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The above guatation by the critic and gallervy owner, Pierre Loeb,
reflects the general mood of the French Avant Garde of the post-—

war periad.

Jean Dubuffet contributed in no small way  to  the wvisual
revoelution, which ocowred in Faris immediately tfollowing the

Wai . in 19 Dubuffet had discovered a boalk about the art of

the mentally ill, Bildnerei der_ Gei 2y by  the

1N

Heidelberqg psychiatrist Hans Prinzhorn. This book had a lasting
impression  on Dubuffet and from that time on Dubuffet discovered
and set about studving artworks piraduced in mental hozpitals., He

was soon convinced that such workese are legitimate testimonies of

human expression.

The post-war periad in France witnessed a return to the values af

the past and al=a a re-evaluation of cultural NOrms . This wacs

i)

undoubtedly heralded by an identity crisis felt by the French
after the occupation. Andre  EBretaon interpreted this re-—
evaluation as a break with the Graeco-Foman tradition of Ewuropean
culture which led to a celebration of primitiye art in general,

but in particul ar, that of a national (Y EL (& (7] - This interest in
S e primitive, was not just a questioning of the origins
af forms and techniques in painting, but moreaver a questioning
of the fundemental motivation behind the making of art, and a
gquestioning of the effect of freedom, political and social, on

Hies el et i AR oA Al e a1 It was against this general

background that Dubuffet®s interest im the art of the mental ly
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ill flowished. Madness could be interpreted as a primitive and

indeed the psychiatrists and psycholegists at the time, were

investigating the possibility that the drawings of the mental v
. £

ill held "the secret of human e:dpression and its formulations!,

Dubuffet bases his art on the premise that each living creature

s a uniguely individual concept of reality, A i - G

h

(1]

belief that every individuals artistic creations should also be

unique, and that true creativity results from an environment free

-

firam  the constraints of traditional articstic values. ALl human

beings have the pou of imagination, ow minds constantly absorb

Vi siuEl information which we take to be +true retlections of
reality, however each individual reacts in an entirely unigue way
to  any given image. The way in which we react depends an  our
experience and knowledge of life in general . Furthermore the
extent to which we are free to express creatively depends on  to
what degree we have heen candi tioned. If our conditioning has
given us a set of "rules” by which we create, our creative
energies have heen seriocusly tampered with. Traditionally in
western culture, the artist usually only gives a relatively small
element of individuality to an image that society accepts as
being representative. This limited uwuse of imagination 1s
challenged by Dubuffet. Ta imagine, in Dubuffet’ s eves, lshto

"give image tao", ia6, to imagine "worlds bevond ocur own limited

g
£
-l
experience”. Dubuffet believed the artist must create images
that are challenging to the eve, works of art that create Tacts

and scenes replacing conventional representations

=t
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The essential elements of Art Brut can be broken down to three
characteristics; one. the makers of Art Brut are socially or
mentally outside of societies accepted definiticns of the norms;

twa, their work is concelved and produced ocutside the field of

i

"Fine Artst, le€uy without the constraints of gallery
manipulation and art school teaching, it is alsoc conceived with
little or no regard for the recipients of the worl; thiree, the
subrjects, technigues and svstems of figuration have little
connection  with traditional or fashiaonabhle interpretations of

Sale.

DulhwF

b

fet strove to reject anything and everything academic, to

0

reject all criteria based on traditional aesthetic values. il

believe Dubuffet’s main achievement in his quest for a "new art
was  technical. Dupuffet’s subjects and systems of figuration
could in themselves be seen as contrived versions of cultw-al art
or  perhaps an imitation of the art of +the insane. Dubuffet s
position was altogether tenuous. On the one hand he places Art
Brut on  a pedestal, a true art untainted by intellectual
reasoning, yet on  the other hand he was making art that was
cbviously cultural, his theories and discoveries were addressed
to the cultwal art world of the time so he was in  constant
danger of contradicting himself. Howewver , Dubuffet was well
aware of his position, vat decided to react within the contines
of the established art world, feign allegience ta the svetem and

gquestion conventian from its core. Dubuffet's allegience with

the art system and the subsequent housing of Art Brut in a museumn
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could he seen as & major compramise, undermining the Art  Brut

ideal. However to adopt such a cynical approach would be denying

revalutionary effect Dubuffet had on  the art

the positive and

stahlishments {(and ultimately the publics) way of seeing and

evaluating art.

1}

Dubutfet retwned to painting inm 1942, vet did not publish hi

&
art brut prerere aux art cultwels" until 1949. It i

in

essay "L

1S G e =

the periad s (circal) that I will deal with in this

=

thesis it is the period of Dubuffet’s career which shows

.

greatest development of technique, ideas and style. I+ Dubuffet
had ceased to create in the mid S0"s, his essential effect and

influence on contemporary art would still have been monumental .

studying the war of Dubuffet produced in this period alone,

ORe Can uncover the ance of Dubuffet, the intellectual, the

artist, the man.

depends in fact upon the identical character of

all men; for me there is only a single man in the universe,
whose name is Man., and if all painters signed their works by

this name, "picture painted by a man", see how pointless any

—~
7
7

guestioning would appear". Dubuffet
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CHAFTER 1

DURUFFET"S EARLY WORKS 1242 — 1945

to 1942, Dubuffet had only painted

)

painting again in 1

~[

P42, at

and mostly for hics own

interested in the art of the mentally ill
Duhu+fet had mo  intellectual or

first it wacs

sporadically.

with no

pleasure. At this

>

and all

psychological

behind his own retuwn to art. Although his early warks
a1 approach already bpreaking with traditiocnai
technigue and treatment of paint Dubuffet’™ =

were basically conformicst.
s camprise of stili-lifes=s. nudes and portraits.
reprezentatiaonal images. painted i cils and

Chiaracieri=stices of nis iater Wor i .
g of Farch 194% "Metro" 1= a good

The painting is more akin

painted in bright pastel

evidence of unconventionality

ced, i.e. blue, clive green. bright red amd iilac.
e toa recalls the fauvist Tradi tion. Dubuftet™ s
uwtlining areas aof flat pure colour. characteristic
i HWaT s = R el e e U o B sEar AOUaChes, i
le dig not last long however. i rtecnnigue and

to 1llustration,

colours.

o
n
s}
0

evidence of the exploration or

= c |
enample of hies

The

ssibly the
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"LARGE COALY NUDE",
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treatment OF paint they do not have the personal conviction

evident aonly a vear later.

In August 1944, Dubuffet caompleted "large coaly nude. In this

painting, the artist evidently attacked the canvass with great
eneray . the image is clearly representational and Dubuffet uses

the familiar black unbroken outline, rendering the figuwre quite
motionless, however it is not the figure that immediately strilkes
ane . but Dubuffet’s use of paint and colour. One's initial
impression suggests & limited colow range of browns, pBlues and
pinks, however on closer inspection there is evidence of an
underpainting of bright vellows, greens and reds. What movement

and energy the painting peossess is suggested not by the figure,

which is gquite still, but by the use of paint and brush stroke.

r progression dis most evident when one compares the

Dubnffet”

three paintings — "Metra®" 1943, "Rope Skipper”" 1943 and "lLarge

caaly nude! 1944,

In "Fope Skipper”, aglaring colowed paint was laid on in fauvist

and thereby took on a value of its own, which set th Tane

]

r, i

mn

o
=

o

=

v the picture as & whole. Our attention is directed tao the

“

1

painting preocess as such and away from the particular theme ot
the girl shkipping. The artist has become 1involved, almost
completely with the process, the image taking on a secandary
role., There is a striking contrast between the development of

technigue and the almest identical drawing styvie of the two
: J ) i he twoe
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femal @ nudes. Dubuffet®s rejection of perspective is apparent in
the nude paintings. while in "Metra'" he use=z aeriel and linear
perspective gquite blatently. The painting "Large coaly nude"

"

has been depicted i texts a= an example of Dubuffet s anti-

tH

eaetahlishment views. The association of coal and dirt with the
female nude apparently being a deliberate slap in the face of
academi c traditional aesthetic wvalues. I Ffeel that the

ociation ie less deliberate than that, even the evidence of

=1

the aforementioned progression illustrates Dubuffet’s primary

interest in technigue.

Marionettes de la Ville et de la campagne" is the heading under

which Andreas Franzke groups Dubuffet’s earrly works in his  book
i

"Dubutfett. This categarization is a clear indication of
Dubuffet’s intended use of the figuwre in his early work. The

figuwre

in

clearly have no particular characterisations to

digtinguish them from each ather, they are entirely ananymaus.

"S fantasy Faris, its house fromnts and sqguares make a gaudy
stage setting for passersby and dogs who, marionette-like,
3

o

perform grotesque comedies befare the viewerr".

Thi= uwuse of the figure grew out of Dubhuffet s earlier hobby.
puppet making. Mone of these marionettes have swwvived but it 1s

interesting that as early as 1932 Dubuftet was ‘'"inventing"

characters in the {form of maricnettes as apposed ta representing

Erows personalities. Dubruffet was not solely concerned wit the
; ! the

figure however and from 19243 Dubuftet showed an interest in
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landscape painting.

In dud oy 19435, the Dubuffets went on a cycling trip to
Villefranche-sur—5atne. Dubuffet made many sketches i
paintings on this Ty, and again the contrast between these and

later landscapes is qgquite stark. Compare "Cvyclist in the

1943 with "Guwiet countryside", 1944 and one can see vet

n
again how Dubuffet’s preoccocupations changed. The former 15
illustrative and almost fauvist in colouwr use, while the latter
emphasises the tactile qualities of the earth. There are however
zome chvious ties, perspective is suggested in both by the use of
a highly positioned horizon line, and the use af black line:
while more refined in  the latter 1 5 still essentially

itliustrative. Dubuffet continued to suggest an horizon, however

until

In 'iarge coaly nude" and '"bMude

the horizon is suggested by the positioning of the

i

figuwres hands.

Dubuffet s uwse of the "marionette" varied considerably during his

early periad. in the painting "Guiet countryside", the artist

successfully omits the figure, concentrating his energies on the

evocation of earth. Dubuffet’s usze of line is used to convey
field boundaries, geometric trees and an equally geometric house.

Compare this to "Jazz band!

executed only three monthe later in
which the subiject seems to be all important. While the figures

=till  suggest marionettes they are no longer iseclated but relate

to gne anather in the manner essential to all musical Qroups.
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"t is true that in my trituwations of materials, and manners
af applying them, I found myself led to allusions which most
often peointed not toward so-called noble materials such as
marble ar fine marquetiry woods but to very common evervday

stuff of no value like coal, asphalt, or even mud, towards

the accidental effects of rain wearing away different kinds

of +the commonest soils or af the decay with age of things

Gk e A IEE R e the crudest sort such as old  scrap

i I rough e and every kind of junk and whatever

pertains to trash and refuse!

]
oy

e =
"Ll'-_

o Dubuffet was

painting in what he called his "Haute p&te"
styvle, a heavy mixture of thick paint and sand, plaster, coal
dust and the like to which he often added such SN maiteigalailis i o
stiring and broken glass. This empha=sis on materiale was now
cambined with a more obvious consideraticon of the subject matter.
In the painting "Archetypes" (May 1945), Dubuffet first lays on
the canvas a ground of "Haute pé&te into which the artist draws

his figures. The nudes, one male and one female, are essentially

S

o his= familiar, AnGnymous, gratfiti type. however because
Dubuffet has clearly treated the drawing with equal conviction as

he has the "pate", they take on a mare animate and important

raole. Althaugh  the drawing style has changed little from his
earrlier nudes of 1244, they are clearly far less incidental.
This marriage of line and surface is further successfullvy

explored in "Fossilised speechifier", 1744,  Here the outline is
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less apparent, being no more than a track mark through the p#ate
created by the dragging of a brush-like object across the surface
of the p&te rather than through it. The coal dust and course
substances mixed into the paint create an impression of rock like
substance while the ocutlining marks are lightly carved in  the
manner of a fossil. Again Dubuttet’s treatment of the figure as
ar ANONYymous image is emphasised by the reterence to
fossilization, 3.y, ot only could the Ffiguwre be of any
gecgraphical location but of any time in history.

Dubhuffet thiihited the aforementioned works at the “"Galerie FRene

Drouin' in 194&, his first public show, pot all of the warks in
this show used "haute p&ate” in its crudest sense. Cubuffet
sometimes simmulated the technique by using an extremely thick
impasto of pure oil paint, or he built up and/or scraped down his
canvasses 1in an effort to achieve the same effect  as | lhalite
pate". In his show Dubuffet also whiibited a number- of
landscapes of which "Landscape with moon and bird” is the most
COnspicous. Once again Dubuffet retwns to his use of line and
in his use of paint and colour the painting is almost an exercise
in pattern making. The use of geometric line in his urban works
and  landscapes had been evident since his landscapes of 1944
("fluiet countryside"), however the geometric use of paint work
and colow as a ground onto which the drawing is placed is
entirely rnew. Hitherto, Dubuffet had used the paint to evoke a

1

tactile rendition of the swtace material he was representing.



in 1 andscape with moon and bird" however . Dubuffet’s concern

appears to bhe with the effect of moonlight on the landsecape and
how he can best eveke this with colowr. FRather thanm to imply an
inconsistency of style on the part of Dubuffet, this brief
departuwre is moreaver & further attempt by Dubuffet to =solve the
canflict sometimes evident between line, colow and texture
within his own work. Dubuffet’s development i= quite logical as
far as technigue is concerned, however one gets the feeling that
he was= not entirely bappy with the Fiqurative element of his

work, this he tackled the following vear when he made a series of

"portrairts
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CHAPTER__2

Im July 1945, Dubuffet began a series of portraits. Th the fir=t

20 - 23 or so studies he used Jean Paulhan as his sUb ject. it

AL a v

o

Was  an important exercise in the development of the artist's
wor ks, Dubuffet had at this time bhecame technically confident: he
had mastered the Haute Fate technigue and had evidently arrived

a crossroads  from whence he had to decide on the future

fi
N

direction of his work. While his technigque was consistantly

competent, his imagery ofte appeared wealk and lacking in
conviction. By dealing with the figure, and in particular by
using a cleose friend as sl ject, Dubuffet forced himself to re—
evaluate his way of interpreting form.
"for a portrait to go really smoothly for me it has +to be
scarcely a paortrait. At the very least, to be a partrait no

'

lLonger. It is then that it

0

Starts  functicning i

1

strrength. I have a great love for things carried to their
. 1

extreme posible limit".

In his portrait of Jean Faulhar, (July 1945) Dubuffet blatently

’

trives to capture a likeness rather like mome of his earlier

ifi

figurative work. It is a caracatice in o= much as he deliberately
exaggerates the featuwes; elongated nose; closely set eves, etc.
The portrait. tentative in execution and decidedly overworked, is
a poor indication of Dubuffet®e figurative abilities. Dubuffet
undoubtedly recognised this but strove on regardless in pursuence

af a satisfactory result. The technical procedures devel oped
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previously were retained, though modified to complement his
theme. He continued to wuse the Haute Pate technique, and
experimented with line. bubuffet began to employ cravem in his
drawing which produced a rough line similar to the track—marks of
his earlier paintings, the artist also used a technique whereby
he First laid down a ground of colouwred ink and Crayon, aver
whitch i herpainted a layer of black imdian“imik, he then scratched
th-ough the ink exposing the underlving colour. Dubuffet also
ot ked in pure black and white, again sciratching through the

bBlack surface revealing the white ground. This produced an

interesting negative effect as can be seen in "Leautaud griffures
blanches" and "Micheaux griffures blanches", Evidently Dubuffet
had moved away from concious recognisable images of his friends,
however b A it il e S R e g e drawings were portiraits of
identifable people, they were no longer representations of
anonymous  beings but images of his friends as he saw them.
Dubuffet strove to evaoke the individual rather than represent
Bim. Dubuffet aimed for an anti-portrait image, an  idea of
portral ture totally opposed to the tradition of academy
partrai ture. It is difficult in retrospect to evaluate this
sErlies of partraits, His portraits, while strikingly anti-
ﬁﬁt&bliﬁhmEﬂty were hardly entirely ariginal . There existed
mnumerous agther French artiats, Dubuffet’s contemporaries, whao

were similarly looking for new solutions to the old problem aof

pelEtiFal e S fie l e R e o s = hllent o successfully capture an image

L
[

dore 7 Gaston Chaissac, FRoger Rissiere, Antonin Artaud, Jean

a complex personality on canvass, and if so how best can it be
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Michel Atlan and numerous anonymouws artists {(often with histories
of mental disorder) were dealing with alternative portraiture at

H

that time.

Riseiere exhibited at the Fene Drouwin gallery in 1947 and his
figurative images are very similar to those by Dubuffet. Antonin
Artaud  introduced text into his portraits payving deliberate

hoamage taa hie literary background.

in portraituwre grew from his  habit af

Artaud’ s inte
"doodling" in the margins of his manuscripts, just as he allowed
his art to overflow onto his text, he allowed language to
overflow onto his art. The relationship between his drawings and
BiscwEitings ds similar te that of his Glbdtceasy: predecessor.,
e hdiafe wha prophesised Art Brut when in 18462 he wrote to
hise puklisher, Castel:
"Chance has brought to your notice a few attempts at drawing
made by me in hours of almost unconscious davdreaming with
thess i Selied b 8 i s S e e B R e mairgins or covers of
manuscripts....l very much fear that these nondescript pen

strokes set down on paper more or less awkwardly by a fellow
who has other things to do may cease to be drawings from the

moment they claim to he =uch”.

While Hugo subconsciously created in an idealised interpretation

of Art Brut, Artaud was conscious of the brutish element within

his work. Im 1947 Artawd pretaced his exhibition "Fortraits at



. |

dessins! at the gallery Loeb with the following words: -
", .. The human face is an empty force, a field of death...the
human face bears in effect a kind of perpetual death on ite

countenance. it is precisely up to the painter to save this
4

face by restoring its perzonal featwes..."

Dubuffet’™s partraits however lack this conviction, sometimes even
his loose portraits appear derivitive. Artaud and Chaissac were
nat trained in fine arts, Dubuffet was, therefore he could rnot
attain the same spontanious or Brut quality evident in the wori
of many of his contemporaries.

Dubuffet’ s treatment of composition changed little throughout his
poartrait series, the aforementioned portrait “Fortrait of Jean

Faulhan" is traditional in its setting, the figuwre iz painted in

1

& head and shoulder pose,

1
Hil

squarely on the canvass. Details

such as  the white shirt and the black tie and neatly trimmed

moistache indicate the =zitters priviliged position in society (=
is this an anti-portrait 7). In the later portraits however,
Dubuftet dispenses with such trivial detail and the partraits
come  nearer  to being anti-portraits. The subjects are all
priviliged =society members being mostly artists, writers and
philisophers but no indication of this is given. The figures
continue to be placed squarely on the canvass, perhaps in itself
indicating that the drawing is a portrait rather than an

anornymoue figure. In the portraits of 1945 there is little sense

cf movement - activity within the painting, Rhowaever as  the



|

" -

11

"PORTRAIT OF JEAN PAULHAN", 1945
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portraits developed, so too did a sense of personality within the
picture. Compare the "Fortrait of Jdean Faulhan executed in 1945
ard "Jae Housguet in Bed" of 1947. For the latter painting
there exists two preparatory gowvaches depicting the bedridden
atthar. Dubuffet returns to indicative details and the painting

iz almost narrative in stvle. Dubwuffet had abandoned detail far

a  period 1T during which time bhe executed a  nuwmber  of

portraits, concentrating an the guality of line and introducing a

deliberate sense of movement {(see Leautaud white scratchipgs)l In

[ 7y

"Jos Bousqguet i Eed" Dubuffet achieves 3 striking balance

lTime and technigue. The line appears caontrolled vet not

overly contrived as in hizs earlier "caracatures". The sitters

i

tculations, combined with bed-tray of let:

ers and books,

indicate more the sitters mental agility than social status. The

Linear spontanaiety far removed {from the geometric patterns

enploved in his sarlier paintings. This successful marriage of
line and technique is echeoced in the painting "Anteonin Artaud with
Btk e HE el ey here the artist covered almost the entire swiace

-

his thickly-laid-on ground colow with ashes and in some spots

o

with =and or coal du=st. The rough overall impression 1s

paralleled by the drawinge

inside the figure. As in the crayvon

dirawings of the same periaod, the artist uses seemingly naive and

clumsy line to outline the "data” and at the same time he creates
negative arsas which he tireats with equal technical importance as

ackground. The impact however is one aof high

the positive D
visual contrast, the +igure stands owt from the background

zimg the figure’s importance as a personality.

empha



Dubuffet’s achievements at this time, again appear to i

be
technical « While he succeeded in developing hi=s competence with
line and composition, I am not suwre he was successful in his

1]

guest for anti-portraiture as such. His portraits were certainly
innavative and ditterent, but they were not sufficiently

anarchaical to change the face of CZ0th portraiture !

Az a figurative artist however Dubuffet®s innovative techniques

made for a special individuslism which did not go unnoticed.

Undoubtedl v because of his interest during 19244647

portral ture, Dubutfet s relationship with the figuwrative element

in his work became mare asswed as can be clearly seen in  his
work of the following vear, 1948, Apart fram the natural
devel opment of the +Figure, Dubuffet’ s stvle was gireatly

influenced by & trip to the Algerian casis of El Golea, made
during the months of February, March and April 1947.

This trip allowed Dubuffet to assess his work, and art in general
from a non-western cultural standpoint. This wvisit to Africa,
prompted in part by the harsh winter and fuel shortages in

Erngland at the time, was followed later by two retuwrns to the

desse frrom Movember 1947 to April 1948, and from March to May

of 1949,

De=sert Influences

The limitations impeosed by life in the dessert, gave rise to
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Dubuffet’s experimentation with gouache. Dubuftfet was used to
the mapipulative qualities of oil and other slow drying media,
Mawever the artist discovered that by mixing gum-arabic with the
gouache it made it more pliant, 1t also extended the covering
power of the gouache which was of vital importance, A% acces:s to
any painting material was difficult. The gum—arabic gave =&

transparant guality to the gouache unlike any material used by

Dubuffeat hefore. Howew e this mixture could be laid an

canvass/paper in  an  impasto manner adding & new dimension to

DudbuA £ 2 warlk. in  the painting "PMusicians in  the dessert"

executed at the end of 47, the artist shows great control of a

Ficult  and alien mediam. The composition has changed little
firam his @ early landscapes, the high horizon now being a
characteristic of Dubuffet’ = wark. The use of colour is highly

evocative af the desssrt setting. newtiral shades of sand and

scattered &I &

as of ight oranges. complement the underlying

miue, uzed als=c to depict the zkv in a long band of heavy

T Dubuffet has scratched thirough the sand areas, often
allowing the line to change freely in colour from arange/brown to
deep blue. The crusty paint swface is brittle and appears to

have broken arbitrarely while Dubuffet was drawing into it. The

Sl e ey

most pect of this painting however is the drawing.
The deliberate line merges with areas of accidental cracking.
This i= far remaved from the portrait images in which the figure
tendad to cantrast strongly with the background, here the drawing

and setting are as ong. The dessert casis appears to be a hive

af activity. intentional or not it creates a perftect setting for
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these tuao highly animate musicians. The musicians hands are

emnployed plaving their instruments, vyvet there is a definate Sense

of  gesticulation. Compare this painting with the earliar
painting "Jazz band" 1944. A similar theme perhaps, but how
much more musical the more recent painting is ! Dubuffet again

emplove an element of pattern making, particularly in the bottom

miaght hamd  cerner. However the overall effect of pattern was
achieved accidentally rather than deliberately due to the

atorementianed brittleness of the paint surface.

Between the first and second trips to the Sahara, Dubuffet
produced nine  oil paintings, o which six reflect themes
connected with the first visit, an aobvious inconsistency of
linear gquality is evident when one campares "They hold council®,

APt l 1547 with the earlier "FMusicians in the dessert", the

i
pars

dirawing in the former is iff, movement is almost non-existent,
and the figures are isolated in such a way as to give little
teeling of verbal or non—verbal interaction. Their positioning
iz certainly suggestive of ceremony, hawever any atmosphere
evaked is achieved by colour use, the feeling of heat being

evoked by the prominant positioning of the =un and by its vibrant

calowing.

"The Sunmy  Sundays", mainted shortly atterwards has a similar
gualiity. Dubuffet has returned to deliberate pattern makinag,

geEometmic linear elements dominating the scene, reminiscent of

his painting "Winey Landscape" of 1944.
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FOOTNOTES - CHAPTER 2
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CHAFTER__3
Dubuffet coptinued to work on the Sahara theme until thskE()
however , during a last visit to the casie of Heni-Abbes in the
spring of 1949, Dubuffet drew landscapes that only very generally
reflect his personal experience of the region. Using his store
af wvisual knowledge and experience, Dubuffet began to be more
inventive with hi=s csubject matter. As in the portraits the
artist was aiming to cresate allegories, with a life of their ocwn.

I Eh e o ety ng Elgiire i iias caiin iy by 1949, +there is little

direct reference to Dubuffet’s swiroundings. Th is some

B
=1
1]

refterence to dessert huts and palm trees in the drawing, however

earlier

]
n
=]
rt
=T
it}

al fteeling af

there na aene

"Musicians in the dessert" of the end aof G e e IblER L @

i familiar

mn

e evocatian G in the former. the sun. in it

ie= shielded by what could be a cloud. in

dominating

composition the painting is similar te many of the artist’s

riRSheirl 2o, Blue sky, dominating position of sun,

are all motifs we are familiar with. The drawing of the figure

=

however has evolved, the highly stylised profile of the figure is

almost decaorative in approach, the exaggerated mass of the head

(11}

i reiminiscent of Dubuffet’s earlier portrait series. At this

hegun to execute numerous pen and ink

f
o
=
™
:l_u
".‘
|
in
ry
:

-

i me

chir &l rig s, and undoubtedly the filuidity of line produced with pen

the fluid, exaggerated profile of "figure in a

arcl ik in

cauntry site”.



In Decembher-r 1%94%, far his First European exhibition outside of

1S, at the Balerie de Diable in Brussels, Dubuffet

lithographed a poster and a four page catalogue. Hlpf= Grishe d8is) i

thece are related to the artist’s illustrations far Jean

Faulbhan® s boaolk amanue au les Dessous de la Capitale", for
which Dubuffet also calligraphed the text. This exercise proved
invaluahle, dealing enly with line. the artist could not rely on

texture and colour to evoke feeling. bDealing with a favourite

e, Dubuffet showed great freedom of line in

subject "Le
these illustrations. The drawings proved to be a great success

=

3

although executed in a famili

n

wo cartoon manner, they nonetheless

have a simple, uncontrived charm.

that Dubuffet retuwned to

e e Giene et 00 ElRiEE S e e e

painting in his vie. The artist embarked on a new

s@riaes, the subject this time being the female nude. Dubuffet

thie series

3]

himsel

Carpes de Dames" il_adies bodiesl.

Because of the tradition of the female nude in western art,

Dubuffet®s nudes caused guite a controversy. The technigue of

L}
f

ads and busts is simple and direct. Impastos thickened

these he

T
~—-
in
)
-
=
i

ware laid opn the canvass, then the wet paint mass was

The earlier nudes

daEn cEm el lines and course scratchings

appear unfinished rather than overwarked {as is often the case

1

“e owork), which gives & refreshing dimension to his

with Dubuffet

wor b, Sttempting to  deal with the nude meant a very special

challengea. but was Dubuffet dealing with the nude per se o just

c nct theme on its head, 1.8

using the nude to stand & Sacrosay
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being superficiaily sensational ?

"My intention was that this tvpe of drawing should confer on
the figuwre no definite form whatsoevelr . that on the contrary
Sk EReldEr ol dESRiERE i position of general concept and
immaterial ity it pleased me to justapose brutally in these
female bodies the very general and very particular, the very
subh jective and the very cb jective, the metaphysical and the
grotesguel Y tiriwvial . gecordingly to my way of feeling, one
becomes considerably reinforced by the presence of the

it
other'.

The series of nudes "Corpes de dame' began in April 1930 with
"The bear cub;, Lady’s body". The overall impression of the
painting is hrutal, the dimiputive head placed on an ébese torso.,
the long outstretched arms and the grinning mouth make up an
almost nightmarish figure. Certainly  the averall image 1is
striking and Dubuffet iz successful in as much as such a brutal
rendering  of the female npude is certainly distwrbindg. The most
interesting aspect of the painting however iz perhaps the
artiet’s use of line. pubuffet has returned ta the use of thick
hlack outline, painted in this instance rather than scratched
into the haute pate. Line is minimal and ig not used tao any
decorative end. The drawing in the painting is vet again af
secondary importance.

wim the forty of fifty pictures 1 painted between April 1950

and  February 1951 there wWas good reasan not to take the

chir & g seriously. It was always outrageously

crude and
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Plate 5 of La Métromanie ou Les Dessous de la Capitale [
Metromania or The Underside of the Capital

by Jean Paulhan (1950). December 194%.

Lithographic reproduction of reed pen Gr=vwing using

lithpgraph ink on transfer paper, 7 7/¢ = ¢
(20 X 20 cm)

T2z — IIUSTRATIGNS & “METRO"
= Gl =

b | § i @ E BN N N S N NS




m .

"THE REAR

CuUr, LADY®S RODY",
= B9

1230




]
N N B B B = =

—h W W W W -,

24

" ADY®S EBODY, GAUDY
— R

BUNCH OF FLOWERS"




careless, enclosing the figure of the nuwde woman in a way

which, hen  literally, would suggest abominmably obese,

5

gy -

detarmed creatures!.

In these, ironically titled Ladies’ bodies, Dubuffet spreads the
nudes across the swface of the canvass like wvast landscapes. In
arne way  the massive figures are connected with his Faysages

Orotesgues vet in ancther way they suggest that perbaps the human

figure can just as well represent a landscape.

m

By neglecting the head and exaggerating the torso Dubuffet
Appesr s

e be trying to depersonalise the subject. The nude

hecame:s a "thing" to paint rather than a

n image copied directly

fraom nature.

L} P e i

In the final analvysis, here a general concept is displaced,
oth mentally and in its material embadiment, into a primary

form with itz own material properties and which, as  such.

Lave claim to being read as a value in  itselt. Like the

Grote Landscapes, the female hodies are twned into a

field of action for painterly sensations'.

=

fhe above quotation identifies the basic problem @iy GMEl  @6F

. L

Vo s a il Co e page e N g e °
Hmrhg the artist sacrisvices content +T0ot the sake (i)

i g Dubutfet’s nudes have greater implications than the

ul=Tn i The nudes come close to being misogynist

airtist had
i portrayal evern the title "The bear cub {Lady’s bhody!" has

suspiclous  under tones. in treducing the female nude  ta  an

AR LA
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1

" ,‘ ‘

Yobject for painting’, b depersonalising the female body but vet

POt aving a faw animal-like sexualixy, i Dubuwf fet nat

HH

exploiting the female nude in a highly familiar and +Far from

f

"anti~—traditional’” manner

worlked ars PR O s variations an this theme +

appraximatel vy one vealr. Dwring this periad the artist displays &

diverse approach his subject. Compare "The bear cub {(Lady’s

i
m}

f

bhody) with "Lady®s body, gaudy bunch of flowers', the

et

L atter

pailnted just five manths later than the former. The former is

in colowring with & limited tonal range, the tonal range

HY:

~los ta  the

Wier (Eindal@ileis  (@hs the bady being very

P

hackaground. The atorementioned black ocutline uncharacteristically

1

rather than inscri

read. In the latter however, Dubutfet

f T

emplove a wide range of colours, he uses an overpainting of {flesh

colouw on the body, thi-ough whichl he i his lines revealing

reds, vellows and oranges. The background is

which makes the figure appear to stand-out from

the background, unlike in "The bear cub {(Lady’ s body)". Iin the

ample the figure fills almast the entire surface as &

=

virtually clo=zed form. fgain the figure is reminiscent af his

TARES, within whose boundaries the very spontansous drawing

ties together the anatomical details. The nervous energetic line

=@el wilth a sharp b je into the flesh colouwred surtface.

evident in "Lady’s body, gaudy bunch of flowars” seems

The line

to contradict Dubof +

"e own words quoted earlier. Dubuffet sees

OE L line ez S lcapelic=ci, however this “carelessness"
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results in

the effective

wi tih elmiE (el s i

line evidaent in

"Lady's

again Dubuffet s interest

While not asz geometric as

the less heralds Dubuffe

hie "Hourloupes" series.

numerous pen and ink
These

In his bicgraphy,

pen as "acting

restrainty CARE !

cantaurs, spurts,

ink  drawings.,

betweaen his

aftir

Ll by pailn

the
wer lred

highly

close

and it i=s hard to
a heavy and W e

L1 me

at = aMne

Grawinogs. 1t

e Corp de Dames seri
the  mindiS series. In

"The

tig

diepl

body .

in

Lo

Fie, e
studl es.,
drawings
Andreas
o the paper,

i lines

bhear

Cu

gaudy

e ‘:,/' 5 h 3

his

flady s

W

pattern

£

fluidity of

i

ounch of

and decorative

=
£

subsequant use of

time Dubuffelt continued

almost

restlessly

splashes" .

i particul ar

ting

image makes a

ta the

GRS

too.

apologetic remarks

A=

this

aying

1 ed

"Ladie

and

palintings.
immediate stirength

imagine Dubutfet

SO

to re

e ]

o

his

f. 2ls

]

bheing

hear cub

i

late

A Cn
=)

a refreshing

Franzke

altermnating

O

Doy ™

SRR e

-

Ol

er

directly

"y

J

chr s ng .

ine, contrasting sharply

a

bady) " The use of

flowars", suggests

marlk  making.

landscape series, 1t none

line and colows in

to make

all belonging to the nude

looseness of

describhes Dubuffet’s ink

and entirely without

with meandering

-

examination of Dubuffet’s

one can see a direct

The vivacity and

wvisual statement

"iLadies body, gaudy bunch

of his drawing.

capable of painting such

iLady®*s bhody)" while

in hi and ink

ifl

1er gy pen

his pen drawings with his

on hizs own drawing

into his "landscapes of

ubutfet at last allows the
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paint to become the subject of the painting. The artist deoes not

geny his primary interest in process, vet nonetheless he

encoura the

iewer to "imagine" the painting to be a portravel

of landscapes. Dubuffet at this time abandons his haute pate

m

technigue and restricte himself tao the use of an opague synthetic

FEsin. This material, being far removed from the earthy

materiale he employed previously, is used to portray natural

swrtaces. The artist enjoyed the challenge of representing

natwe, using unnatwal materials.

13T e R ) Ry (G e s . - . " § -
i en joved the idea that a single medium should have this

doubnle {ambigous) power: to accentuate the actual and

familiar character ot certain elements (notably in

figwrations of ground and seils), and yet to precipitate

ather @lements into a world of phiantasmagoric irreality,

rairirowed frrom other worlds than ours — or the same kind of

)
~h
1

life, but captwed on same its obther levels......fmbiguous

4]

facts always have a great facination for me, for they seem to

n

me  to be located at just these intersections where the real

7
fak
1)

natwre of things may be revealed".

@ de 1tinforme" {landscape of the formless), the

wndscape is a wniform surface spread acraoss the entire canvass,

1 are
allowing iust  narrow familiar band of contrasting texture and

tinag an harizon. The hard impasto creates a relief

colour sugge:

“ffect evocative of landscape but in an illustrative

I find the positioning of the sun however takes away trom

effect. Such obhvious figuration appears oubt of
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caontext in  this instance. Other examples of the same period

anticipate an important cycle of pen drawings executed between

June and October 1952

o n

(=}

In the dirawing "Landscape with dead dog" we can see a cellular

style evolving which was later to become Dubuffet’s obsession.
saain Dubuwitet  clings to figuration amd sugogested landscapes.
While the figuwration elements are egasily identifiable, the

previously well defined horizon has now fused and is barely

=

suggested. This disorderly interplay of shapes and '"cells®
distinguishes this small piece as the direct forerunner of the

-

Hourloupe styie Dubuffet did not arrive at until 196Z.

The graphic element in this and other drawings of this periad

3.

-

attains much the same effect as was previocusly conveyed Dy the
artist’s use of paint. Through the fluidity and movement of the
Tine Dubuffet’s drawvings achieve an almost tactile quality.
Dubruffet, however refused to allow his work become totally nen
representational , e clung to subject—-matter and continued to
refer to "reality". It was not until 1960, in the Matericlogies

saries  that Dubuffet portiraved brute matter

]
i

such without any

reference to real things or subjects.

In the later Faysages du PMental works, impastos convey

impressions of subject matter in the guise of generalised

: i ; : A e 2 T ;
landscapes. Here one finds the end result of Dubuffet’= use of

celle and a highly active linear language worked aut  in his



e

chim &AWl Nges. lhie progression is clearly evident in "Ecstasy in the

shky', Here Dubuffet lowers his horizon line and makes no cbwvious
reterence to figuration, the great cellular movement within the

sky contrasts with the solid imspastos of the land. Here
Dubuffet’s interest is undoubtedly textuwral with an added and
deliberate interest in pattern. One would think at this stage
that Dubuffet would have continued in +this evidently satisfactory
MAanrier , Fowever samehow the artist felt uneasy abondoning the
figure and in October 1952 Dubuffet began & new zeries
distinguished by a total rejection aof suwfaces treated in relief
and by a return to the use of hright colowr.

b4

tWoman of fashion" is an early example af Dubuffet’s new style.

1

The artizt employed a new technigue, Dubuffet used a mixture of
varnishes and o0ils resulting in a thin and fragile looking

.

suwrface. The artist became preoccupied with process (=2

cli ) and the subject matter at times bhecame almost

incidental.

5 freely invented landscape with a figure appears in

"The banished king" of Novemher  1932. The landscape and
figuration at this time were largely determined by effects
arising from the reaction between substances thereby suggesting a
certailn autonomy o the medium not =0 clearly evident before.
The new technlgue evolved, Dubuffet called "pates battues", here
the artist made his pastes out of npatural oil and powdered
piaments, warking them into a thick, smooth substance, he then
a palatte knife over wet layers of bright

zpread  them wi th

colour, an  that the colour appears in their pure SEense

Ll



pccasionaly or gave a timnt to the paste. He then i
the top layer {(which was "doughy" rather than brittle) and da
through the coloured layers tae give an indication of the subject.
The result is a group of paintings exhibiting exceptional

freshness.
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CONCLUSION
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Fie original  meaning of the term avant-garde implied "a dual

intere

in the process of the aesthetic and also in social

Change and reveolt, it took the form of an elite of artists and
1

intellectuals who chose to live on the fringe of society”. I

~h

o

Pubuffet could be seen as being a part of the avant garde he was

certainly not one of its innovators. The art dealer and critic

dohn Rernard PMvers once asked Marcel Duchamp how many people he

thought really liked *avant-—garde” art, and Duchamp replied,
3
HelRy maybe ten in Mew York and one or two in bNew Jersey". That

was  din 1945, at the same time Dubuffet was being hailed by such
critics as Greenberg. and was having a favourable public reaction
i Mew York at the Matisse Gallery. True, his exhibition at the

Galerie FRerne Drowin in 1944 brought him widespread disapproval

protests, but it earned him enthusiastic reviews and
support  from influential people, with articles and special

publications by Paul Eluard, Jean Faulhan, Marcel Arland and many

cthers. What was Dubuffet”’ =

: real effect on the arts Wiy &

mn
1

scathing attack on Dubuffet in his book "The Age of the Avant
Garde", Hilton Kramer writes:
HThe truth  is that the radication of Dubuffet’s style has
always been eraggerated by his admirers, but there can be no
cloubt that the style itself, whatever its debts and
limitatlions, practly suited the temper of post war art

circles in Euwrope and the ) i v.... The whole nature of his

has been a remarkable example of an artist riding 1in

AW il il -3
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on A wave of feeling that his own work exploits and enlardes

R an 4 Eut does not itself either create or in  any way L &

Syl e B }. 7
|
Ironically, Dubuffet’s greatest artistic contributions appear to E
be an an intellectual level. The artist®s article "17Art Brut ;

prefere aux art culturels" (1949), defined a hitherto neglected
art form. Dubuffet's collection of Art Brut and his numerous
writings resulted in the finding of a permanent home for his art }
Brut collection in 1976, in a museum especially built for T5E i ;
Lausanne. Dubuffet was more at home with his literary friends

than his artist ones. He toock no part in the Ecole de Faris |
formed after 1945 in the wake of the Cubists, Gurrealists and
Constructivistes. His work proved ultimately to be at apposite
poles to the Parisian aesthetics and understanding of form.

There appear to be only a few friendships with artists, notably

with Hernri Michaux and Jean Fautrier. Fut Michaux began as & 4
wi-iter rather than a painter and Fautrier too, could be seen a&s l{;
an intellectual rather than a painter. Even though Dubuf-fet was

more widely accepted and even acclaimed in the U.8S. he never

struck up any great friendship with any particular Ameri
artist. He did meet Pollock and indeed Follock was interest
what he was doing and bought one of his Sahara gawaahagi
spcand  meefting. when Follock was in Faris in March
one man chow at the studioc Fachetti, Dubuffet helped
trranslate the introduction to the catalogue written ruy'}

Tapie. in Mew York Dubuffet occasionally saw Yves



atter his death Fe Fomas el . o 2
2ath he remained on freindly terms with Tanguy’s wife,

agde, AT ) S e = < o g . e ' .y e
1€, whose book of poems "Mardicus! he illustrated with his

Howrloupe fi

fa)

wes  in AT However it was his contact with

YOUnger painters such as | 1A : - : s 4
younger painters such as Karel Appel, Alechinsky and Asger Jorn

L

that illustrates his

greatest artistic influence.

giraup

during the short periocd 1948-50. The

name is  taken from the namez of the cities which the wvarious

participants hailed from; Copenhagen, Brussels and Amsterdam.

=

£incricy its members weire thMe Beleocian Corneille and the

aforementioned Asger Jorn. Farel Appel and Pierre Alechinsky.

The artists of the Cobra group were interested in "giving direct

e oy

zion to  subconcious fantasy with no censorship  from  the

intellect". Te  an  exterpt Ehe s GohiEaseimaiiE adopted the

intellectual stance of Dubuffet, Fautrier and Wols, vet were

effected by the expre

ioni=m which had deep roots

in Scandinavia (Munch), Holland and Belgium. The Cobra group

- wm wu N M W

revived and continued an old tradition while adopting & new

intellectual Feasoning. This led to a greater complexity of

reference than was usual in the art af the immediate post—war

period. Fartly because of their blatent roots in pre—war art yet
[ their adopting of many of the post—war Art Brut ideal s, their
impact was ashort—1ived. However they have in their respective
countries of origin fad enarmous influence on contemparary art.
This influence can in many Ways be traced directly to the art and

i bings af Dubwffet.




The current
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C interest in Gratfiti art could also be seen to have

1, E = oot s : A e : g ‘i 7
: in o Art Brut and could hbhe directly influenced Dy

ubuffet s writings on the sub ject.

e =]~ =Y v 3~ ' . . : :
There are others, however , who believe graffiti art

ImeEpne

ents a genuine aesthetic, the personal expression of an

QpprEs

sed and diszenfranchicsed people. The composer John Cage
saye we should cherish every mark; and Norman Mailer wrote in
iz 1947 book "The faith of Graffiti" that the phenomenon was

o

a tribal rebellion against an evil industrial civilization®.

Abhave is an extract from Suzi Gablik® s book "Hag flodernism

=y
1]
s
i

led®. The author discusses the modern phenomenon of graffiti

airt without reference to the historical precedents made by many

i

of the Art Brut artists. The parallel between graffiti in the

i

galleries today and Art Erut exhibited in the galleries in the
407e 15 cleair, vet unappreciated. Many graffiti artists of
today prefer to see themselves as '"graffiti writers! paying
direct homage +to the witten word. Dubuffet and many of his
contemporaries also acknowledged the use of the written word and

made no apologies for its hlatent emplovment.

fin Dubuffet’s writings Hilton Hramer states:
HThere 15 only ane thing wrong with the essays Dubuffet has
written on his own work: theilr dazzling intellectual finesse
makes nponsense of his claim to a free and untutored

primitivism. They show us a mandarin literary personality.
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full of chic phrases and up~-to-date ideas, that 1s guite the
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pposite of the raive Vislionary ..... Whatever the virtues of

=pontaneous, unconcious creation may be, Dubuffet has never

Enown them, His language is the language of the Lycee and
L
o)

the cafes, just a: is the art of the studio".

[
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Poowould argue that Dubuffet at no time claimed that his own work

1 =l LU o I € sy NI R 5 N A - e
Hntutored primitivism". While he acknowledged Art Brut per
=@, e never denied his own intellectualism and the effect it had

o his  own Wb, What Dubuffet did was to strive to react

traditional value

. Using Art Brut as an ideal from which
ta draw inspiration. Some of KEramer's statements are valid, for

instance he rightly =

tates that "what began as an assault on good
taste has simply given risze to a new form of elegance", Have not

countless

and movements in the past undergone a similar

rEans

e

=TT

Trruer, Dubuffet differed somewhat in that he set
out to shock the art world, but at the time he surely could not
anticipate the subseguent popular appeal of his work. The
gratfiti artists of Mew Yorlk, whose art was executed i1llicitly

and could be seen to bhe a farm of vandalism have now found their

in the museums of Mew York. Their work couwld also be seen

az "a npew form oaf elegance'. Framer appears to totally

misunderstand Dubuffet’s art, vet feels justified to attack the

artist in & most prejudiced mannei .

s = Ty 1 - . g g = 1
Dubuffet deserves more than such a shallow appraisal'. Indeed

there 1= a neesd faor an objectively critical appiraisal of his

6

"

work to be witten. Andireas Franzke's biography is thorough but




e

borders on the romantic. Dubuffet iz a complex indiwvidual who
continues to effect the art world. This effect needs to be
assessed critically. @s an artist, Dubuffet has his shortcomings
{as do all artists), but one could not deny his dedication to his
work  and his tireless pursuence of what is "reality" in art.

tions ow interpretations of art and in turn his art

Dubuffelt gues

Torces us  to gue

tion ouw  interpretion of reality. The

intluential Hiltonm Eramer writes:
"Dubutfet™ s whole career reminds me of & man using +our—

letter worde at a fashionable dinnmer party. At first one is

a litle shocked, and then one smiles; the talk i= resumed -

and the nest cowrse is served!

Is this fair
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AFPFPENDIX

On new canvas commercially prepared with white lead.

[ painted in the personage roughly by spreading out a
doughy paste ofpamt (Rollplastzque) Onito this I threw
a good lot of 1) ashes almost euervwhere, 2) sand in
places, 3) coal dust in places.

Then I spread some of the paste (Rollplastique) around
the figure to make the background. And with big sweeps
of a large flat supple brush I brushed over this with a
liquid paini—babyshit color (a lot of yellow, a little red,
and a touch of black). Then, with the same brush, here
and there summarily laid on bright red (liquid paint,
but very thick). Finally, over all that, still with the same
brush, a lot of black liquid paint (quite thick). Then I
threw quite a lot of ashes across the whole ground. Then
with the spatula I rubbed over it—which made the ashes
really penetrate into it while the excess fell off—and this
produced quite effective grattages.

Afterward [ worked the figure. I rubbed with the
spatula, summarily, so as to arrive at an irregular
coarse substance (the ashes in_some places penetrating
into the paste).

Just as it was, the look of it was fairly pleasing (but a
little confused, the figure not standing out well from the
ground). Interruption for one hour (lunch).

I put some paste over the figure again (not everywhere
but on a good part of it—especially to draw the
contours, large outlines of white paste) (with spatula).

Then with the putty knife I redrew the figure (a little
differently from before), and by grinding down into it
ferociously with the putty knife, the ground color got
dragged into it and it tinted (irregularly) the impasto of
the figure.

Then I drew inside the figure by digging down with the
point of a small spatula, and tinted those incised lines
with @ mixture based on turpentine tinted with brown
(red and black).

And carefully traced the outlines of the figure with the
point of a knife.

And put black all around (quite thick liquid black
paint) so as to make the figure stand out (with large
supple flat brush), and also over the ground.

To end up with, I varied the intensity of the lines a little
(in some places using very light brown mixture based on
turpentine; elsewhere, the same brown but thicker—and
elsewhere still, black; all this with a small lettering
brush), making use also of untinted pure turpentine.

From the artist’s studio logbook for 1947-50

Sunday, 27 July 1952
New hardboard

1. Sparkel wcth uarmsh added tm&ed deep pink (2
tablespoons of red ocher cmd L tablespoon of
ultramarine, in powder). Extenor varnish mzxed with
burnt sienna ground in oil (1 entire tube of burnt sienna
to 5 to 6 tablespoons of varnish). 7 tablespoons of this
mixture added to the basin of Sparkel. Added 3
handfuls of fine sand (a little of this paste set aside for
later applications).

2. Operation (right away, losing no time): a second
basin of Sparkel made for this (always I full 5-1b.
package for 1 basinful), this time tinted with 2
tablespoons of red ocher and I tablespoon of ultramarine
(exactly as in the preceding operation) but with the
addition of pure varnish (not mixed with tube of burnt

stenna).

3. Operation (right away): made for this 1{2 basin of
Sparkel, this time tinted with half red ocher and half
ultramarine.

Sunday, 3 August 1952
On this paste, now good and dry, directly (without
previous coating of shellac or anything else):

1. Covered it completely with various deep colors (each
color beaten up on the palette with turpentine and a
generous admixture of siccative): various brown
tones—yellow brown, red brown, violet brown—and
even certain bright reds or very strong yellows were
made out of mixtures of yellow ocher, orange, bright
red, red ocher, violet, blue, madder, burnt sienna
(and never using white), resulting in tones all tending

somewhat to a rust color.

2. Pale apricot yellow then applied almost casually,
using soft graining brush, to everything standing out
above the surface in relief (paint as before beaten up on
the palette with oil of turpentine and siccative).

3. This light color was then wiped and rubbed with a
rag. NB: I could have done without tinting the Sparkel
at the start because that first paste was subsequently

covered over entirely.




