
The Art Institute of Chicago (The Frank B. 
Hubachek Collection) 

184-185 TWO ISSUES OF LE SOURIRE: 

Number 2, September 1899 and Number 7, 
February l 900 (Le Sourire-Journal M echant) 
See the woodcut and drawing (no. 188) which is a 
preparation for the number for February 1900. 
Le Sourire, a journal written , illustrated, and 
printed by Gauguin , was published by the arti st 
during his last and darkest years in Tahiti. It was 
his answer to the contempt and malice with 
which he was treated by French officials and 
residents during his employment by the Public 
Works for a salary of six francs a day. The 
original plan was to issue the paper weekly but it 
appeared as a monthly: there were nine numbers, 
the first published in August I 899 and the last in 
April l 900, printed on paper of various sizes. 



Gauguin wrote hi s friend Daniel de Monfreid 
that the journa l was produced by the " Ed ison 
system" and it is apparent that the text and para
graph illustrations were "written" with the Edison 
electric pen which contained a fine needle moved 
rapidly up and down by an elect ric motor, punc
turing tiny holes in the paper and thus making a 
stencil sheet. When ink was passed over this 
sheet it left a printed copy on a nother piece of 
paper beneath it. The title headings and some of 
the decorations a re impres ions from wood 
blocks which were cut and printed by Gauguin. 
In one of his letters, Gauguin told Daniel de 
Monfreid the journal created "a furor" but that
unfortunately--copies were passed from ha nd to 
hand a nd very few were sold. Notwithsta nding, he 
seemed pleased with the sum of about fifty francs 
which he realized each month from his publica
tion. How many copies were printed is not 
known (i n a note on the reverse of one of hi s 
woodcuts Gauguin speaks of his " twenty-one 
readers"), a nd very few have been preserved. 
The Art Institute of Chicago (The Mr. and Mrs. 
Carter H. Harrison Collection) 

Published in 1899 
186 TITRE DU SOURIRE (Title Heading for 

Le Sourire, with a Horse and Birds) 

G . 74. 138 x 219 mm. (5 7/16x 8 5/8 inches) 
Woodcut printed in black on Japan tissue. 
Numbered 13 by the artist. 

The Art Institute of Chicago (The Frank B. 
Hubac/1ek Collect ion) 

c. 1901- 1903 
187 TJTRE DU SOURIRE (Title Sheet for Le 

Sourire wit h a Turkey) 

G . 82. Only state. 267 x 164 mm. (10 1/2 x 6 7/16
inche ) 
Woodcut printed in black on wove paper. 
TheArt Institute of Chicago 

After 1900 
188 TAHITI / LE SOURIRE 

Woodcut (not in Guerin) printed in black with 
drawing in pen a nd ink and water co lor on wove 
paper, pasted down on cardboard. 200 x 296 mm. 
(7 7/8 x 11 1/2 inches) 
The Art Institute of Chicago (Gift of Walter S. 
Brewster) 

At the top is the printed title headi ng for Le Sourire 
a nd below is the pen drawing of a soldier on a 
rocki ng horse with banners in the backgro und 
bearing the inscripti ons, Societe de Geneve and 
Amer swisse. In the lower ri ght corner is a eated 
figure (perhaps a self-caricature of the artist) 
below which is written, Joli Joujou a nd- above
Malbrough s'en va t'en guerre/ Mironton Miron
taine. Signed, P. Gauguin in pen and ink, in lower 
left. 
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Monotypes 
c. 1895 

189 TAHITIA UDE 

Monotype. 235 x 355 mm. (91/4 x 14 inches). 

Lent by Mr. and Mrs. Lawrence Herring, New 
York 

c. 1895- 1903 
190 TAHITIA LA DSCAPE (Rewald 97) 

M ono type. l 97 x 353 mm. (73/4x l 3 7/8 inches) 
A landsca pe, in water color, is o n th e rever e s ide. 

Lent by Lessing J. Rosenwald, Jenkintown, Penn
sylvania 

c. 1895- 1903 
191 MOTHER A D C HILD 

SURROU D ED BY FIVE FlGURES 

Monotype in brown and black on wove paper. 
243 x 220 mm. (9 9/16 x 8 5/8 inches), (sheet) 
The Art Institute of Chicago (Gift of R obert 
A llerton) 

192 

c. 1895- 1903 
A TIVES A D PEACOCK 

Monotype in brown a nd black on Japan paper. 
242 x 398 mm. (9Y2 x 15 11/16 inches), (sheet) 
The Art Institute of Chicago (Gift of Emily Crane 
Chadbourne) 

1896 
193 AREAREA O VARUA I O

Monotype in color a nd watercolor. 235 x 159 mm. 
(91/4 x 61/4 inches) 

Ex coll: E dgar Dega 

Lent by The National Gallery of Art, Washington, 
D .C. (R osenwald Collection) 

c. 1902 
194 ROUCH! G TAHlTIA WOMA 

SEE FROM THE BACK 

Monotype. 483 x 293 mm. (l 9 x 11 Y2 inches) 

L ent by Mr. and Mrs. Eugene Victor Thaw, A lpine, 
New Jersey 

c. 1902 
195 THREE ATIVE WOME ( Rewa ld 114) 

Monotype. 432 x 268 mm . ( 17 x 10 1/2 in.) 
A tudy for the painting The Call (no. 68) 

Lent by The Mu eum of Fine Art , Boston 

196 HEADS OF TWO TAHITIA 
(Rewald l 17) 

c. 1902 
WOMEN 

Monotype. 459 x 343 mm. 18 1/8 x 13 Y2 inches) 
A pencil sketch of a head i on th e reverse ide 

Lent by Lessing J. R osenwald, Jenkintown, Penn
sylvania 

197 ETUDES D 'ANJMAUX (A nimal Studies) 

Monotype. 313 x 25 1 mm. (12 1/2x 9 7/8 inches) 

L ent by L essing J. Rosenwald, Jenkintown, Penn
sylvania 

198 THE PONY 

Monotype. 292 x 553 mm. 11Y2 x 21 3/4 inche ) 
L ent by The National Gallery of Art, Washington, 
D. C. (Rosenwald Collection) 

199 SUJET DE BRET AG E (A Sketch From 
Brittany) 

Monotype. 121x172 mm. (4 3/4x 6 3/4inches) 

Lent by Lessing J . Rosenwald, Jenkintown, Penn
sylvania 

Rubbing 

90 

200 HI A 

Rubbing from a bas-re lief printed in brown on 
Japan tissue. 369 x 263 mm. (14 1/2x 10 3/8 inches), 
(sheet) 
The Art Institute of Chicago ( Dr. Herbert Michel 
Sundry Fund) 



ADDENDUM TO THE CATALOGUE OF PAI TlNGS 

1897, Tahiti 

70a WH ERE DO W E COM E F ROM, WHAT A R E W E, WH ER E AR E W E GOI G 
(D'OU VE 0 S O US / QUE SOMM ES O US / O U A LLO S O US) 

O il on burla p, 54 3/4 x 147 1/2 in . 

Signed a nd da ted , upper right : P Ga uguin 1897 

[n cribed, upper left : D'oi1 Venons Nous / Que Sommes Nous / Ou A /Ions Nous 
l ent by The M useum of Fine Arts, Boston 
Ex coll: Ambro ise Vo lla rd , Pa ri s (old to G . F rizeau for 1,500 franc in 1901 ) ; Dr. F rizea u , 

Bordea ux; G a lerie Ba rba za nges, Pa ri s; J.B. Sta ng, Oslo ; Alfred G old , Pa ri ; Ma rie 
Ha rrima n, ew York 

Exh:Galeri e Vo lla rd, Pa ri s, 1898; G a leri e Ba rbaza nge , Pa ri s, 19 14; Mu ee de l'O ra ngerie, 
Pa ri s, 1949, no . 52 

Ref: Alexa ndre, pp. 188- 194, ill. pp. 138- 9 
Ma lingue, 1948, pp. 2 18- 220, ill. 

G. Wildenstein , Gaz. des Beaux-Arts, Ja n.- April 1956, pp. 127- 151, ill. 
Goldwa te r, pp. 9, 140- 5, ill. 

Us ua lly rega rded a hi ma terpiece, this pa inting was conceived by Ga uguin as a summary 

of hi ca reer. He was very pleased with his crea tion a nd desc ribed a nd inte rpreted it in 

numerous letters. Soon a fter fini shing it he wro te to D a ni el de Monfre id , Februa ry 1898: 
" ... The two upper co rner a re ch rome yell ow, with an in cripti on a t th e left a nd my igna

ture a t th e ri ght, like a fresco damaged at th e co rn er th a t has been a ppli ed to a go lden wa ll. " 

H e went on to say tha t he rega rded the picture as a philoso phica l trea ti e o n th e theme 
proposed by the t itle, compara ble to th e G ospel, a nd that he beli eved it was good. Severa l 

yea r la te r, in a letter to Cha rles Morice of July 1901 , he defended himself aga inst th e cha rge 
that he had no t made hi mea nin g clea r a nd compa red hi a pproach to sy mbo lism with th a t 

o f Pu vis de Chava nnes, concludin g: "Expla na to ry deta il s- fa mili a r symbo ls- would po il 
the picture turning it into ad rea lity, a nd the given theme wo uld no longer be a poem." 

The theme of human destiny un fo ld from ri ght to left, beginning with th e Jeeping child a nd 
three eated fi gures representin g community life. The middle deno te da ily life and fi gures who 

ponder its mea ning. At the left th e o ld wo man nea r dea th ymbo lizes resigna ti on to li fe's end , 

and the ido l in the background a lludes by its gesture to the Beyond . 
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24 Marie Derrien The Art Instituteof Chicago 

This is another oF the paintings showing the in
fluence o f the still life by Ceza nne (Venturi , no. 
341 ) that G auguin owned and had with him in 
Brittany. The bowl , glass, and flowered wallpaper 
reca ll Cezanne's still life vividly. 

c. 1888- 90, Brittany
23 STILL LIFE WITH A PPLES 

Oil on ca rdboa rd, 11 1/2 x 13 in . 

L ent byM r. and Mrs. Siegfried Kramarsky,New 
York 

Ex coll : Daniel de M onfreid, Pari s; Mme Hue 
de M onfreid, Pari s; Rosenberg and 
Stiebel, N ew York 

This sketch o f apples is poss ibly a study for a 
larger still life. It shows Ceza nne's influence but 
is much ti ghter in execution (cf. nos. 22 and 24). 

24 MARI E D ERRI E 

Oil on ca nvas, 25 5/8 x 2 1 1/2 in . 

Signed, lower ri ght : P. Go./ 90 

1890, Brittany 

Lent by The A rt Institute of Clricago (The Joseplr 
Winterbot/ranr Collection ) 

Ex coll : E. Brown and Phillips, London; Chester 
H . Johnson. Chicago 

38 

Exh:Roya l Sco ttish Academy, Ed inburgh, and 
Tate Ga llery. London, 1955, no. 35 (as 
Portrait of M arie Henry ) 

Ref: A lexandre, p. 29 i ll. : M alingue, 1948, p. 
153 i ll. ; Rewa ld , Post-Impressionism, pp. 
293 , 308, ill. , p. 309; Goldwa ter, p. 94 ill. 

The sitter for thi s portrait has sometimes been 
wrongly ca lled M ari e Henry, the owner oF the 
inn at Le Pouldu in Brittany . But i t is actually 
M arie Derrien, whose nickname was M arie " La
gadu," mea ning in Breton dialect, " Black Eyes." 
In the background Gauguin placed a representa
t ion or a painting by Ceza nne which he owned and 
pri zed grea tly. Indeed, theentire picture is painted 
in the sty le of Ceza nne. 

c. 1890, Brittany
25 IRVANA- PORTRAIT OF JACOB 

M EY ER DE HAAN 

Oil and turpentine on silk, 8 x 11 1/8 in . 

Signed, on the hand : Gauguin 

Inscribed, lower ri ght: Nir vana 

Ex coll: W alther Geiser, Base l ; Wildenstein , 
New Y ork 

Lent by the Wadsworth AtheneumHartfo rd (The
Ella Gallup Sumner and Mary Catlin SumnerCol
lection ) 

Exlr: G alerien Thannhauser, Berlin , 1928, no. 
127; Wildenstein , N ew York, 1946, no. 43 

Ref : M alingue, 1948, p. 152, ill. ; Rewald, Post
Impressionism , p. 447, ill. , and Dra wings, 
no. 25, ill. ; G o ldwa ter, p. 59, ill. 

The Dutch painter M eyer de Haan was a friend 
or G auguin and supported him for a time in 1890 
while they li ved together in Le Pouldu in B r ittany. 
He was a dwarf and his st ra nge appea rance must 
have interested Gauguin for his likeness is pre
served not only in thi s sketch and another por
trait but also in a woodcut and in the stran ge 
claw-footed crea ture in the background oF Contes 
Barbares of 1902 (Folkwa ng Mu eum, Essen). 
G auguin also ca rved a bust oF De Haan in oa k 
about the time he made the Nirvana painting. 
The two bathers in thi s painting also appea r in a 
pen and ink drawing and in a woodcut, bo th en
titled A ux Roe/res Noires, and are also the subject 
or the drawing on the cover o f Documents Talriti , 
an album of ketch es dated 189 1- 3. 

The gesture oF the woman raising bo th hands to 
her face is used by Gauguin to express anguish as 
in Human Misery (no. 11) or old age and death 
as in D'oti venons-nous? Que sommes-nous? Ou
allons-nous? of the Boston Museum of Fine Art s. 
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