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Abstract

The aim of this thesis is to contextualise the artistic production of Dubuffet and Fautrier within
the ideological framework of the 1940s in France, in particular, to retrace the inextricable and
complex interconnections between the fields of the visual arts, writing, and history. The first part
shows that from around 1942, both artists deVeloped friendships inside the intellectual circles of
Resistance, their work being reviewed in clandestine poetry journals, as well as giving rise to
joint publications with eminent figures of literary Resistance. I explain how their aesthetics, in
which a demonstrative use of the matter of paint and sculpture played an essential role, opposed
the type of art being promoted by the Nazi and the Vichy regimes, and was in itself an act of |
Resistance. The second part focuses on Dubuffet’s artistic production between 1942 and 1945,
and discusses how his series of paintings and accompanying texts express an openness towards
the ‘Popular’ and the ‘Common Man’ whose notions demonstrate an adhesion to the ideological
legacy of the Front Populaire. 1 contend that the latter stood for values that had been suppressed
during the war, but were being revitalised by those who hoped for the Liberation from the Fascist
oppression. The third part deals with the immediate post-war period and asserts that Dubuffet’s
and Fautrier’s artistic production was considered to have expressed artistically the stance that
Resistant writers had taken against the German oppression in both words and actions, as it
conveyed adequately the horrors, but also the more mundane everyday aspect of occupied life in
France. In the fourth part, I establish a parallel between the literary and artistic production which
made an explicitly experimental use of their respective medium. This, l.argue, was instrumental
in the development of a strategy to transgress the Dogmatism of the 1940s in which the rejection
of the ‘other’ played the most destructive part, from the shooting of resistants by the Nazis during
the Occupation to the illegal condemnation of collaborators by resistant heroes in the épuration
process at the Liberation. The fifth part locates the work of Dubuffet and Fautrier within the
artistic debates of the immediate post-war period whose polarisation, I argue, reflected the more
general political division at the beginning of the Cold War. It questions the retrospectiveh
appropriation of Dubuffet’s and Fautrier’s artistic production into the diverse notions of Art
Informel, Abstraction Lyrique, and Tachisme to which neither artist adhered since all failed to

address the essential role that the matter of paint and sculpture had played in their development.
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Biographical Introductory Notes

Originating from a bourgeois family with his father at the head of a wine business, Jean
Dubuffet (1901-85) studied in the prestigious Lycée Frangois ler in Le Havre where he
excelled. There he became friendly with Armand Salacrou and Georges Limbour. At
sixteen, he joined the evening classes at the Ecole des Beaux-Arts of Le Havre where his
enthusiasm and vocation for the arts was confirmed and indeed flourished. Although his
father had hoped that his son would follow commercial or law studies so that he could
succeed him in his business, Dubuffet, supported by his mother, moved at the age of
seventeen from Le Havre to Paris in order to pursue his artistic vocation at the renowned
Académie Julian. Conscious of the artificiality of his new artistic lifestyle, he was
however quick to leave the 4cadémie to work independently, and, together with Limbour,
embraced a more Bohemian lifestyle. He started meeting regularly with the artistic and
literary main figures of the time, such as Charles-Albert Cingria, Elie Lascaux, Francis
Ponge, Suzanne Valadon, and Max Jacob, with whom he would develop a close
friendship. In the early 1920s, Salacrou introduced him to André Masson in whose studio
Antonin Artaud, Marcel Jouhandeau, and Michel Leiris frequently gathered. Masson
introduced him in turn to Daniel-Henry Kahnweiler and some of the artists that the art
dealer represented, such as Juan Gris and Fernand Léger. One of Dubuffet’s friends, Paul
Budry, a Swiss writer and the founder of the Cahiers Vaudois, introduced him to the
painter René Auberjonois with whom the artist would remain in contact all his life, as
well as to Dr Hanz Prinzhorn’s Bilderei der Geisterkranken (‘Expression de la Folie:
Dessins, Peintures, Sculptures d’Asile’). The latter publication would have a long-lasting
influence on the artist’s development. In the mid-1920s, after a long stay in Argentina
and disillusioned with his artistic prospects, Dubuffet joined the family business and
agreed to an arranged marriage from which he would have one daughter. In the 1930s, he
became very successful in the business that he had set up and moved to the Parisian
suburbs, while remaining in contact with his friends from the literary and artistic milieu.
In the mid-1930s, living from the proceeds of his business, he started painting again in an
atelier that he had bought in Montparnasse. This new life eventually led to his divorce,

and in 1934, he met in a local café his life-long companion, Lili’, with whom he would



make a series of masks and puppets.! Just before the war, he married her and focused on
his wine business for which he prospected around France after his demobilisation in

1940.

In the autumn of 1942, Dubuffet entrusted his business to a proxy, rented an atelier in
front of his house in rue Lhomond, and produced life drawings, gouaches, and paintings
that he would acknowledge as representing his real beginnings in the field of art, his
previous attempts forming the ‘prehistory’ of his own myth-making. In January, he
painted Gardes du Corps (‘Bodyguards’) (January 1943) [Fig. 18], Danseuse de Corde
(‘Female Dancer with String’) (February 1943) [Fig. 19], and a painting entitled Mémro
[Fig. 27] that would inspire the series of gouaches of the same title.? In winter of 1943,
Limbour, Dubuffet’s old school friend from Le Havre, brought the photographer Daniel
Wallard and the influential writer and editor Jean Paulhan to Dubuffet’s studio. Paulhan
was eager to share his immediate friendship and enthusiasm for Dubuffet’s art with
fellow writers, such as Marcel Arland, André Dhotel, Louis Parrot, Francis Ponge, Pierré

Seghers, and René De Solier. All were invited to the artist’s studio.’

A la fin de I’année 1943 Limbour amena chez moi Paulhan, qui montra vif intérét
pour mes travaux et me donna des marques de chaude sympathie. Il s’ensuivit
qu’il ne cessait plus d’alerter, dans les temps suivants, un grand nombre de
personnes qu’il amenait chez moi par groupes.”

Having permanently moved in with Lili in a residence on rue Vaugirard, Dubuffet
painted in June 1944 the series of Messages, inscriptions hastily scribbled on sheets of
newpapers, reminiscent of graffiti.’ Briefly after, he started experimenting with the
process of lithography whose results were assembled on the initiative of the printer
Fernand Mourlot in an album whose accompanying text was written by Ponge and

entitled Matiére et Mémoire (1945). The quality of the publication led Eugéne Guillevic,

! She was born Emilie Carlu.

? See ‘I11.3.1. Dubuffet’s Exhibition of 1944 at the Galerie René Drouin’ and ‘I11.3.2.b. Dubuffet’s Métro
Series (1943)’.

* Anna Hiddleston and Marie-Claire Llopés, ‘Biographie’, in Jean Dubuffet. 1901-85: Rétrospective du
Centenaire, ed. by Daniel Abadie, exh. cat. (Paris: Editions du Centre Pompidou, 2001), pp. 361-71.

4 Jean Dubuffet, ‘Biographie au Pas de Course’, in Dubuffet, Prospectus et Tous Ecrits Suivants, ed. by
Hubert Damish, 4 vols (Paris: Editions Gallimard, 1995), Iv, p. 486.

5 See ‘I1.3.2.c. Dubuffet’s Messages series (1944)".



whose poems Les Murs had been published in Seghers’s review Poésie 44, to ask the
artist to illustrate them, which he did at the beginning of 1945.5 In the autumn of 1944,
Dubuffet’s first solo show had taken place at the Galerie Drouin with an ensemble of
paintings and drawings. The catalogue was prefaced by Paulhan with texts by Eluard and
Parrot.” Dubuffet’s experimentations with materials extraneous to traditional painting -
such as gravel, tar, plaster, and cement, led to a series of Hautes Pdtes exhibited under
the title Macadam, Mirobolus & Cie at the Galerie Drouin in May and June 1946. The
exhibition catalogue was prefaced by Michel Tapié.® Meanwhile, Dubuffet had
corresponded with Artaud and visited him during his illness at the psychiatric Hopital
Rodez: In June 1946, Paulhan introduced Dubuffet to the ‘déjeuners du jeudi’ hosted by
Florence Gould, a rich American lady resident in Paris, who, as a literary amateur, invited
the main literary figures of the moment for lunch every Thursday, amongst them Paul
Léautaud, Marcel Jouhandeau, and Pierre Benoit. The artist welcomed her suggestion to
paint a portrait of her guests, and this led to the Portraits series the following.year with
the subtitle Plus Beaux qu’lls Croient.” In July 1945, invited by Budry, Dubuffet took a
trip to Switzerland with Paulhan and Le Corbusier, and visited several psychiatric
hospitals to collect drawings made by patients suffering from mental illnesses, a form of
expression that would later i)e referred to as Art Brut. At the end of 1945, Pierre Matisse
had become Dubuffet’s dealer in the USA, and his first paintings, showed as part of a
collective show in New York in May 1946, had been noticed by Clement Greenberg.
From the start, the American audience had been warmer to Dubuffet’s art than its
Parisian counterpart, reacting very positively to his first one-man show in New York in
January 1947. Dubuffet’s first trip to El Goléa in the Algerian Sahara with Lili in
February 1947 prompted him to make sketches, gouaches, and paintings of this new
subject matter, and would initiate a series of longer stays in December of the same year
and in March 1949. Meanwhile, the basement of the Galerie Drouin had welcomed an

increasing collection of Art Brut artefacts, and this led to the official opening of the Foyer

$ See *I1.3.2.d. Dubuffet’s Illustration of Guillevic’s Les Murs (1944),

7 See ‘I1.3.1. Dubuffet’s Exhibition of 1944 at the Galerie René Drouin’ and ‘IIL3.1. Dubuffet’s
Marionnettes de la Ville et de la Campagne Series (1942-45). Tableaux et Dessins de Jean Dubuffet
Exhibition at the Galerie René Drouin (1944)’,

¥ See ‘IV.1.3. Dubuffet’s Macadam, Mirobolus & Cie: Hautes Pdtes Series (1945-46)’.

% See ‘IV.2.3.b. Dubuffet’s Portraits series (1946-47).



de I’Art Brut in November 1947. This was extended with the foundation of the
Compagnie de I’Art Brut in June 1948 together with Paulhan, Charles Ratton, a
prominent dealer and expert in Medieval and primitive art, Henri-Pierre Roché, writer, art
critic, and artistic agent, and André Breton.'® In September, the Compagnie was
transferred to a more spacious venue belonging to the Editions Gallimard. In October
1949, the Galerie Drouin presented an exhibition of the two hundred artefacts of the Art
Brut collection for the event of which Dubuffet wrote L’Art Brut Préféré aux Arts
Culturels in which he defined more precisely the notion of Art Brut and its spontaneity

freed from all cultural references.'!

The illegitimate child of rich parents originating from the French proQincial bourgeoisie,
Jean Fautrier (1898-1964) was brought up by his Iris'h Catholic grandmother. At her
death, his mother took him to London where‘ from the age of fourteen he studied at the
Royal Academy. He later enrolled at the Slade School of Fine Arts. Despite his
excellence, he decided to leave both schools for being too traditionalist, and started
working independently on nudes, portraits, and still-lifes that he exhibited extensively in
salons and sold successfully. In 1917, he returned to France where he was enrolled in an
auxiliary corps of the French army due to his ill;health, and was discharged four years
later. After living in Tyrol in Austria for two years for health reasons, he moved to Paris
and exhibited for the first time at the Salon d’'Autumne in 1922 with Tyroliennes en
Habits du Dimanche. In the 1920s, Fautrier was considered to be a part of the Ecole de
Paris, having exhibited alongside Chagall, Derain, Modigliani, Soutine, and Utrillo. His
work attracted the attention of dealers and literary figures, and was the subject of
numerous solo exhibitions and commissions. His first one-man show had taken place at
the Galerie Visconti in 1924 and was noticed by the major art critics of the time, such as
Abel Bonnard, Waldemar George, Frangois Thiébault-Sisson, and Louis Vauxcelles. In

1925 and 1926, his work was included in ten group shows as well as the Salon des

1% Pictionnaire des Lettres Frangaises: Le xxé Siécle, ed. by Martine Bercot and André Guyaux (Paris:
Encyclopédies d’ Aujourd’hui, Le Livre de Poche, Librairie Générale Frangaise, 1998), p. 955.

' Hiddleston and Llopeés, ‘ongraphle » in Jean Dubuffet. 1901-85: Rétrospective du Centenaire, ed by
Abadie, pp. 361-71.



Tuileries and the Salon d’Autumne, and was among the most highly regarded by Pierre
Andry-Farcy, the progressive senior curator at the Musée de Grenoble. His second solo
show was hosted by the prestigious Galerie Georges Bernheim in 1927, The art dealers
Jeanne Castel, Paul Guillaume, and Leopold Zborowski, also a poet and friend of
Modigliani, had all shown great interest in his work, as did the young André Malraux
who commissioned him to illustrate a text of his choosing.'? Fautrier already had an in-
depth and extensive experience of the medium of engraving and etching as he had
previously illustrated poems by Baudelaire and Poe. Having first chosen Rimbaud’s
Illuminations, he had then turned his attention to Danto’s Inferno for which he created
abstract coloured lithographs that were eventually refused by the publisher. In 1929, he
started working exclusively on paper and experimenting with a coating (‘enduit’) made of
a combination of Spanish white and glue that would eventually become his trademark. In
1930, his work was included in Painting in Paris from American Collections at the
Museum of Modern Art, New York. However, while his itineragy of the 1920s shows the
beginning of a flourishing artistic career, the 1930s were far less focused and successful
as he suffered from the financial consequences of the international economic crisis.
While he had exhibited his Inferno lithdgraphs and preparatory drawings, gouaches, and
paintings, at the Galerie de la Nouvelle Revue Frangaise in Paris in 1933 with a preface
by Malraux, he was excluded from L’Art Indépendant: Maitres d’Aujourd’hui exhibition
in. 1937. Meanwhile, he had moved to the French Alps where from 1934 to 1939 he was a
ski instructor and a jazz nightclub manager. He married Yvonne Loyer in 1935, and at the

beginning of the war, travelled to Marseilles, Aix-en-Provence, and Bordeaux."?

On his return to Paris in 1940, Fautrier was accommodated by Castel, his dealer since
1935. Having been allocated a studio at 216 Bowlevard Raspail, he started painting again.

He became acquainted with the literary figures of the time, such as René Char, Paul

12 paul Guillaume became his exclusive dealer and provided the guarantee of a regular income until 1930,

13 Jean Fautrier. 1898-1964, ed. by Curtis L. Carter and Karen K. Butler, exh. cat.,, Fogg Art Museum,
Harvard University Art Museums, The Patrick and Beatrice Haggerty Museum of Art, Marquette
University, Miriam and Ira D. Wallach Gallery, Columbia University in the Clty of New York (New Haven
and London: Yale University Press, 2002), p. 150.



Eluard, Robert Ganzo, Paulhan, and Ponge, and started illustrating their work.'* It is very
likely that the encounter would have taken place through Seghers as his publishing
house’s head office also housed Fautrier’s studio.”” In 1942, he made coloured
lithographs and engravings as well as etchings for limited editions of Ganzo’s Lespugne
(1942) and Orénoque (1945), and Georges Bataille’s Madame Edwarda (1945), all
published by Auguste Blaizot with whom he collaborated intensely and extensively.16
The same year, while he participated in the Salon des Tuileries, his recent work was
exhibited under the title Fautrier: Oeuvres Récentes at the Galerie Alfred Poyet in

Paris.'’

kConcurrently, he started the Objets Series, small-format pictures dealing with simple
objects of everyday life, such as bread, coffee-grinder, ink-pot, jars, keys, and tin cans.'®
He divorced Loyer. Arrested by the Gestapo in January 1943, he remained under
observation for three days before being released. Following his discharge, he left for
Chamonix. That same year, the Galerie Drouin presented a retrospective exhibition of his
work.!? He met Jeanine Aeply with whom he would have two children in 1946 and 1947.
In April 1944, he found refuge, as Paulhan’s protégé, in an outbuilding of the psychiatric
establishment directed by Dr Le Savoureux at Chatenay-Malabry in the Vallée-aux-
Loups where he stayed under the false name Jean Faron. There he continued making the
‘Otages series that would be exhibited at the Galerie Drouin in October and November
1945, and whose exhibition catalogue would contain a preface by Malraux. The

exhibition was reviewed by Paulhan in Comoedia and was briefly followed by the

publication of Ponge’s Note sur les Otages, Peintures de Fautrier published by Seghers

Y Jean Fautrier, exh. cat., ed. by Brigitte Hedel-Samson and Katalin Timar, Musée National Fernand
Léger, Biot, Mcsarnok, Budapest (Paris: Réunion des Musées Nationaux, 1996), p. 151.

Paulhan already knew Eluard when the latter was a part of the Surrealist group and had contributed the text
‘Syntaxe’ in February 1920 to Eluard’s short-lived review Proverbe.

Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 830.

See ‘1.5.2. Fautrier’s Illustrations of Eluard’s Dignes de Vivre (1944)’.

'S Tableaux et Dessins de Jean Dubuffet, ed. by Louis Parrot, exh. cat., Galerie René Drouin (Paris: Pierre
Seghers Editeur, 1944) indicated the exact address of the publlshmg house which the author identified as
the localisation of Fautrier’s studio.

16 See “IV.3.2.a. Fautrier’s Illustration of Bataille’s Madame Edwarda (1942/45).

17 See “1.4.2. Fautrier and the Art of Ambiguity: Exhibitions at the Galerie Alfred Poyet (1942)’.

18 See “IV.1.2. Fautrier’s Objets Series (1942-49)’.

19 See ‘1.5.1. Paulhan’s Fautrier L’Enragé (1943)’.



in 1946 and Paulhan’s Fautrier L’Enragé published in Variété nos 1 and 2.° In 1947,
Blaizot published Bataille’s L’Alléluiah with Fautrier’s lithographs and Frénaud’s La
Femme de ma Vie with multipart coloured aquatint-engravings that the artist had himself
printed on his own printing-press in his house in Chétenay.?! Paulhan’s Fautrier
L’Enragé, a text dedicated to Fautrier’s paintings accompanied by Fautrier’s illustrations
consisting of engravings of various techniques, would be published with the same editor

and launched in an exhibition at the Galerie Billiet-Caputo in Paris two years later. >

2 See “111.3.2. Les Otages: Peintures et Sculptures de Jean Fautrier Exhibition at the Galerie René Droum
(1945)’.
2! See “IV.3.2.b. Fautrier’s Illustration of Frénaud’s La Femme de ma Vie (1947)’

2 Jean Fautrier. 1898-1964, ed. by Carter and Butler, p. 150.

Pierre Cabanne, Jean Fautrier (Paris: Editions de la Différence, 1988), pp. 145-55.

Matthias Birmann, ‘Biografia / Biography’, in Jean Fautrier: En El Centenario de Su Nacimiento, ed. by
Matthias Birmann, exh. cat. (Palma de Mallorca: Fundacién Bancaja, 1998), pp. 266-73.



General Introduction

The aim of this thesis is fo position the artistic production of Dubuffet and Fautrier within
the French politics, society, and culture of the 1940s. Approaching this sensitive period of
French history from a historiographical and revisionist standpoint, it deconstructs inany
mythologizing aspects of France as a political agent in the events of WWIL It looks at the
~ experience, representation, and memory of the Occupation of the French territory By
Germany after a collaborative armistice between the two States following the war, its
subsequent Liberation and Epuration process, and the beginning of the Cold War. These
periods were marked by a constant polarisation of the political world in which the tension
between the notions of ‘good and evil’ was often put into play. This, I contend, form the
battling ground of W.W.IL.. 1942 was an important year for both artists who started
producing and exhibiting again after a long pause in their artistic careers. Dubuffet started
the Marionnettes de la Ville et de la Campagne series, while Fautrier’s exhibition was
presented at the Galerie'Alfred Poyet that same year. The period covered in the thesis
closes on Dubuffet’s Art Brut as a case study of issues of self and otherness, which are
central to the thesis’s argument. More importantly, it breaks with the consensual idea of a
rupture between pre-war and post-war artistic experiments, and shows instead a
continuity of concerns, whether visual, material, technical, art historical, social, or
ideological. While my focus on the ‘Artists of Matter’ originated from a purely aesthetic
choice, thorough research rapidly demonstrated a common ground between these two
artists at these different levels - while of course showing some disparities which I did

nothing to attenuate.

In this sense, while taking into consideration detailed historical evidence, the intention of
the artists, and the visual analysis of some of their work, as well as their subsequent art
historical recognition from a historiographical standpoint, my thesis relied on the social

history of art as its strongest element of its methodology as outlined in T.J. Clark’s ‘The



9

Conditions of Artistic Creation’ (1974).> I adapted his model to examine artistic
production in its historical, pdlitical, social, and cultural context. I show how its
conditions of production, such as thé specificity of technical means, matter and materials,
and style adopted by Dubuffet and Fautrier were an expression of an ideology in visible
form. This pre-supposed a close look at the relationship between art and ideology, in
particular the one defended by Nazi Germany and Vichy France, and the subsequent
politics and ethics embroiled in the Dogmatism which manifested itself in France
throughout the rest of the 1940s. The cultural backdrop is provided by the pictorial and
literary traditions, which were being questioned by the artists and the intellectuals around
them. The literary elite of the time constituted indeed their patronage, the conditions of
reception and perception of their work. In particular, their practice was sustained by
privileged debates and exchanges of ideas with the most renowned (resistant)
intellectuals of the French avant-garde in the 1940s.

This presupposed an interdisciplinary approach to art, literature, and poetry with the
study of visual and written documents, of which many were published clandestinely by
the Resistance during the Occupation: ai‘tworks themselves, monographs and exhibition
- catalogues of the period, particularly the ones published by the Galerie René Drouin;
artistic and literary reviews and journals, such as Poésie, Le Spectateur des Arts, the
Cahiers de la Pléiade defendihg ex-collaborators during the Epuration, and in the pre-
war period, Les Réverbéres; illustrated anthologies of poems and novels, political
newspapers, as well as street posters. The conditions of dissemination of their work give
an invaluable insight into the ideals that the artists were defending. More generally, this
methodology was crucial to understand the singularity of this period of Modern art. Paris
under the Occupation experienced a form of underground culture with its secrecy and
codes, and these were transferred into the artistic production over the course of the 1940s.
This codification explains why the whole decade has been for so long misunderstood.

However, the deciphering of these codes within the unique context of the period has

3 T.J. Clark, ‘“The Conditions of Artistic Creation’, Times Literary Supplement, 24 May 1974, pp. 561-62,
in Art History and its Methods: A Critical Anthology, ed. by Eric Fernie (London: Phaidon Press Limited,
1999), pp. 248-53.
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hopefully identified the hidden agendas of the artists and writers in question and rendered
intelligible aspects of art practice and writing that had thus far remained unknown to

contemporary art historians.

At the centre of the thesis is the question about aesthetics and political engagement.
While Modern art was considered to be too formal and elitist, traditional art was
associated with dubious p_olitics and conformism. In particular, the Nazi promoted an
aesthetic and ideals embodied by Naturalist Academism, while the Vichy regime
advocated a return to Classicism.?* Dubuffet and Fautrier believed, I contend, that such a
question could be answered with a suggestive technique and/or a close interconnection
between art and life, while retaining the freedom of individual’s expression and creativity
for both the artist and beholder. Essential for the artists and the intellectuals who
supported them was a certain Humanism, which I would define as the conviction in the
good of human nature and the dignity of man, based on human values, honour, and
fraternity. These were important ideals in their fight against Fascism and all forms of
oppression, and later for the Reconstruction after the war. This Humanism was addressed
in their art and writing through the search for a shared experience between artist and
beholder through the experimental use and exploration of artistic matter. In this fnanner,
the viewer would become involved in the work at the physical and emotional level, as
well as intellectually. The beholder’s journey would thus go beyond the material and
physical presence of the artwork to encompass ideas and emotions. This, I contend, forms
the basis of Dubuffet’s and Fautrier’s strategy to ethically engage (with) their work while
avoiding the trappings of partisanship.

While Dubuffet and Fautrier can hardly be categorised into any major twentieth century
movements of Modern art, we shall observe that the general pattern of their artistic career
seems to follow the main trends and concerns of Modernism. From the inception of
Modern art at the end of the nineteenth century, artists started questioning the tradition of

the past and aspiring for change and renewal. The challenging of tradition almost became

2 «Classic’ is defined as the ‘representation of the arts of antiquity’ with ‘overtones of calm, balance and
superiority’.
Art History and its Methods, ed. by Fernie, p. 330.
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a matter of principle in any new venture, even if artistic production remained infused and
sometimes heavily influenced by the past. However, the very idea of the rejection of
tradition was revolutionary and a thriving force for the artists who hoped that their
standpoint would have repercussions on the rest of society. All serious artists aspired to
become a part of the avant-garde, which was itself based on experimentation and
imaginative new beginnings in an attempt to innovate. The development of art production
was increasingly supported by and dependent upon the development of new theories and
ideas which eventually became an intrinsic part of artistic activity. The latter became
more purposeful and directed with the launch of clearly-defined movements and
manifestos defending specific concepts by artists, very often joined by intellectuals as

well, themselves supported by an enormous growth in public media.”*

Moreover, the beginning of Modernism is located at a time when modern art is
considered to exercise a form of critique on the world around it, For art to have a social
impact, two strategies have been traditionally adopted: understand the Modern world and
participate in changing it, or transform art itself as the beginning of a social

transformation.2’

The latter involved questioning Naturalistic/realist modes of
representation and language, which, I show, is one essential aspect of Dubuffet’s and
Fautrier’s art practice. While being independent from social conditions, art would be-
viewed as a microcosm whose model would influence the rest of society at large.?’
According to T.J. Clark in The Painting of Modern Life, ‘doubts about vision became
doubts about everything involved in the act of painting; and in time the uncertainty
became a value in its own right; we could almost say it became an aesthetic.”®® The

question of moral autonomy versus art reflective of wider social change, usually equated

 Nikos Stangos, ‘Preface’, in Concepts of Modern Art, ed. by Nikos Stangos (London: Thames and
Hudson, 1991), pp. 7-9.

Raymond Williams, ‘When Was Modernism?’, New Left Review, no. 175, May-June 1989, pp. 48-52, in
Art in Modern Culture: An Anthology of Critical Texts, ed. by Francis Frascina and Jonathan Harris
(London; Phaidon Press Limited and Open University, 1995), pp. 23-27.

% Art in Theory: An Anthology of Changing Ideas. 1900-90, ed. by Charles Harrison and Paul Wood
(Oxford, UK, and Cambridge, USA: Blackwell, 1993), p. 129.

%7 Art in Theory, ed. by Harrison and Wood, p. 2.

% T.J. Clark, ‘Introduction’, The Painting of Modern Life: Paris in the Art of Manet and his Followers
(London: Thames and Hudson, 1985), pp. 3-22 and pp. 271-72, in Art in Modern Culture, ed. by Frascina
and Harris, p. 45.
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/ to abstraction versus realistic figurative representation, has always been one of the main
debates within Modernism and this has continued in the post-Modernist discourse.?’ Such
antithetic notions and their associations with specific moral (and/or political) engagement
are however reductive. While the former has always been placed within the arena of the
conformists (with the Russian avant-garde as one exception), but is also an efficient
safeguard against the danger of Totalitarism and propaganda (such as in the cases of
Social and ‘Nazi Realism’ in Stalinist Russia, Mexico, and Germany), the socialist
tradition demanded of art to become one of the tools for social change in the political
arena as it became closer to the popular.”® This demand was criticised for its implied
‘naturalism in which the complexity of representation itself is suppressed in order that the
audience may be more readily drawn to assent to the political message being conveyed.’*!
These debates became, as we shall see, even more pressing during and after W.W.II. with
the division of the world between Nazi Germany, Communist Russia, and the Allies, and
later the Cold War which culminated in the political radicalism of Modernism being
eradicated in the name of democracy. In the context of the Cold War, Serge Guilbaut has
famously argued that Abstract Expressionist painting was used by the US government as
the embodiment of US ideological Liberalism in its offensive against the USSR
‘Communist Threat’. Ignoring the actual values defended by artists and critics to be
considered a part of Abstract Expressionism, the US government offered an image of
individual freedom to be contrasted to the collectivist authoritarianism of Social Realism
with the ultimate goal of presenting American society as the ideal to which all countries
should aspire.*? I argue that Dubuffet and Fautrier intentionally posited their production

between these two notions and deliberately refused to take sides.

® However, many art critics have reduced Modernism to abstraction and stressed its autonomy from
society.
Art History and its Methods, ed. by Fernie, p. 349,
3 4rt in Theory, ed. by Harrison and Wood, pp. 2, 7, 334, 128, 335,

31 Paul Wood, ‘Realisms and Realities: Weimar Germany’, in David Batchelor, Briony Fer, Paul Wood
Realism, Rationalism, Surrealism: Art between the Wars (New Haven: Yale University Press; London: The
Open University, 1994), p. 306.

32 gerge Guilbaut, ‘The New Adventures of the Avant-Garde in America: Greenberg, Pollock, or from
Trotskyism to the New Liberalism of the ‘Vital Center”, October, 15, Winter 1980, pp. 61-78, in Art in
Modern Culture, ed. by Frascina and Harris, pp. 239-263. .
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In this sense, the thesis opposes Miche¢le C. Cone’s dualistic approach in Artists under -
Vichy: A Case of Prejudice and Persecution (1992). Because of Vichy xenophobia and
Nazi racism, according to Cone, many artists were kept from participating in the new
outburst of creativity of the French art world during the Occupation, what she terms the
‘have-nots’, such as persecuted artists, including resistants and Jews, in hiding or self-
imposed exile from Paris in the unoccupiéd area of France. She accounts for their
disappearance (and the rise of others, the ‘haves’) from the Parisian art world during the
Vichy regime. She ‘divide[s] [her] text into two sections, one devoted to avengers of
decadence [in Parfs] and the other to scapegoats of decadence [in the free zone]’®*
Moreover, she wishes to re-instate the clear-cut divide between ‘good and evil’, notion

which I argue in the thesis is very problematic, particularly when examined in the light of

the excesses of the Epuration. Revengeful aspirations can have as bad a consequence as

the punished acts themselves.

‘As the period of the Occupation recedes into the past, revisionist history is
threatening the demarcation between villains and heroes, between collaborators
and Resistance activists during Vichy. Such intellectualization is intolerable to
the memory of the victims, those who suffered torture in silence, those who died

at the hands of the Nazis.”>*

The thesis also posits itself outside the consensual argument which reduces engagement
to members of the Parti Communiste or to the socially-conscious imagery of Social
Realism. Such is the case of Germain Viatte’s ‘Aftermath: A New Generation’, the
introduction to the catalogue of the Aftermath, France: New Image& of Man. 1945-54
exhibition, held at the Barbican Art Gallery in 1982. Picasso, who had been the subject of
a retrospective exhibition at the Salon de la Libération in October 1944, is described ‘as
the symbol of Resistance’, while ‘images of militant political engagement’ are éontained
in Sarah Wilson’s ‘Aspects of Realism’ section. The latter also deals with the ‘attempté to
portray man’s inner, existential being’, which will be the central idea of Wilson’s
subsequent contribution to the catalogue of the Paris Post-War: Art and Existentialism.
1945-55 exhibition at Tate Gallery (1993). Announced by Viatte as being a part of the

3 ‘Preface’, in Michéle C. Cone, Artists under Vichy: A Case of Prejudice and Persecution (Princeton,
New Jersey: Princeton University Press, 1992), p. xxii.
3 Ibid., pp. xxii, xxiii.
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‘new generation’, Dubuffet and Fautrier are said to ‘herald][...] the rebirth of modern art
in all its forms’ and ‘mark[...] a definitive break with the past’. While this new beginning
is located in the autumn 1944, thus reinforcing the consensual idea of artistic production
re-‘flourish’ing after the end of the war, ‘the violent and provocative nature of these
works’ are said to ‘challenge[...] and reflect[...] the fears and anxieties of contemporary

society’, which again problematically connotes an Existentialist interpretation of their

work.*?

It is also typical that the catalogue of the Face a I’Histoire: L’Artiste Moderne Devant
I’Evénement Historique. 1933-96 exhibition organised at the Centre Pompidou in 1996,
which focused on the power of history on the development of artistic production, would
ignore the French Occupation and Collaboration. This omission is even more revelatory
of a taboo surrounding this period when considering the other case studies in the
publication. This acknowledges art evolution in the context of totalitarian ideologies such
as Italian Fascism, the Russian Revolution, Communism and Fascism in Central Europe,
American artists against the war and Fascism, the Socialist aspirations of Mexican artists,
and the more individual political engagement of the artist Matta.*® The war period is not
mentioned as such, except by Patrick Le Nouéne’s very specific case study of ‘Jean
Fautrier: des Otages aux Partisans. 1945-1957°. When it is, as in Maurice Fréchuret’s
‘Les Formes Engagées’, engagement or ‘the apprehension of the historical fact’ is
confined to members of the Parti Communiste, such as Picasso and Léger, to the Social
Realists Fougeron and Taslitsky, or to geometrical abstract artists, such as Dewasne and
Herbin. As we shall see, the Parti had indeed tolerated Geometrical Abstraction as a
possible aesthetic for the transmission of Communist ideas until 1947. As an example of
artwork which ‘establishes [...] a strange relationship with history’, Fréchuret cites
Fautrier’s Otages series whose lack of Realism and the contrast between horror and

beauty of the figures in these high impastos is attributed to the difficulty in describing

35 Germain Viatte, ‘Aftermath: A New Generation’, in Aftermath, France: New Images of Man. 1945-54,
ed. by Germain Viatte, exh. cat., Barbican Art Gallery (London: Barbican Centre for Arts and Conferences,
1982), p. 11. ,

3 Face a I'Histoire: L Artiste Moderne Devant I’Evénement Historique. 1933-96, ed. by Jean-Paul
Ameline, exh. cat. (Paris: Editions du Centre Pompidou and Flammarion, 1996).
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reality and any historical event.>’ The only genuine engagement of the period in France is
described in the publication in Wilson’s ‘Réalismes sous le Signe du Drapeau Rouge,
1945-1960°, but is again restricted to members of the Parti Communiste and Social

Realism in the post-war period when the philosophy was hardening into Dogmatism.*®

The exploration of the materials’ properties and freedom of expression of Dubuffet’s and
Fautrier’s ‘matiéristes’ researches is again the aesthetic focus of Fréchuret in
‘L’Impossibilité de Peindre’ in the catalogue of L’Art en Europe: Les Années Décisives.
1945-53 exhibition at the Musée de Saint-Etienne in 1987. According to the art historian,
their physical engagement originates from their intention to re-enact the first gestures of
the prehistoric man resulting in an immediacy of matter which is to be opposed to
rationalist thought. While acknowledging the involvement of the artists with history, such
emphasis on the novelty of their art practice and the starting from scratch of their
processes is undertaken with little consideration for the specific historical context in

which they occurred.

‘A un moment ol I’Histoire pése de tout son poids, au sortir d’une époque ou les
événements ont accéléré leur rythme et ont fait surgir, en séries, les drames et les
épouvantes, quelques artistes on le courage de poser les vraies questions, sachant
que nulle réponse acceptable n’est plus possible [...].”**

Moreover, the reading of the artworks as ‘denounc[ing] the absurdity [of the world]’ and
‘paint[ing] doubt [and] énguish’ utilises many Existentialist notions which, as we shall
see, do not give justice to the cultural references of the intellectual circle with which the
artists entertained the strongest links.* Similarly, Fréchuret mentions the main concepts
develqped in Fautrier’s oeuvre, such as ambiguity, allusion, informel, and informe, and
quotes his critics, such as Arland, George, and 'Ponge, but does not address the political
connotations of those terms nor the political affiliations of such critics. In this quotation

for instance, the collaborationist George is said to defend Humanism: ‘Pour les critiques

37 Maurice Fréchuret’s ‘Les Formes Engagées in Face a I’Histoire, ed. by Amelme, p. 234,
*® Sarah Wilson, ‘Réalismes sous le signe du drapeau rouge, 1945-1960,’in Face a I'Histoire, ed. by
Amelme pp. 244 -51.

° Fréchuret, ‘L’Impossibilité de Peindre’, in L'Art en Europe: Les Années Décisives. 1945-53 (Genéve:
Editions d’Art Albert Skira S. A.; Association des Amis du Musée de Saint-Etienne, 1987), p. 71.
“ Ibid., pp. 71-72.
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qui avaient réclamé un retour “figuratif” & I’humanisme et 4 la figure humaine, les
oeuvres de Fautrier étaient comme le triomphe de I’informe et de Iellipse, “un

suicide”.’¥!

In addition to ignoring the historical, cultural, and political context of Dubuffet’s and
Fautrier’s artistic production, this aesthetic emphasis on ‘matiéristes’ experiences as a
concrete apprehension of the world and a return to terrestrial substances is reductive. In
his L’Envolée, L’Enfouissement: Histoire et Imaginaire au Temps Précaire du XXé
Siécle, in particular, Fréchuret establishes an opposition between envolée (‘flight’) and
enfouissement (‘burrying’). While the former is applied to Surrealism which is said to get
rid of gravity in its representation of abstract or figurative elements in both painting and
poetry in order to explore the limitless possibilities of dream, the latter is said to search
for and express reality and the essence of things. This opposition is puzzling when two
elements of the ‘matiériste’ creative process, which I consider essential, have been noted
in the section entitled ‘L’Ecriture de L’Informe ou le Visage Aboli’: the importance of
chance in order to trigger both the artist’s and the viewer’s imagination, as well as the

mistreatment of reality with the dissolution of form,*2

Another misconstruction in the consensual argument about Dubuffet’s and Fautrier’s
practice is its inclusion in the very diverse notions of Informel and Art Autre. As in Claire
Stoullig’s ‘De la Disparition’ in the catalogue of Les Figures de la Liberté exhibition at
the Musée Rath in Geneva (1996),* Fréchuret’s ‘Panorama Artistique Européen en 1946’
in the catalogue of 1946, L'Art de la Reconstruction exhibition at the Musée Picasso in
Antibes (1996) contextualises Dubuffet’s and Fautrier’s production within the concept of

sy 44

‘art autre’.”® Michel Ragon, in his ‘Témoignage’ in L’Art en Europe, focuses on the

41 Fréchuret, ‘Panorama Artistique Européen en 1946°, in 1946, L’Art de la Reconstruction, ed. by
Fréchuret, exh. cat., Musée Plcasso, Antibes (Genéve: Editions d’Art Albert Skira S. A.; Paris: Réunions
des Musées Nationaux, 1996), p. 49.

42 Fréchuret, L’Envolée, L 'Enfouissement: Histoire et Imaginaire au Temps Précaire du XX¢ Siécle (Paris:
Editions Skira, 1995).

3 Claire Stoullig, ‘De la Disparition’, in Les Fi igures de la Liberté, exh. cat., Musée Rath (Genéve: Musées
d’Art et d’Histoire; Editions Skira, 1995), pp. 56-57.

“ Fréchuret, ‘Panorama Artistique Européen en 1946, in 1946, L'Art de la Reconstruction, ed. by

Fréchuret, pp. 53-54.
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exhibitions of Dubuffet’s Hautes Pdtes and Fautrier’s Otages which he claims were
considered at the time to be a part of the ‘regeneration of abstract art through Informel’ **
As a historiographic analysis of the different avant-garde groups of the pOst-war period,
their exchanges, overlapping, and shared influences will reveal, Dubuffet’s and Fautrier’s
practice does not conform to any of these notions. Instead, I propose the application of

the term ‘Artists of Matter’,

Used for the first time by Genevi¢ve Bonnefoi in her article entitled Regards sitr Vingt
Années de Peinture published in 1963, it aims at differentiating the Peintres de la
Matiére (‘Painters of Matter’) from Abstraction Lyrigue (‘Lyrical Abstraction’) within
Art Informel. Included in the former are the exhibitions presented by Dubuffet, Fautrier,
Michaux, and. Wols. For the critic, ‘the Otages of Fautrier and the temperamental
portraits of Dubuffet’, suddenly reveal a new way of seeing and of feeling, but [...] also a
new way of painting’ which alludes to the visual and emotional engagement of the viewer
which will be dealt with more extensively in the thesis.* According to Bonnefoi, the key-
exhibitions of the ‘Painters of Matter’ were Fautrier’s Otages and Dubuffet’s Hautes
Pates: Mirobolous, Macadam et Cie, which, with the use of unconventional materials and
support, mistreated the techniques of traditional painting. Although for her, Fautrier
represents the precursor of these innovative techniques, she argues that ‘his artwork did
not reach the developménts which could have been expected.” As opposed to Fautrier,
she admires Dubuffet as the one being truly inventive in his discovery of materials which
will lead him to call into question the whole conventional conception of art. Bonnefoi
also stresses the ambivalent aspect of Dubuffet’s artwork which always escaped the
~ debate between abstraction and figuration. However, we shall see that although her
innovatory use of the term is interesting as a means to differentiate the French avant-
garde artists from the gesturality of Abstraction Lyrigue, it is also very confusing as she

related it directly to the broader notions of Michel Tapié’s Art Informel and Art Autre.

* Michel Ragon, ‘Témoignage’, in L 'Art en Europe: Les Années Décisives. 1945-53, p. 21.

* Geneviéve Bonnefoi, ‘Regards sur Vingt Années de Peinture’, Les Lettres Nouvelles: France Mére des
Arts? Aspects Présents de I'Activité Intellectuelle et Artistique en France, February 1963, p. 166.

Bonnefoi, Les Années Fertiles. 1940-1960 (Paris: Mouvements Editions, 1988), pp. 110-124.
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The subsequent catalogue of the exhibition Paris-Paris: Créations en France. 1937-57
organised at the Centre Georges Pompidou in 1981 presents two sections which are
relevant to our discussion. In ‘Vivre une Peinture sans Tradition’, Sylvain Lecombre
observes that despite the different appellations that the different avant-garde groups
received in France — Abstraction Lyrique, Informel, and Tachisme -, they all belong to the
same trend. More interestingly however, he establishes a distinction between ‘a painting
in which the expansion of matter dominates and a painting founded on the production of
sign."‘7 In his section entitled ‘Quatre Figures-Clés du Matiérisme’, Daniel Abadie uses
the term of ‘Matter’ again and applied it to Dubuffet, Fautrier, Tapiés, and Burri.
Therefore, in texts representative of the consensual history of Modern art, the term of
‘Matter’, while always including the art practice of Dubuffet and Fautrier, is only rarely
used as a means to define a particular group of artists gathered together in a movement. It
is precisely what makes the term of ‘Artists of Matter’ so interesting: it is at the
crossroads of the different accounts and histories of the art of the post-war period in
France and of the diverse movements which constitute its avant-garde. The term is
instead located ‘on the borders’, or rather ‘in between’ the different groups of the French
avant-garde. It is also ideal because, as we shall observe, it gives justice to the general
context in which it was being produced and to the ideals it was embracing: its Humanism,

ethical engagement, aspirations for social change, and embrace of difference.

47 Sylvain Lecombre, ‘Vivre une Peinture sans Tradition’, in Paris-Paris: Créations en France, 1937-57,
ed. by Germain Viatte, exh. cat. (Paris: Editions du Centre Pompidou, 1981), pp. 216, 218, 220.

Daniel Abadie, ‘Trophées aux Lambeaux du Réel: Quatre Figures-Clés du Matiérisme’, in Paris-Paris, ed..
by Viatte, pp. 234, 236.



19

L. Producing and Exhibiting Art during the Occupation of France: an Act of Resistance

Pensons 4 tout le grouillement qui entoure toute oeuvre d’art: grouillement
d’allusions, d’évocations, d’harmoniques de toutes sortes, tous les sous-entendus,
les ellipses, et c’est tout ce grouillement qui donne son sens a 1’affaire, et que
voulez-vous saisir de tout cela si vous n’étes pas dans I’époque méme?*®

Eluard, Paulhan, and Seghers, were a part of Dubuffet’s and Fautrier’s immediate
intellectual circle in the early 1940s. Both Dubuffet’s and Fautrier’s exhibitions during
the Occupation were reviewed in Seghers’s poetry review Poésie, while Fautrier
illustrated Eluard’s Dignes de Vivre and Douze Lettres & Fautrier (both published in
1944) and worked with Paulhan on Fautrier L’Enragé (1943). Paulhan’s text had been
written for the artist’s first retrospective exhibition at the Galerie Drouin in November
and December 1943, Paulhan had also contributed a long letter as the introduction to
Dubuffet’s first solo exhibition of paintings and drawings in October and November
1944, while Eluard had written a poem, Quelques Mots Rassemblés pour Monsieur
Dubuffet for the occasion.*’ These demonstrate the privileged exchanges of ideas between
these artists and the most renowned intellectuals of the French avant-garde in the early
1940s. Artists and writers experienced together the beginning of the war between the
Allies and Germany, the armistice, and the subsequent Occupation of northern France by
the German forces [Fig. 1]. It is revelatory that in this context, the intellectuals whom
Dubuffet and Fautrier frequented all took part in the literafy journals of Resistance
published under the Occupation. The preface to the 1943 issue of one of them, Messages,
founded and directed by Jean Lescure, was dedicated to the ‘Domaine Frangais’ (‘French

Territory’). It reads:

Pendant des mois il a pu paraitre que toute voix frangaise en France serait
condamnée au silence. Pourtant on a heureusement assez tot connu un beau refus
de se soumettre et de renoncer & proclamer la dignité d’une conception de
’homme qu’un événement militaire et politique — si écrasant flt-il — ne suffisait
pas a ridiculiser.> '

* Dubuffet (signed ‘actualiste’), ‘A Jean Paulhan’, in Dubuffet, L’Homme du Commun & I’Ouvrage ou
Jean Dubuffet, ed. by Jacques Berne (Paris: Editions Gallimard, 1973), p. 288 (Paris: 1944).

% Parrot, L’Intelligence en Guerre: La Résistance Intellectuelle sous I'Occupation. 1940-45, 2" edn (Paris:
Le Castor Astral, 1990).

*® Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 454 and 748.
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This attitude denotes one of the strategies that some writers and artists decided to adopt
when faced with the German Occupation, its censorship and oppression: to continue
producing and disseminating art as an act of Resistance.”’ Intending to explore this
strategy further in the following part, I will examine Dubuffet’s and Fautrier’s immediate
intellectual environment within the historical and political context of the period, in
particular Paulhan’s, Eluard’s, and Seghers’s involvement with Resistance activliti'es,
literature, and poetry. Within this ideological framework, the type of art being officially
promoted by the occupying forces and the French collaborationist regime during the
Occupation will provide the cultural backdrop to Dubuffet’s and Fautrier’s artistic '
production and distribution: reviews of Fautrier’s exhibitions of the Occupation in.
Resistance magazines; Fautrier’s exhibition at the Galerie Alfred Poyet in 1942;
Fautrier’s illustrations of Paulhan’s Fautrier L’Enragé and Eluard’s Dignes de Vivre. In
addition, the exhibition policy of the Galerie Drouin will be closely examined with
reference to the official cultural policy during the Occupation. These analyses will
demonstrate more precisely my hypothesis of the developr'nent‘ of strategies of Resistance

with special reference to the two artists, both present in Paris during the Occupation.

I.1. Official Art during the Occupation of France

The present chapter will discuss the type of art being promoted by the French art
establishment during the German Occupation in the specific political, historical, and
cultural situation of Paris in the early 1940s. Compared with the Western tradition of
Classicism, Dubuffet’s and Fautrier’s artistic production, which flourished concurrently
in quasi-clandestinity, will reveal an attitude in direct confrontation with the aesthetic and

ideals advocated by the Nazi regime and French collaborationist government.

The place of the classical tradition within the art education establishment had been at the

core of the debate about the role which the State should play in the teaching of the Fine

5! Moreover, according to Germaine Tillon, the head of the Communist Resistance movement F.T.P., the
activity of publishing clandestine reviews was accompanied by intelligence networks gathering and
transmitting information, by organisations collecting arms and preparing for military actions, and by escape
networks for deserters. ) : ‘

Germaine Tillon, 4 la Recherche du Vrai et du Juste (Paris: Editions du Seuil, 2001), p. 117.
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Arts in France since at least the end of the nineteenth century. According to Lionel
Richard in his L't et la Guerre: Les Artistes Confrontés a la Seconde Guerre Mondiale
(1995), the division between those who believed in the government-backed structural and
financial support for the free blossoming of the arts and those who advocated an
authoritative and aesthetically dogmatic intervention by the State, would continue until
“the advent of W.W.IL>?> The root of this debate was political: considered to safeguard
traditional values and to fight anarchy, the classical tradition upheld a conservatist
ideology. This is evidenced in a speech which Paul Léon, the director of the newly-
formed Direction Générale des Beaux-Arts, gave at the inauguration of the Exposition
Internationale des Arts Décoratifs in 1925: ‘Nous communions avec vous dans le
prochain avénement d’un nouvel ordre classique, image d’une société fortement

organisée.’>

The same type of discourse would be reiterated in 1936, yet ironically this time by the
Front Populaire, and more specifically by Georges Huisman, the then general director of
the Fine Arts. On the one hand, he believed in the beneficial integration of art and
creativity within the social dynamic with the emancipation of the whole population as its
ultimate goal. The attainment of such an objective pre-supposed for Huisman the
accessibility and re-organisation of artistic teaching by the State. On the other hand, he
denied the free exploration of individual creativity: basing his program on the belief in an
innate and absolute French taste, he promoted a return to an ‘essential’ and stereotyped
French tradition.>® On a practical level, this led to the propagation of neo-academic
values and teaching. Such a program had aesthetic implications as well as a political

resonance for the art of the 1930s, both revealed in the Chefs-d’oeuvre de I’Art Frangais

%2 Lionel Richard, L'Art et la Guerre: Les Artistes Confrontés & la Seconde Guerre Mondiale (Paris:
Editions Flammarion, 1995), p. 79.

% Paul Léon, ‘L’Enseignement de I’Architecture’, in Art et Artistes Aujourd’hui (Paris: Bibliothéque-
Charpentier, 1925), pp. 203-04. Quoted in Richard, L’Art et la Guerre, p. 74.

5* The victory of W.W.I intensified Nationalism in French culture which came to be perceived as the
rightful descendant of the Classical tradition. While this belief had been a common trait of French culture
in the past, it was now rallied by the avant-garde which had usually made a point at distinguishing itself
from dominant values. Cubism is a case in point as it was re-appropriated in the Conservatist rappel a
Dordre.

Art in Theory, ed. by Harrison and Wood, p. 218.
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(‘Masterpieces of French Art’) exhibition in 1937 at the newly-built Palais de Tokyo *°
[Figs 2 & 3]. In fact, the exhibition prepared the ground for the cultural policy of the
Occupation period as it generated a profusion of publications attempting to define the
lcharacteristics of the Ecole Frangaise. The contributor to the Temps, Thiébault-Sisson,
distinguished the French Tradition in its ability to scrupulously observe and simulate
reality. For George, one of the most influential French critics of the interwar period, it
was rooted in Classicism, which, as a symbol of the glorious times of the French
civilisation, should be revitalised through a return to proportion and harmony. In effect,
such an academic notion of art was propagated by the Ecole des Beaux-Arts whose
teaching methods focused on direct observation and the control of the imagination, which

reflected the common belief in the superiority of intelligence over sensibility.

The political implications of such a discourse on the practical level were enormous. The
project was profoundly nationalistic, racist, and dictatorial in its ambition to preserve
national values and order. With the German victory in June 1940 and the signing of the
armistice, Paris and the North of France fell under the German administration, while the
‘free’ zone of the South was governed by the Maréchal Pétain in the replacement capital
Vichy. Believing in a German future for Europe and attempting to secure the place of
France within this ‘new order’, the Head of State favoured negotiation and collaboration
with the occupant. This led to a systematic economic exploitation, as well as the
development of an institutional and political regime very close to the National-Socialist
model.*® Despite a radical political change from the left-wing Front Populaire, there was
a great continuity in aesthetic preferences between the cultural policy of the 3™
République and occupied France. It is ironic that it fell to the Left to prepare the cultural

ground for the arrival of the occupier. For instance, the highly conservative art historian

35 As Musée des Artistes Vivants (‘Museum of Living Artists’), its collection combined the ones of the
Musée du Luxembourg and the Jeu de Paume, '

Catherine Lawless, Musée National d’Art Moderne: Historique et Mode d’Emploi (Paris: Editions du
Centre Pompidou, 1986), p. 168. '

%6 Anticipating the German request, the French government proved to be over-zealous in adopting radical
anti-Jewish laws (3 October 1940) and in supporting the raid of Jews, not only in the North zone with the
major raid of the Vel d’Hiv (July 1942), but also in the supposed-free zone of the South (August 1942),
Antoine Prost, Petite Histoire de la France au xxé Siécle, 2" edn (Paris: Armand Colin Editeur, 1992), pp.
51-52,
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Louis Hautecoeur had moved from the post of contractor for the 1937 Exposition under
the Front Populaire to the one of general secretary of the Direction Générale des Beaux-
Arts under the Vichy government. Moreover, in its defence of Academism and the
rejection of the avant-garde, the Vichy regime echoed many of the German occupant’s
aesthetic views: the attachment to the idea of a classical Renaissance by the Fascist
regime is demonstrated by Hautecoeur’s Littérature et Peinture en France du XVilé au
Xxe Siécle (1942): ‘Aprés toutes les bacchanales du fauvisme et du surréalisme, nous
assistons a une renaissance de I’humanisme et du classicisme.’>” Considered as the purest
source of the French tradition, the art of the eighteenth century was indeed the most
highly rated in the sales of the Hétel Drouot in 1942, at the height of Pétainisme.”® With
regard to Modernist experimentations however, they were equated to insufficient
techniques and the ignorance of tradition by both the German occupants and the Vichy
regime. The Nazi artistic discourse was also reflective of the regime’s ideology.

In a collection of documents compiled by Jean Cassou, who, as Paulhan, had been
involved in the Musée de I’Homme Resistance network, Jacques Sabile deals with ‘La
Doctrine Esthétique du National-Socialisme et I’Organisation des Beaux-Arts sous le 111&
Reich’ (1947).% The development of an aesthetic doctrine was needed by the National-
Socialist Party as part of the completely‘ new Weltanschauung (‘world conception’) that it
proposed. It also fulfilled the practical and immediate functions and aims of Nazi
propaganda. These included the fight against the enemies of Nazi ideology and its
practical organisation, in particular the systematic looting of the artistic heritage of
occupied Europe. However, because the Nazi aesthetic canon did not respond to any
intellectual needs, it lacked coherence, methodology, and originality. In the Nazi
perspective that the essence of all human communities is constituted by its land and blood
(Boden and Bluf) that are both encapsulated in the notion of race, art became a biological

rather than aesthetic matter. In this logic, one could expect a quintessentially German art

*7 Louis Hautecoeur, Littérature et Peinture en France du Xviié au xx Siécle (Paris: Armand Colin, 1942),

307.
§ Mentloned in Richard, L’Art et la Guerre, p. 185.

Jacques Sabile, ‘La Doctrine Esthétique du National-Socialisme et I'Organisation des Beaux-Arts sous le
II1¢ Reich’, in Le Pillage par les Allemands des Oeuvres d’Art et des Bibliothéques appartenant a des Juifs
en France, ed. by Jean Cassou, Série Documents, no. 4 (Pans Editions du Centre de Documentation Juive
Contemporaine, 1947), pp. 18-35.
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whose visual elements would correspond to the biological characteristics of the race.
However, the Nazi leaders’ aspiration for an art that would be together ‘heroic, romantic
and realist’ paradoxically led them to defend a hybrid form of art that combined Gothic
and Greek characteristics.®* United in their ‘fight against the Semitic barbary’, Gothic art
symbolised for them the ‘sense of tragedy’, while Greek art stood for the ‘beauty of the
body’.®! Both were believed to convey the exaltation of heroism and sacrifice necessary

to defend the chosen race from its enemies.

Nazi aesthetic was opposed to the ‘art of Semitic inspiration’. Considered to be the result
of ‘isolated individuals without any contact with the popular masses’, the latter was
viewed as elitist and only accessible to a few connoisseurs.®> Its concern with the
deconstruction of its basic elements, such as forms, colours, and compdsition, was
considered as only aiming at the intellect, and thus in its coldness, failed to touch and
move. Jacques Sabile notes that these are at that moment the defining characteristics of
French Modern art and its spirit. This is for him evidenced in the following quotation
taken from Karl Zimmermann’s speech of September 1935 at the Nuremberg Congress
on the Bases Spirituelles du National-Socialisme (Geistige Grundlagen des National-
Sozialismus): ‘Il n’y a pas d’idée plus dangereuse que la thése vraiment frangaise du
libéralisme: “L’art pour art”.’® As we will see in part ‘I Strategies of Liberation’,
these were the exact reproaches formulated in Dubuffet’s artistic discourse after the war
against the French art establishment. While proposing an art which on the aesthetic and
political levels positioned itself at the opposite of Nazi art and ideology, Dubuffet was
‘Remaining Faithful to the Heritage of the Front Populaire’ (I1.2.) whose ‘Artistic
Policy’ advocated an ‘Openness towards the ‘Common Man’’ (11.2.2) in order to fulfil

the social role of art. These were, paradoxically enough, the Nazi recommendations as

well.

% Ibid., p. 23.

2 Adolph Hitler, ‘Discours de Septembre 1935 au Congrés de Nuremberg’. Quoted in Emil Wernert,
‘L’Art dans le Illé Reich: Une Tentative d’Esthétique Dirigée’ (Paris: Centre d’ Etudes de Polmque
Etrangére, 1936). Repr. in ibid., p. 24.

52 Sabile, ‘La Doctrine Esthétique du National-Socialisme’, in ibid., p. 25.

3 Wernert, ‘L’ Art dans le I11& Reich’, in ibid., p. 26.
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In the Nazi discourse, an art of ‘French inspiration’ has therefore simply been replaced by
an art of ‘Semitic inspiration’, and this represents one example of ‘falsification’ in the
ingenious tactics of Nazi propaganda. Such discourse would have been attractive to the
German crowds as they had felt excluded from the world of Modern art: they were
offered a scapegoat onto which they could unleash their frustrations. As opposed to
Modern art, the type of art being promoted by the Nazis was very attractive to the
average German. Exploiting the German popular operatic tradition, they emphasised the
‘theatrical and sentimental elements in visual artworks’ that were absent from French
‘Modern art, itself founded on the ‘culture of vision’. Re-baptising it the ‘Art of the
German Race, of the Blood or of the Land’, they thus revived the photographic and
naturalist Academism of the Wilhelmian period.** Ironically, this form of Academism
was, from an art historical point of view, the most international as it responded to a
‘Court language’ moderated by ‘taste’, ‘tradition’, and ‘decorum’.*® There was yet
another flaw in the Nazi argument. While they proclaimed the ‘primacy of Instinct over
Intellect, of Aryan Intuition over Semitic Intellectualism’, there was no form of art less
intuitive than the Academism of their praise, being the result of repetitive and learnt
procedures originating from exact sciences, such as optics, anatomy, and perspective.
Moreover, they defined all forms of art that refered to primitive sources and/or
maintained anti-traditional stances such as ‘Dadaism, Cubism and other forms of artistic

Bolshevism’, as ‘degenerate’.66

Nazi propaganda thus operated yet another manipulative trick on the masses by
associating Semitism, Liberalism, and Bolshevism. In its logic, it reached two aims
simultaneously as it provided additional reasons for the hatred of the Semitic people and
enticed the embracing of Nazi ideology. The Nazis indeed saw the ‘art of Semitic
inspiration’ as ‘a damnable produce of the epoch corrupted by anarchic and individualist
Liberalism’ and a ‘form of artistic Bolshevism’.5” The fact that they reconciled opposite

terms such as Liberalism and Bolshevism only serves to demonstrate the true ambition of

&4 Sabile, ‘La Doctrine Esthétique du National-Socialisme’, in ibid., p. 25.
% Ibid., p. 31.
: Ibid,, p. 32.

Ibid., p. 25.



26

their discourse on art: the systematic elimination of their political opponents and the
attraction of the masses through very carefully calculated propaganda. On a practical
level, Nazi officials, led by Hitler and Goebbels, had in July 1937 started purging
German museums as well as public and private collections in the Reich of the works of
Modern art that the Party considered to be degenerate. Amongst the 15,550 works
removed, 650 were selected for the infamous Entartete Kunst (‘Degenerate Art’)
exhibition. Having opened at the Museum of Antiquity in Munich on 19 July 1937 with
over three million visitors attending, it then travelled to eleven other cities in Germany
and Austria. The exhibit was carefully staged and desi gned in such a way as to encourage
the spectators to mock the artists and their creations. While the former were condemned
as ‘Jewish’, ‘Communists’, and ‘anti-Germans’, their work was ridiculed and denigrated
as failing to uphold correct Nazi virtues. The exhibition therefore blatantly revealed the
connection between the Nazi artistic discourse and ideology. Claiming that it originated
from the Jews and the Bolsheviks, Modern art was to be equated with the ‘decline’ and -
‘degeneration’ of Civilisation for which the Jews and the Bolsheviks were held
responsible.68 Later, on 20 March 1939, the Degenerate Art Commission ordered over
1000 paintings, almost 4000 watercolours and drawings, and countless manuscripts to be
burned in the courtyard of a fire station in Berlin. In stark contrast, the neighbouring
Great German Exhibition served as a place to display traditionally painted and sculpted
work that was approved by the Nazi Party and that extolled Hitler’s view of German

life"s virtues of ‘Kinder, Kiiche, Kirche’ (‘Family, Church, Home’). -

1.2. An Intellectual Milieu: Dubuffet, Fautrier, and the Resistant Writers

For Paulhan, to pursue publishing and writing in the reconstituted German administration
was more than a means by which to support intellectual life in Paris: it was an act of
Resistance. Paulhan’s choice to fight the German invasion through specific literary

~ decisions started with his resignation from the directorship of the Nowuvelle Revue

¢ Richard, L 'Art et la Guerre, pp. 48-49.
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Frangaise, a position that he had occupied since 1935.%° Having been founded in 1909
and having dominated the literary scene during the interwar period, the N.R.F. had fused
very rapidly with fhe Gallimard publishing house and had remained the most prestigious
publication of the period as it included contributions by major intellectuals of the time.
As Otto Abetz, the Germaﬁ ambassador of Paris, had declared: ‘There are three great
powers in France: Communism, the big banks and the Nouvelle Revue Frangaise.”™
Despite the editorial team’s decision to put a stop to the publication of the review because
of the Occupation, Abetz had recognised its power as a mass-communication tool and
therefore wanted its continuation. In December 1940, he appointed his friend, the
collaborationist Pierre Drieu La Rochelle, as director.”’ Paulhan, on the other hand, had
clearly explained his opposition to the new regime in the last issue of the N.R.F. of June
1940 before it fell in the hands of the collaborators. Despite its implicit and subdued tone,
‘L’Espoir et le Silence’ (‘Hope and Silence’) was passionate in its appeal, or at least in
the formulation of hope, for future Resistance against the oppression that the

collaborationists had started exercising on an enslaved French population:

Ce n’est pas aujourd’hui qu’il est question, dans ces pages, de la dictature de la
France sur les Frangais. Et notre espoir a moins que jamais besoin d’explications,
dans ces journées sévéres ol il devient une flamme. Qui se refuserait pourtant
aux raisons, qui peuvent I’assurer et le nourrir? § Certes I’une des plus grandes
forces que le monde ait vues s’est dressée contre nous. Prenez garde cependant
que c’est une force joyeuse, élevée pour le pillage et pour la victoire. Un échec
doit la déconcerter: tout laisse croire que sa résistance est inégale & son attaque,
sa défense a son offense. § [...] Pourtant nous nous battons pour quelque chose
qui ressemble & la République: pour la liberté des personnes, contre la servitude
volontaire. [...] § Ce silence n’est pas moins dil 4 nos amis qui se battent dans les
flammes, et pour qui, il n’est pas d’autre mot, nous prions.72

% Paulhan had been the sub-editor of the Nouvelle Revue Frangaise from 1920 and its chief editor from
1925,
Dtcttonnatre des Lettres Frangaises, ed. by Bercot and Guyaux, p. 830.
" Phlhppe Arbaizar, ‘La Seconde Guerre Mondiale’. Quoted in Paris-Paris, ed. by Viatte, p. 349.

Together with Brasillach, Thérive, and Chardonne, Drieu La Rochelle travelled to Nuremberg in June
1941 to meet the Nazi Minister of Propaganda Goebbels.
Jean-Pierre Azéma, De Munich & la Libération. 1938-44, Nouvelle Histoire de la France Contemporaine,
no 14 (Paris: Editions du Seuil, 1979), p. 150.

2 Jean Pauthan, ‘L’Espoir et le Silence’, Nouvelle Revue Frangaise, no. 316, June 1940 (28" year), pp.
721-22,
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Not only publishing and writing in clandestine magazines, Paulhan also became
increasingly engaged in Resistance activities per se and in the formation of Resistance.
organisations. At the very beginning of the Occupation, he became involved in one of the
first Resistance networks formed by intellectuals, the Musée de I’Homme network, named
after its leader, the Docteur Rivet, the then director of the museum. Paulhan contributed
to the hand-made newspaper which the network clandestinely issued under the title of
Résistance: Bulletin du Comité National de Salut Public from December 1940 until its
dismantling and the execution of some of its members in February 1942.” Compared to
‘L’Espoir et le Silence’, Paulhan’s text for the Résistance of 1 March 1941 is
proclamatory and accusatory in tone, demonstrating a true commitment to Resistance
ideals. In an article dedicated to the N.R.F., Paulhan attacked collaborationist writers who
contributed their talents to the literary review which, under the hypocritical disguise of
freedom, had the monopoly of the press in the occupied zone and defended the unilateral

viewpoint of the oppressors:

De tous les organes littéraires de la zone occupée, est seule & paraitre, avantage
incontestable qui facilite le contrdle et supprime la contradiction et la
concurrence. § Il s’agissait de lui conserver la tenue et ’apparence de la liberté.
C’est & quoi se sont prétés deux (ou trois) grands écrivains qui y firent leur
fortune. § Sous ce couvert, les divers collaborateurs collaborant peuvent mener
leur jeu. On leur demande un acte de contrition pour le passé et un acte de foi au
vainqueur. § Ils y emploient leur zéle, chacun parle selon sa spécialité, apporte en
gage le plus précieux de son talent. Voici donc, selon eux, I’histoire résumée de
la France et I’état de mon esprit dans le plus mortel danger de mon histoire.”*

Paulhan criticised Nazi propaganda and German censorship which only allowed the
publication of French literary texts by infamous collaborationists, such as Alfred Fabre-

Luce, Abel Bonnard, Jacques Chardonne, and claimed that these represented the French

™ According to Tillon, the subtitle Bulletin du Comité National de Salut Public (‘Bulletin of the National
Committee of Public Safety’) was chosen by Boris Vildé as it had a greater Republican and Jacobin
resonance than Résistance. '

Tillon, ‘Le Réseau Musée de I’'Homme’ (1987), in Tillon, A la Recherche du Vrai et du Juste, p. 145,
Pascale Goetsche! and Emmanuelle Loyer, Histoire Culturelle et Intellectuelle de la France au xxé Siécle
(Paris: Armand Colin Editeur, 1995), p. 96.

7 paulhan, Résistance: Bulletin Officiel du Comité National de Salut Public, no. 4, 1 March 1941, pp. 10-
11 '
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nation.”” He concluded that the French citizens who were remaining faithful to their

country were on the contrary the ones who showed their disagreement with collaboration:

Du puéril a I’ignoble, du naif au cynique, ces échantillons représentent assez bien
la qualité de ce qui est chez nous la pensée collaborante. Toutefois, ’on
remarque a tout moment que ces messieurs se contredisent. C’est affaire a S.E.
Abetz de choisir entre leurs témoignages et de décider si les Frangais sont 4 la
fois si intelligents et si bétes; si laches et si hardis; c’est affaire a la propagande
nazie de se représenter la France selon I’'un ou selon I’autre. (Mais cette petite
nation dégénérée vaut-elle seulement la peine d’un tel effort?) — Nous savons,
pour nous, ce que la France demeure et ce qu’elle devient chaque jour plus
sirement. § Elle est partout ou1 I’on ne consent pas.76

Arrested, then released thanks to the intervention of Drieu La Rochelle in May 1941,
Paulhan participated in the foundation of the Front National des Ecrivains (‘Writers’
National Front’) and supported together with Eluard the clandestine creation of its
representative in the field of the press, the literary review Les Lettres Frangaises. Its first
issue appeared with great difficulty on 20 September 1942.”7 In the Cahiers de la
Libération of February 1944, he published one of the most compelling appeals to the
Resistance, ‘L’Abeille’ (‘The Bee’).”® In this context, he wrote Clef de la Poésie
(published in 1944) and his text on Fautrier’s first retrospective exhibition at the Galerie
Drouin in November and December 1943, Fautrier L’Enragé, as well as a long letter
which introduced Dubuffet’s first solo exhibition of paintings and drawings in October
and November 1944. Paulhan’s interest in Dubuffet’s and Fautrier’s artistic production

could be explained by the fact that it echoed the writer’s approach to literature as

™ Alfred Fabre-Luce later demonstrated his fascination for Hitlerian Germany with the publication of an

Anthologie de I’Europe Nouvelle (1942) which backdated the concept of a ‘New Europe’ usually associated

with the German victory of 1940 with earlier treatment of ‘National-Socialist themes’ by French authors.

Qzéma, De Munich a la Libération, p. 150.

” Paulhan, Résistance, pp. 10-11, ‘
Although a member of the P.C.F. (French Communist Party), Jacques Decourdemanche, a novelist and

aggregate in German, took the initiative to publish a review, both politically-engaged and open to the wide

political spectrum of the Resistance. Les Lettres Frangaises published 20 issues altogether with articles by

Cassou, Parrot, Sartre, and Seghers, among others,

Azéma, De Munich a la Libération, p. 262.

8 ‘[...] 1a douleur d’un temps ol nous apprenons chaque mois la mort de quelque ami. [...] § Et je sais qu’il y en a qui
disent: ils sont morts pour peu de chose. [...] § A ceux-1a il faut répondre: “C’est qu'ils étaicnt du c6té de la vie. C'est
qu’ils aimaient des choses aussi insignifiantes qu’une chanson, un claquement des doigts, un sourire. Tu peux serrer
dans ta main une abeille jusqu’a ce qu’elle étouffe. Elle n’étouffera pas sans t’avoir piqué.’

Paulhan, ‘L’Abeille’, Les Cahiers de la Libération, 1944, quoted by Castor Seibel, ‘Remarques en marge
de la Peinture de Fautrier’, in ‘Dossier Jean Fautrier’, Cahiers Bleus, no. 2, 2™ edn (Troyes: Editions des
Cahiers Bleus, 1989), p. 21.
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reflective of the human condition and his concern with reconciling poetry, politics, and
ethics. Errors in language were responsible for chaos and disorder, he believed, while a
linguistically harmonious literature would lead to the formation of a harmonious
society.” The work of Dubuffet and Fautrier therefore added the visual dimension to this
new research, and I will argue in sections ‘I.5.1. Paulhan’s Fautrier L’Enragé (1943)°
and ‘I1L1.3.1. Dubuffet’s Exhibition of 1944 at the Galerie René Drouin’ that it acted as a
testing ground for the pbssibility of finding the humanistic dimension of language,

whether textual or pictorial.

In 1942, Eluard joined the Parti Communiste and joined the Resistance, and writing
under the pseudonym of Maurice Hervent or Jean de Haut, contributed to several
clandestine publications, such as Poésie et Vérité 1942, whose poems form the basis for
Dignes de Vivre that will be the subject of ‘1.5.2. Fautrier’s Illustration of Eluard’s
Dignes de Vivre’ 5% In 1943-44, he edited L’Honneur des Poétes (‘The Honour of Poets’),
a collection of important resistant poets whose ‘honour’ was equated with patriotism and
the defence of freedom on French territory.81 In these pages, Eluard affirmed ‘le devoir
du poéte de restaurer la liberté d’expression pour dire la haine de I’occupant, la
souffrance de I’innocent, I’imminence de la vengeance.’® For the poet, joining the
magquis alongside other resistants and taking part in the clandestine distribution of
Resistance poems were indeed two complementary forms of political engagement.
Having moved from Surrealist to Communist Militantism, Eluard always believed in the
association between poetry and politics. However, not all poets supported the idea of a
militant poetry, as is demonstrated by the biting reply of the Surrealist Benjamin Péret
from Mexico in February 1945 to Eluard’s L ’Honneur des Poétes. Under the satirical title
of Le Déshonneur des Poétes, he published a pamphlet fustigating the utilitarian,

didactic, and ideological character of Resistance poetry. Péret advocated the

™ Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 830-31.

80 See “1.5.2. Fautrier’s Illustration of Eluard’s Dignes de Vivre’.

8 Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 758.

L’Honneur des Poétes was published on 14 July 1943 and gathered together 22 anonymous poems by
Eluard himself, Frénaud, Guillevic, Ponge, Seghers, and Vercors, among others.

Azéma, De Munich a la Libération, p. 263.

82 Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 400.
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independence of poetry, in which utility and creativity, engagement and freedom could

not be reconciled:

Tout ‘poéme’ qui exalte une ‘liberté’ volontairement indéfinie quand elle n’est
pas décorée d’attributs religieux ou nationalistes, cesse d’abord d’étre un po¢me
et par suite constitue un obstacle a la libération totale de I’homme, car il le
trompe en lui montrant une ‘liberté’ qui dissimule de nouvelles chaines. Par
contre, de tout poéme authentique s’échappe un souffle de liberté entiére
agissante, méme si cette liberté n’est pas évoquée sous son aspect politique ou
social, et par 13, contribue a la libération effective de ’homme.®

In an Appendix entitled Raisons d’Ecrire (‘Reasons for Writing’) to Au Rendez-Vous
Allemand, Eluard would explain the motivation behind the publication of L’Honneur des

Poétes:

Mais il fallait bien que la poésie pris le maquis. Elle ne peut trop longtemps jouer
sans risque sur les mots. Elle sut tout perdre pour ne plus jouer et se fondre dans
son éternel reflet: la vérité trés nue et trés pauvre et trés ardente et toujours belle.
Et si je dis ‘toujours belle’, < ’est qu’elle devient la seule vertue, le seul bien. Et

ce bien n’est pas mesurable.>*

While organisations were being implemented for the Liberation of France, Eluard helped
developing networks of intellectuals with the objective of expressing a minority voice
amidst the weight of official discourses in occupied France. Indeed, his own flat, located
in the proximity of the Jardin du Luxembourg, became one of the headquarters of
intellectual Resistance in the North zone. Eluard subsequently became the resistant poet
par excellence with the creation of a poetry that held a position of unsubmissiveness and
hope. He expressed the misery of everyday life in occupied Paris, appealed to the
solidarity of the French population to enter the Resistance, launched a message of hope
and courage to the actual Resistance fighters, and commemorated its deceased
companions in such poems as ‘Couvre-Feu’ (‘Curfew’), ‘Courage’, and ‘Avis’

(‘Notice’).®> Moreover, together with Paulhan, Eluard was actively searching for

8 128 Posmes Composés en Langue Frangaise de Guillaume Apollinaire & 1968, ed. by Jean Roubaud, 2™
edn (Paris: Editions Gallimard, 2001), pp. 122-23.

* Paul Eluard: Oeuvres Complétes, ed. by Marcelle Dumas and Lucien Scheler, 2“d edn (Paris:
Blbhothéque de la Pléiade, Editions Gallimard, 1976), Vol. 11, pp. 1606-07.

See Appendix | for a reading of these poems.
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manuscripts to be published by the Editions de Minuit.® The publishing house had been
founded in total clandestinity in Paris in 1942 by the novelist Pierre De Lescure and his
friend the engraver Jean Bruller. It had published its first book in February at the height
of the German Occupation, Le Silence de la Mer, written by the latter, most famously
known by his Resistance nom de guerre, Vercors.}” As Eluard, Vercors conceived of
writing as a weapon and was totally engaged in Resistance: he was ‘persuadé que la lutte
contre 1’envahisseur nazi est la seule voie pour maintenir le “fragile flambeau” de la
dignité humaine.’®® The novel represented the first genuinely clandestine publication
which combined both current news and literary ambition. Moreover, its story of a French
woman showing her resistance through her silence to a German officer who had been
imposed as a guest in her house, held a strong symbolic value. Vercors invited France, as
the forced host of the German officer, to stand in opposition to the invader through her
silence. It launched ‘un vibrant appel aux vertus d’un humanisme conscient de ses
devoirs.”® Vercors however bypassed the dualistic opposition between ‘Good and Evil®
in his enhancing portrayal of the German officer, and raised important questions
concerning the complicity or the naivety of the officer in his passive support of the

Hitlerian regime.

At the core of this essay is therefore the question of the legitimacy of a militant painting
and poetry, and the form that it should adopt. I will show that Dubuffet’s and Fautrier’s
artistic and intellectual milieu believed that politically-engaged art could only proclaim
the idea of freedom and liberate mankind if it itself escaped from the ascendancy of
traditional forms and thematics, and develop and emancipate into a new and
revolutionary form. I will argue that Eluard and Paulhan found this belief was being

applied in visual terms in Dubuffet’s and Fautrier’s work.

8 With the help of Cassou, among others.

Azéma, De Munich a la Libération, p. 261.

8 Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 758.

:z \l/)e(ricors, Le Silence de la Mer et Autres Récits (Paris: Editions Albin Michel, 1951).
Ibid. . ; ;
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The war had led Seghers to create a clandestine Resistance review in the free zone, P.C.
39 or Poétes Casqués (‘Helmeted Poets’), followed by Poésie 40, Poésie 41, and so on
until 1944, This would become the main mouthpiece of Resistance poetry during the war.
Close to Aragon and Elsa Triolet to whom he had offered shelter during the Occupation,
Seghers was also publishing whole collections by poets involved in the war or
Resistance, such as Eluard with Poésie Involontaire, Poésie Intentionnelle (1942), Pierre
Emmanuel, Maurice Fombeure, and Loys Masson. In 1944, he founded his own
publishing house inaugurated by the Poétes d’Aujourd’hui series whose first issue was a
study of Eluard’s poetry by Parrot. In addition, he created a collection of a smaller scale
in support of poetry, publishing Frénaud in 1944 and Guillevic in 1946. Seghers was also
a member of the Comité National des Ecrivains (‘National Committee of Writers’)
directed in Lyons by Jean Tavernier, himself responsible for the review Confluences. He
was an autodidact, yet a very accomplished author. His poetry would be an inspiration for
Dubuffet’s oeuvre with which it shared, as we will see in section ‘I11.2.2. Dubuffet and the
Artistic Policy of the Front Populaire: Openness towards the ‘Common Man’’, an
enthusiasm for common language and popular sayings, a freedom from the formality of

expression and language, and an aspiration to reflect the diversity of life.”

1.3, Reviews of Fautrier’s Art in Resistance Magazines

By the end of 1943, armed Resistance, consisting of 22,000 men and women, was at the
height of its power. In February 1944, the different Resistance organisations were
globally co-ordinated under one united force, Les Forces Frangaises de-1’Intérieur
(F.F.L), although the Communist Francs-Tireurs Partisans (F.T.P.) led by Germaine
Tillon and the Organisation de Résistance de 1’Armée (O.R.A.) remained in fact
independent. The strength and efficiency of organised Resistance were such that the
German army and the French militia had to counteract with meticulously-planned

military operations. These took place from February to July 1944.°! These historical

* His publications include: Bonne Espérance (1937), Le Chien de Pique (1941), Pour les Quatre Saisons
(1941), Le Domaine Public (1941-43), and Le Futur Antérieur (1944).
9Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 1023-25.

! Prost, Petite Histoire de la France, p. 55.
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events cover the period of the Poésie 44 issue of December 1943 — January — February
1944 in which Fautrier’s drawings were discussed [Fig. 4]. While Wallard’s ‘Les Dessins
de Fautrier’ is deliberately quite elusive in order to avoid censorship, the political context

in which the article was written sheds some light on its interpretation.®?

C’est le corps de la femme raconté par les éléments naturels avec lesquels un
corps doit lutter pour retrouver sa liberté. J’entends le vent, I’orage, je vois I’aube
succéder a la nuit. [...] Le sillage de ses gestes nous invite 2 les suivre. [...] § La
beauté vient & nous au milieu de ces mouvements avec une vérité humaine que
I’on ne songe pas & discuter.”

For Wallard therefore, the female nudes represented in Fautrier’s drawings re-enact
metaphorically the fight for freedom in the face of the German oppression. Thus
embodying the choice for greater human truth and justice, they stand as an example that
the viewer is invited to follow. In the concluding statement, Wallard extends the status of
role model to the artist himself. His determination and originality in the circumstances of
the time is to be considered as an act of Resistance in itself. As such, Fautrier becomes an

inspiration and encouragement to all involved in the fight for freedom.

Nous savons bien que la vie est pesante parfois, que nous sommes menacés de
partout et non seulement dans nos vies. Qu’un art aussi fort, aussi original que
celui de Fautrier puisse naitre et s’épanouir au milieu de nos tourments voila

pourtant qui devrait nous réjouir et nous rendre courage.”

1.4, Fautrier’s Exhibitions of the Occupation

1.4.1. The Galerie René Drouin: Politics of Exhibition

Fautrier: Oeuvres (1915-43), Fautrier’s first retrospective exhibition (November and
December 1943), Fautrier’s Otages (October 1945), and Dubuffet’s first solo exhibition
of paintings and drawings (October and November 1944) were all shown at the Galerie

Drouin, either dufing the Occupation, or just after, at the Liberation. I wish for the

2 Daniel Wallard, ‘Les Dessins de Fautrier’, Poésie 44, no. 17, December-January-February 1943-44, pp.
27-30.

* Ibid., pp. 27 and 29.

% Ibid., p. 30.
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moment to focus on Fautrier’s exhibitions of the Occupation, and in order to understand
the political orientation of their critical reception, to examine Drouin’s political

allegiances and corresponding exhibition policies during the period.

The Galerie Drouin was located at 17 place Venddome in the beautiful quartier of the first
arrondissement of Paris, known for its boutiques of fine jewellery, yet close to the Ritz
Hotel which had been requisitioned by the German occupants as their headquarters. The
gallery itself reflected its surrounding neighbourhood with sumptuous rooms. In an
interview with Sylvain Lecombre circa 1977, Drouin insists on several instances on
situating the beginning of his interest in art in 1943 with the presentation of Fautrier’s
first exhibition in his gallery.”> This insistence is not surprising when considering
Drouin’s dubious political affinities prior to the event. As early as November 1941,
Drouin had secured the support of Georges Maratier, who was the art critic for the
collaborationist review Comoedia and was well integrated into the art world of the time.
Drouin had also been introduced to Fautrier by René Delange, then in charge of the
magazine.”® Founded in Paris in 1907 by Georges de Pawlowski, Comoedia had known
several crises by the time Delange revived it in the form of a weekly periodical ‘of the
arts, entertainments and literature’. Gathering together prominent contributions from the
artistic, literary, and theatrical world, such as the ones of Arland and Paulhan, it rapidly
became one of the most active and highly regarded cultural magazines of the Occupation
period. Although its lightness of tone gave the impression that it was independent and a-

political, Comoedia played a subtle collaborationist role: one of its pages was regularly

* Sylvain Lecombre, ‘Parce que j’étais jeune et que j'avais la réputation d’étre disponible, passionné.
Entretien avec René Drouin, vers 1977, in René Drouin, Galeriste et Editeur d'Art Visionnaire: Le
Spectateur des Arts. 1939-62, ed. by Benoit Decron, exh. cat.,, Cahier de I’Abbaye Sainte-Croix, no. 94
(Les Sables d’Olonne; Musée de I’ Abbaye Sainte-Croix, 2001), p. 42.

* Unpublished interview between Maurice Imbert and the author (Paris: Librairie Mouvements, 7
November 2001). Imbert is the author of ‘René Drouin: Un Itinéraire’, a bibliographical essay in René
Drouin, ed. by Decron, pp. 170-75.

Drouin retrospectively justified his acquaintance with Delange in a letter to Wallard after the end of the war
in 1946: ‘Delange est un homme trés droit, je le connais bien: vieil ami de Sartre et de Giraudoux, qui me I’ont fait
connaitre.’

Paulhan, letter addressed ‘A Daniel Wallard’. Quoted in: Imbert, ‘René Drouin: Un Itinéraire’, in René
Drouin, ed. by Decron, p. 173 (1946). :
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dedicated to ‘Europe’, and more precisely, to German literature and other connections

between the French and Germanic cultures.”’

As expected from such patronage, the exhibitions presented at the Galerie Drouin, from
the moment of its foundation in November 1941 to July 1943, followed the neoclassical
recommendations of the Vichy government and were in a large proportion curated and
supported by collaborationist art critics. While the exhibition catalogue of Grau Sala
(November 1941) was prefaced by Jean-Marc Campagne, Les Rivages de France (April
1942) was presented by Pierre Du Colombier, and Le Portrait Frang¢ais (June 1943) by
Louis Hourticq of the Institut des Beaux-Arts. With the objective of safeguarding ‘French
culture’, these art critics were continuing their pre-war work and were now paradoxically
in tune with Fascist aesthetic conceptions.98 They were all involved in collaborationist
reviews. As noted by Raymonde Moulin in Le Marché de la Peinture en France, this

activity was complicit with the transactions effected on the black market:

La vente de ces produits était voude au succes, les biens de consommation s’étant
considérablement raréfiés, les débouchés du marché noir ont cherché dans la
peinture la garantie financiére, un élément de prestige social, mais aussi une

s : 99
source de plaisir.

Whatever the financial gains at stake, there is no doubt about Drouin’s dealings with the

collaborationist artistic milieu of the time.

However, Drouin’s artistic and political orientation completely shifted in the summer of
1943, from Le Portrait Frangais presented by Hourticq in June and July, to Fautrier’s
retrospective exhibition inaugurated in November and supported by the Resistance
intelligentsia. In September, Drouin had been introduced to Paulhan through Delange. On
the advice of Delange and Malraux, Drouin had got rid of Maratier. In an interview with

Laurence Bertrand-Dorléac, his substitute, Gildo Caputo, explained:

°7 Interestingly, while involved in the Resistance, writers such as Arland and Paulhan were associated with
one of the most doubtful intellectual enterprises of the period: it demonstrates that a dualistic system of
analysis does not apply to the Occupation period in France.

Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 294,

% Richard, L'Art et la Guerre, p. 160.

% Raymonde Moulin, Le Marché de la Peinture en France (Paris: Editions de Minuit, 1989), p. 39. Quoted
in: Imbert, ‘René Drouin: Un Itinéraire’, p. 172,
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Maratier était trés collaborateur, un vrai collaborateur. Drouin ne se rendait
compte de rien, il n’était pas du tout collaborateur mais d’une naiveté extréme.
Certains de ses amis ’ont prévenu de cela, lui expliquant qu’il se laissait
bétement entrainer. En quarante-huit heures, il I’a mis dehors et s’est retrouvé

sans directeur.'®

Whether the gallery owner was naive or opportunist is questionable when considering the
turn of events in WWII history at the time he changed his artistic and political course of
action. At the end of 1943, it was evident that the German army would lose the war and
that the political power would change hands from the Nazis to the Allies. On the wider
political and military level, the Soviets had almost succeeded in evicting the German
army from their territory. In addition, the year 1943 had seen the insubordinates to the
S.T.O. (Service du Travail Obligatoire), the compulsory work service implemented in
February 1943 to fulfil the manpower needs of Germany, increase the ranks of the

101 Moreover, the interior

maquis. This amounted then to 22,000 organised resistants.
Resistance had joined the France Libre, the Resistance ‘outside the French territory
initiated by Charles De Gaulle’s appeal from London on 18 June 1940. The ‘organisation
of the Resistance had also gained strength from the consolidation of the resistant
activities and clandestine political parties of the two zones around Jean Moulin’s Conseil
National de la Résistance. After the intervention of the Americans in November 1942 in
North Africa and their subsequent support of the Vichy regime there, the resistants had
understood the necessity to support De Gaulle as he represented the only chance to obtain
a government independent from both the Vichy regime and the Americans at the
Liberation. In November 1943, at the exact time of the opening of Fautrier’s retrospective
exhibition, the Comité Frangais de Libération Nationale, formed in Algiers and
functioning as a temporary government of the French République of which De Gaulle had
become the president, had organised the reunion of an advisory assembly integrating all

political parties with the objective of preparing for the administration of France after the

1% I aurence Bertrand-Dorléac, ‘Entretien avec Gildo Caputo’ (1 April 1981), in Laurence Bertrand-
Dorléac, ‘Art, Culture et Société: I’'Example des Arts Plastiques & Paris entre 1940 et 1944’ (unpublished
doctoral thesis, Lille I1I, 1981), Vol. 1: Entretiens, pp. 412-13. Quoted in Imbert, ‘René Drouin: Un
Itinéraire’, in René Drouin, ed. by Decron, p. 173.

"' The invasion of the USSR by the Germans had triggered the first wave of resistants, for the most part of
Communist affiliation.

LEEDS UNIVERSITY LIBRARY
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Liberation.'” It was therefore easy to foresee the end of the Occupation and the
acquisition of power by the Allies, and it was perhaps the anticipation of future political
events that motivated Drouin’s change in artistic and political allegiances. To Lecombre’s
question in his 1977 interview about the involvement of a risk in exhibiting Fautrier
during the Occupation, the art dealer’s response suggests that this might have been the

case:

Les Allemands ne venaient pas voir les expositions de peinture. C’était tout de
méme 2 la fin de I’Occupation. Ils n’avaient plus ’assurance du début et la seule
contrainte, ¢’était d’aller au bureau de la Propagandastaffel pour demander
’autorisation d’exposer comme tout le monde le faisait. Ma foi, I’autorisation

était donnée. ..103

Whatever the conjecture that led to such a shift, it seems that from the end of 1943,

Drouin followed Paulhan’s own artistic orientation.

[.4.2. Fautrier and the Art of Ambiguity: Exhibition at the Galerie Alfred Poyet (1942)

After a break from his artistic career, Fautrier had his first show at the Galerie Alfred
Poyet in 1942 at the beginning of the Occupation. The art critical discourse articulated
around this exhibition laid the foundations for the main concepts which this study will
use for an analysis of Paulhan’s Fautrier L’Enragé (1943), a text which was written for
the occasion of the artist’s first retrospective exhibition at the Galerie Drouin in

November and December 1943. The latter will be the subject of the following section.

The re-launching exhibition of Fautrier’s career is known to us through the coverage of
three newspapers’ reviews, among which Georges Turpin’s article published in Mon Pays
on 15 June 1942: ‘Jean Fautrier suggére plus qu’il ne copie la nature.’'® This

introductory sentence is revelatory of the journalist’s whole argument, describing the

192 prost, Petite Histoire de la France, pp. 52-55.

193 1 ecombre, ‘Entretien avec René Drouin’, in René Drouin, ed. by Decron, p. 42.

14 Georges Turpin, Mon Pays, 15 June 1942. Repr. in André Berne-Joffroy, ‘Quelques Documents pour un
Dossier Fautrier’, in Jean Fautrier: Rétrospective, ed. by Berne-Joffroy and Paulhan, exh. cat. (Paris:
Musée d’Art Moderne de la Ville de Paris, 1964), p. 16.

The retrospective exhibition was the result of a large donation that the artist had made to the Musée d’Art
Moderne de la Ville de Paris the year of his death in 1964.
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paintings as evocations of forms and sensations, as lyrical creations that are to be located
between art and life. While Turpin enthusiastically explores the individuality of the
palette that has the ability to ‘fecundate our dreams’, he compares the ‘richness of the

impasto’ to ‘marvellous enamels’ and ‘Persian ceramics’.

Il évoque non seulement les formes, mais les sensations qu’elles peuvent faire
naitre. Sans perdre le contact avec la vie, il domine celle-ci de si haut qu’il la
recrée A sa fantaisie et avec tant de puissance secréte, avec tant de ferveur, qu’il
atteint les sommets de I’Art. Poissons, fruits, paysages, figures, nus, qu’importe!
Ce ne sont plus pour Fautrier que des prétextes a création lyrique. Et nous n’en
demandons pas davantage. La richesse de la pate de ses tableaux dépasse celle
des plus merveilleux émaux. Elle prend I’éclat de certaines céramiques persanes
que les siécles ont embellies. Sa gamme & roses tendres, nacrés, de verts
vénéneux, de bleus opalins, de jaunes soufrés, de lilas écrasés, de rouges vineux,
de blancs nivéens, est bien a lui. Elle s’accorde parfaitement avec I’hermétisme
de cette peinture presque musicale qui charme nos yeux, exalte notre intelligence
et féconde nos réves. Un nom de grand peintre a retenir: Fautrier.

The whole essay presents, I would argue, all the necessary elements for a thematic of
interpretation of Fautrier’s aspirations and means. Through an unconventional use of
matter, his art successfully achieves the balance between Naturalism and anti-Naturalism,
and opens a space for the imagination of the viewér. I want to show how these very
specific aesthetic concepts were put into place in 1942 and reveal a reading of Fautrier’s
art which cannot be dissociated from its political allegiances in the context of the

Occupation.,

Fautrier’s opposition to collaboration is demonstrated by a heated exchange of articles
with Campagne in June 1942, In his article in Les Nouveaux Temps dated 10 June 1942,
the collaborationist journalist had virulently criticised Fautrier’s sculpture for lacking

originality and technique:

En sculpture (car ce peintre est devenu sculpteur) son art, qui doit tout & Rodin et
a Picasso, sauf I’originalité, est le triomphe du poncif. Fautrier imite les statues
abimées et les piéces de fouilles avec la méme impudeur qu’on imite ailleurs
Jean Goujon ou David d’ Angers. Ajoutons qu’ici le jeu est plus facile.'%

105 .

Ibid.
'% Jean-Marc Campagne, ‘Les Beaux-Arts’, Les Nouveaux Temps, 10 June 1942, p. 2. Repr. in *Annexe:
Compte-Rendu des Expositions’, in Agnés Musetti, ‘La Sculpture de Jean Fautrier. 1898-1964’
(unipublished master’s thesis, Université de Paris IV - Paris Sorbonne, 1984), unpaginated.
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Rejecting the part which according to his adversaries he had played in the stagnation of
French painting, Fautrier ironically apologised for his artistic experimentation and lack of

realism, and promised to adopt instead the artistic fashion of the time:

Une lettre — on me communique la lettre suivante: ‘Le peintre et sculpteur poncif
Fautrier, directement attaqué par J.M. Campagne et donné par lui comme le
spécimen numéro un de I’enlisement de la peinture francaise dont parle
Vlaminck, tient & prévenir son aimable clientéle qu’il regrette bien vivement
d’avoir peint ces derniéres années d’une maniére trop ‘ectoplasmique’, il
essayera d’écourter ses recherches, il fera de son mieux pour se remettre a la

mode.'"’

Several elements are to be brought in for the interpretation of the debate between
Campagne and Fautrier, in particular, an explanation about what the name Maurice De
Vlaminck signified in 1942, Vlaminck had been part of the group of artists who had been
officially invited to a voyage of initiation in Germany in October 1941. Its objective was
to develop fraternity links between French and German creators, and thus it responded
acutely to the spirit of collaboration. Six months later, the artist had also been a member
of the Honorary Committee which was patronizing the exhibition of Arno Breker,
Hitler’s favourite sculptor. This took place at the Musée de 1'Orangerie in Paris from the
middle of May to the end of August 1942 [Fig. 51.'% It was in fact Campagne who had
been responsible for the preface to the catalogue of the exhibition. All these events had
therefore taken place just before the exchange of articles between Campagne and
Fautrier, and would already have demonstrated Campagne’s and Vlaminck’s allegiances
to the German occupant. Moreover, the debate was concurrent with Vlaminck’s public
accusation of Pablo Picasso, published in Comoedia on 6 June, ‘d’avoir entrainé la
peinture francaise dans la plus mortelle des impasses, dans une indescriptible
confusion.”'?”® His defence of traditional French painting reveals an adhesion to the
aesthetic prejudices of the Vichy regime. Fautrier’s letter can therefore be interpreted as

establishing a clear opposition between the academic ‘French tradition’, which is

107 Campagne, ‘Les Beaux-Arts’, Les Nouveaux Temps, 24 June 1942, p. 2. Repr. in Musetti, ‘La Sculpture
de Jean Fautrier’, unpaginated.

198 Richard, L'Art et la Guerre, pp. 159-60 and 183.

19 Maurice de Vlaminck, Comoedia, 6 June 1942, Quoted in André Lhote, ‘De la Palette & PEcritoire’,
Corréa, 1946, pp. 415-19. Quoted in Richard, L 'Art et la Guerre, p. 183.
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associated with an art of collaboration and represented by Vlaminck, and his own anti-
naturalistic and matierist experimentations.!'® This rejection of traditional French
painting in favour of the use of matter is again corroborated by a letter from Fautrier to
Paulhan circa 1944, in which the artist explained his abandonment of ‘peinturlure’, a

commercial, facile, académique, and conventional mode of painting:

De rage j’ai quitté en un seul jour la peinturlure pour commencer a zéro, c’est
I’époque noire, I’année suivante c’est I’époque gris clair — I’année d’aprés c’est
pendant deux ans I’époque riche de la peinture épaisse.1 !

An anti-naturalistic approach to art through experimental matierism was therefore a
deliberate strategy to distinguish one’s artistic production from the type of art being
imposed by the German and Vichy administration during the Occupation. The following
article’s extract, which alludes to the militant proposal of a more abstract painting and

‘fiercely sketched sculptures’, re-inforces this point:

Nous voici Place Venddme, devant I’immeuble de Mr Fautrier qui, parti d’une

_ peinture concréte hallucinante en 1925, s’est peu a peu enfoncé dans le maquis
d’une peinture abstraite... Le résultat donne des harmonies sauvages ol I’on
décéle comme A travers une écriture affreusement tourmentée 1’dme primitive
d’un peintre... Le moins que 1’on puisse dire de 1’exécutant, c’est qu’il poursuit
depuis bientdt vingt ans avec une ténacité remarquable une aventure pénlleuse
Nous avons la méme opinion de ses sculptures farouchement esqunssées

Thus Fautrier’s anti-naturalistic painting and sculptures were seen as a conscious act of
Resistance in the face of the pressurising art establishment of the time. Its independence
would be retrospectively recognised by Breker himself, Hitler’s sculptor protégé, in his
contribution, ‘Jean Fautrier, Peintre et Sculpteur’, to the ‘Dossier Fautrier’ published by
the Cahiers Bleus in 1982:

"% See: Caroline Perret, ‘Facing the Occupation of France and the “Humanism” of the French Art

Establishment in the 1940s: Jean Dubuffet and Art Brut’, Inferno, Journal of Art History, 6 (summer 2002),
19-31,
The article is also available online at www.ah.st-andrews.ac.uk/inferno/back_issues.html.

! Fautrier, ‘Note Biographique Envoyée a Paulhan’, Repr. in Musetti, ‘La Sculpture de Jean Fautrier’,
unpagmated

? Non-identified article archived in Paris, Musée National d’Art Moderne, * green box’. Repr. in Musetti,

‘La Sculpture de Jean Fautrier’, unpaginated.

The first sentence locates the article at the time of Fautrier’s first exhibition at the Galerie Alfred Poyet in
1942 afier a long absence from the artistic circuit.


http://www.ah.st-andrews.ac.uk/infemo/back_issues.html
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Sa sculpture n’avait pas seulement une place indépendante dans son oeuvre, mais
aussi dans la sculpture de I’époque. Elle se distingue par la pureté de sa
conception aussi bien que par une technique insolite qui n’était qu’a Fautrier, une
certaine technique de manier la glaise.

1.5. A Practice in Common: Fautrier and his Association with Resistant Writers

1.5.1. Paulhan’s Fautrier L'Enragé (1943)

As already stated in the chapter ‘1.2. An Intellectual Miliew’, Paulhan wrote the text for
Fautrier’s retrospective exhibition of 1943, to which he gave the title Fautrier L’Enragé
(‘Fautrier the Enraged’). With landscapes, flowers, fruits, nudes, and fishes, the thematic:
of the exhibition proposed an academic and traditional subject matter [Figs 6-9]. In his
essay however, Paulhan demonstrated Fautrier’s typically matierist and anti-naturalistic
approach to the subject and the dependence of the aesthetic specificity of his paintings on
a very individual creative process. The latter made use of a diversity of materials and an
unconventional technique, and played, I will argue with Fautrier’s supporters, a central

role in the achievement of the artist’s ambition to aspire to ‘suggérer une réalité’. !

Paulhan’s methodology in Fautrier L’Enragé is not dissociable from his main literary
essay that he had written only a couple of years before, Les Fleurs de Tarbes ou La
Terreur dans les Lettres (1941).'" In the publication, Paulhan establishes two trends in
Modern literature, the romantic and the rhetorical trends, and constructs his
argumentation on a double ascertainment. First, the romantics argue that rhetoricians
believe that the thinking process is dependent upon language. As it is only the result of
the strict application  of formulas and rules, their tool is detrimental to originality and
authenticity in the writing process. But Paulhan sees in this condemnation of rhetoric and
its literary clichés a form of ‘terrorism’. Because the priviledging of thought over

language, of ideas over words, leads to a personalised treatment of literature, romanticism

"3 Arno Breker, ‘Jean Fautrier, Peintre et Sculpteur’, in ‘Dossier Jean Fautrier’, Cahiers Bleus, p. 72.

114 Babelon, * Visite a I’ Atelier Fautrier’, p. 5.

115 Although missing the political element, Butler’s ‘Fautrier’s First Critics: André Malraux, Jean Paulhan,
and Francis Ponge’ was very useful for my analysis of Paulhan’s Fautrier L ‘Enragé.

Jean Fautrier. 1898-1964, ed. by Carter and Butler, pp. 39-47. ,

Paulhan, Les Fleurs de Tarbes ou La Terreur dans les Lettres, 2" edn (Paris: Editions Gallimard, 1990).
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represents just another form of rhetoric. This is as alienating to the reader as traditional
rhetoric. In this perspective, Paulhan’s objective is to seek the common place in language,
i.e. a form of raw language, an ultimate literary cliché, that would establish a direct
correspondence between words and thought, and as a consequence, a shared experience
between the author and the reader. But because of the lack of equivalence between
language and meaning, Paulhan reaches an impasse in Les Fleurs de Tarbes: there can be

no genuinely transparent communication between author and reader.

In his essay on Fautrier’s art, Paulhan pursued his ambition, which unfulfilled in the field
of literature, he hoped to accomplish in the Fine Arts. When Paulhan wrote Fautrier
L’Enragé, he was passionately engaged in a dialogue with the artist as is evidenced by
their renewed exchange of letters. That Paulhan would establish a correspondence
between his analysis of literature and the Fine Arts is demonstrated in a letter addressed
to Fautrier dated 5 July 1943 in which he drew a parallel between the Symbolists and the
‘Surrealists.116 The intellectual saw the latter as instances of Romantics who had enclosed
themselves in the sole experimentation of their artistic medium with no consideration for
their surroundihgs and human emotions, thus isolating themselves from the concrete
world. This type of pure creation was, according to Paulhan, reductive as it was solely
concerned with style. Thus detrimental to communication, it was to be opposed to his
search for a shared experience. In this perspective, he considered these ‘creators’ to be

the equivalent of the terrorists in literature.

La création, oui. Et pourtant... § Je vois trés bien le danger de la création, telle
que l’ont vue les romantiques et les symbolistes (et leurs petits-enfants les
surréalistes): c’est qu’elle enferme le créateur dans son monde, sans plus de
débouchés sur le monde ol nous sommes tous... {...] § Voici ol je veux en
venir: c’est que le créateur qui se revoit, se corrige, se compléte lui-méme sur une
idée analogue de création, se voit condamné & chercher son écriture, et rien que
son écriture. Par 13 privé chaque jour davantage de la peur et des amours et des
émotions communes, retiré de la création de tous. Privé du commun; privé,
somme toute, du monde. § Je crois qu’il faut se défier de la satisfaction que
donne dans I’instant une découverte de son écriture.'!’ '

e Paulhan, letter addressed ‘A Fautrier’. Repr. in Jean Paulhan a travers ses Peintres, ed, by Berne-

{gffroy, exh. cat. (Paris: Grand Palais, 1974), letter no. 82, pp. 82-83 (5 July 1943).
. Ibid. ‘
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This comparison between literature and painting was made more explicit by Paulhan in a
subsequent letter to Fautrier in which Paul Valéry was cited as an example of the
rhetoricians who replace one literary cliché by another just as potentially ridiculous,
while the Surrealists are portrayed as Romantics who are reduced to repeat the same

images under the false pretence that they are the results of their unconscious.

Voici trés nettement comment se pose la question en littérature: il vient un
moment ou le poéte ne peut plus dire ‘lévres de rose’ ou ‘I’émail des prairies’.
Dés lors deux solutions seulement sont possibles: § (A) On peut renoncer
franchement a le dire, chercher des équivalents, d’autres images, en soi d’abord
aussi délicieuses mais également condamnées a devenir ridicules. C’est la

X

solution Valéry. [...] § (B) On peut aussi continuer a4 employer les mémes
images, mais sans y songer, en étant innocent d’elles, en marquant bien que le
poéte ne les pense pas, qu’il laisse simplement, a travers elles, s’écouler
P’inconscient. C’est la solution surréaliste.

In a letter to the artist dated 29 June 1943, Paulhan explained his discovery of the desired
transparency of communication between art and the beholder in Fautrier’s still-lifes.
According to Paulhan, beyond the learning and discovery process experienced by the
viewer about their subject matter, Fautrier’s paintings, because of their language, favour

an intimacy between the objects represented and the onlooker.

Je trouve & peu prés qu’une carafe ou une pomme de vous (en dehors méme de sa
raison d’étre) m’apprend quelque chose sur les carafes ou les pommes, et que
votre découverte picturale va de pair avec une découverte réelle (si vous aimez
mieux que votre écriture est de connivence avec les choses).''? [Fig. 10] ~

But what were the mechanisms of Fautrier’s artistic language and where was the common

place to be found in his art were questions with which Paulhan was struggling.

Comment se pose la question en peinture? Je ne le vois pas trés précisément,
parce que je ne situe pas, je ne distingue pas clairement ce qu’est le lieu commun
pictural, C’est ici que vous pourriez m’aider.!

The artist responded by explaining his unusual pictorial technique of high impastos, thick

paintings consisting of overlapping layers of painted matter. The coating whose chemical

118 pauthan, letter addressed ‘A Fautrier’. Repr. in ibid., letter no. 84, p. 83 (Sunday).
119 paulhan, letter addressed ‘A Fautrier’. Repr. in ibid., letter no. 81, p. 82 (29 June 1943).
120 paulhan, letter addressed ‘A Fautrier’. Repr. in ibid., letter no. 84, p. 83 (Sunday).
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composition was the artist’s own invention played a central role in uniting the different
elements, such as powdered colours, ground pastels, gouache, ink, and oil painting, into

the resulting pdte.

Voici ce que vous voulez savoir: § - La toile n’est plus qu’un support pour le
papier. § - Le papier épais est recouvert de couches parfois épaisses d’un enduit.
C’est sur cet enduit humide que le tableau est peint. Cet enduit fait adhérer d’une
maniére parfaite la peinture au papier. Il a la qualité de fixer les couleurs en
poudre, pastels broyés, gouache, encre, et aussi la peinture a I’huile. 121

Paulhan concluded that the common place was to be located in matter, and that the latter
was the pictorial element that enabled the distinction between ‘decorative painting’ and
‘painting for its own sake’. Not to be confused with the common place itself, matter was

in fact the transmitter in the communication process with the viewer.

Je suppose que la grande différence entre la peinture décorative et la peinture
peinture tient a la qualité de la matiére. [...] § Ce n’est pas si loin de la question
du lieu commun. La matiére est ce qui fait passer en peinture le lieu commun,
(Exactement comme en littérature une certaine atmosPhére une certaine entente
poétique permet de dire naturellement lévres-de-rose.)

Echoing Les Fleurs de Tarbes, Paulhan’s essay on Fautrier is constructed around an
opposition between two art historical criteria, beauty and virtuosity, whose reconciliation
will eventually lead to a moment of ultimate shared experience between artist and
onlooker. On the one hand, virtuosity puts into practice a mimetic system of
representation in which the use of matter ought to be as discreet as possible to achieve the
illusion. On the other hand, beauty is equated to the experimentation with matter whose
process and end result ignore the traditional conventions of répresentation. However, |
would argue that Paulhan’s essay should not be read on a purely aesthetic level, as it
contains powerful connotations of political engagement. At the time of Fautrie'r
L’Enragé’s writing, Paulhan was concerned with such issues as is evident from his
contemporaneous essay, Clef de la Poésie (1944), which reflects upon the human

condition and is concerned with reconciling poetry, politics, and ethics.'? I believe that

12 Fautrler, letter addressed ‘A Paulhan’. Repr. in ibid., letter no. 88, pp. 84-85 (n.d.).
Paulhan letter addressed ‘A Fautrier’, Repr. in ibid., letter no. 85, p. 84 (Saturday).
* Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 830-31.
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such questions were being addressed in Paulhan’s text on Fautrier and by Fautrier’s art.'**

I will now show how an aesthetic reading of Paulhan’s text is inseparable from a political
interpretation of Fautrier’s art within the context of the Occupation. Indeed, the aesthetic
criteria used in Paulhan’s text as framework to his argument were loaded with political

meaning at the time of its writing.

Paulhan believed that matter in Fautrier’s work enabled the artist to avoid the double
trapping of the two opposed trends of virtuosity and beauty: to communicate a message
without falling into blatant propaganda. In the section of the essay entitled ‘Un peintre
ambigu’, Paulhan had established an opposition between a form of political art that would
resort to history in its subject matter and an art which would address history through

painterly experimentation.

Il y eu un temps ol I’on exigeait d’un peintre des histoires: les Barricades de la
Commune, la mort de empereur Geta, [...]. [...] A présent, nous avons perdu la
coutume de tant de hardiesse. Il nous semble qu’un grain de raisin, c’est déja
aller trés loin, 11 est bien vrai que tous les problémes de la peinture peuvent jouer

sur un grain de raisin.

The latter did not preclude, according to Paulhan, the possibility for the artist to address,

albeit in a suggestive manner, history. In ‘Les critiques n’ont pas tort, mais...’, he

declared:

La peinture comme le poéme ressemble, sur un de ses plans, 4 quelque abstruse
recherche technique; mais, sur l'autre plan, & I'aveu le plus intime, 3 Ila
confidence, au soupir. Or cet aveu, par quelque mécanisme, répond i cette
recherche. Et méme I'aveu — le ciel ou le raisin — nous sont d’autant plus

émouvants que le probléme se trouvait plus abstrus.'?

This statement confirms the argument about the subtlety of political engagement in

Fautrier’s art through a careful balance between aesthetic exigencies and the power to

124 paulhan, Fautrier L’Enragé (Paris: Galerie René Drouin, 1943). Repr. in Fautrier. 1898-1964, exh. cat.
(Paris: Co-édition Paris-Musées and Amis du Musée d’Art Moderne de la Ville de Paris, 1989), pp. 216-20.
125 paulhan, Fautrier L’Enragé. Repr. in ibid., p. 217. '
126 paulhan, Fautrier L’Enragé. Repr. in ibid., p. 219.
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communicate, but how does this operate within the opposing trends of virtuosity and

beauty?

Within the first paragraphs of the first section entitled ‘Quel Virtuose!’, Paulhan
positioned his text on Fautrier within the critical and political debates of the time by a

k.127

direct attack on the work of the collaborationist Vlaminc About Fautrier’s paintings,

he reported:

La premiére critique était & peu pres: ‘Oui, c’est personnel. Ce n’est pas plaisant.
Mais quelle virtuosité! Quelle astuce! Vlaminck lui-méme...” (L’on entend de
reste que déplaisant était I’ébauche d’un compliment, mais virfuosité un blame.
Quant & Viaminck, ¢’aurait pu étre un compliment en 1910. Ce n’en était plus un
du tout dés 1930, Vlaminck dans I'intervalle ayant mal tourné.'?®

As we have examined in section ‘1.4.2. Fautrier and the Art of Ambiguity: Exhibition at
the Galerie Alfred Poyet (1942)’, this stance against Vlaminck was heavily charged with
political meaning at the time of the writing of the essay as the artist had come to
symbolise the association between art and collaboration.'”® Moreover, the text on
Fautrier L’Enragé was contemporaneous to an article by Paulhan on Vlaminck entitled
‘Commentaires: Portraits avant Décés, par Vlaminck’ published in the summer issue of
Poésie 43 that same year. The abbreviated title of ‘Commentaires’ by Charles Guérin, his

130 As we have already

pseudonym, is to be found in the contents page of the review.
observed in section ‘1.2, An Intellectual Milieu: Dubuffet, Fautrier, and the Resistant
Writers’, Poésie was a clandestine review of Resistance poetry. That an opposition to
Vlaminck demonstrated an allegiance to Resistance ideals is reinforced by a letter from
* Seghers, its editor, to Paulhan, supposedly of 1943, on his article. The letter reads as

follows:

C’est entendu. Le papier de Guérin passera dans le numéro de la rentrée, no. 15
vers le 15 septembre. § On m’avait parlé, & Paris, d’un papier de vous sur
Vlaminck, pour la nouvelle N.R.F. (tout se dit...) et voila: c’est p. 43 qui I'a,

"7 For further details on the political connotations associated with the surname Vlaminck, see section

‘L4.2, Fautrier and the Art of Ambiguity: Exhibition at the Galerie Alfred Poyet (1942)’.

128 Pauthan, Fautrier L’Enragé. Repr. in Fautrier. 1898-1964 (1989), pp. 216-17.

1% See section ‘1.4.2. Fautrier and the Art of Ambiguity: Exhibition at the Galerie Alfred Poyet (1942).

"*® paulhan, ‘Commentaires: Portraits avant Déces, par Vlaminck’, Poésie 43, no. 15, July-August-
September 1943 (4" year), pp. 56-60.
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avec les honneurs et la joie! Je suis ravi; depuis Mlle de Maupin, j’ai un goiit
pour les maitres d’armes. Et ce papier fort bafonnette, mitraillette, que sais-je

encore. Trés, trés heureux, merci.'!

On an aesthetic level, Paulhan considered virtuosity as an essential artistic characteristic
to be opposed to the art of imitation based on the technical ability to observe and simulate
‘nature’ as imposed by the Nazi and Vichy regime at the time of the Occupation.'*? In the

section entitled ‘Les critiques n’ont pas tort, mais...’, Paulhan remarked:

Ce que nous appelons étrangement virfuosité (et méme virtuosité sans limites) ce
n’est pas du tout - comme le mot semblerait I’indiquer - I’adresse du peintre, et sa
magie. Non ; mais bien au contraire I’échec de cette magie. Nous ne sommes pas
pris; nous distinguons un peu trop le pinceau de ’artiste, et la main qui le tient.
Nous parlons enfin de virtuosité dans tous les cas ou la virtuosité véritable fait
défaut, et & coup siir la vertu: la maitrise. Car cette maitrise n’aurait rien de plus

« . 133
pressé que d’effacer sa trace, et se rendre invisible.

Virtuosity, as opposed to the politically dubious concept of Realism, was to be found,
Paulhan believed, in Fautrier’s oeuvre. The lack of cofrespondence between subject
matter and form, or the absence of Realism in Fautrier’s paintings, resulted in an
arribiguity of meaning that for Paulhan defined virtuosity. ‘On ne sait pas ce que Fautrier
veut dire. Il lui est arrivé certes de peindre des objets tout & fait réels, mais personne

n’aurait I’idée de I’appeler réaliste.’'*

While the critics had initially condemned Fautrier’s paintings for presenting an excess of
virtuosity, in 1940, they complained of too much beauty. ‘Mais devant les autres toiles de
Fautrier: “Que c’est donc beau!” disait-on. Chacun voit que c’est 1a tout le contraire d’un
compliment.’ 135 Because of Fautrier’s experimental use of the painted matter at the

expense of the application of illusionist technique, the subject represented becomes

unrecognisable.

131 Unpublished letter by Pierre Seghers archived in Paris, Institut Mémoires de PEdition Contemporaine,
fonds Paulhan [1943].

12 See chapter ‘I.1. Official Art during the Occupation of France’.

133 paulhan, Fautrier L’Enragé. Repr. in Fautrier. 1898-1964 (1989), p. 219.

The additions in bracket in this paragraph are to be found in the translation of the revised and limited
edition published by Auguste Blaizot in Paris in 1949, not in the original version of Fautrier L'Enragé in
the exhibition catalogue Fautrier: Oeuvres (1915-43), ed. by Paulhan.

'3 paulhan, Fautrier L'Enragé. Repr. in ibid., p. 217.

135 Paulhan, Fautrier L’Enragé. Repr. in ibid,, p. 218.
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Mais I’éclat, si vif que ’on songe & toute sorte de corps précieux: a la mosaique
et & ’enluminure, a la céramique et 2 la joaillerie, & des laques fuligineuses, a la
fournaise et aux phosphores. [...] Car il se passe dans la fagon méme du tableau
ce que Fautrier ailleurs nous montre dans ses sangliers et ses lapins: c’est que la

matiére y vient a égalité. Elle n’est pas inférieure au fruit.13¢

The resulting inability on the part of the critics to read clearly the subject of Fautrier’s

paintings was at the core of their reproach.

L’on y doute méme d’avoir distingué la fleur ou le fruit. [...] Il ne demeure d’un
poisson qu’un éclat d’azur, d’une olive qu’un suintement de jade. [...] on ne sait
plus ce qu’on voit.?

In the section entitled ‘De Quelques Matiéres Précieuses’, Paulhan gave a definition of
beauty in the interpretative context of the 1940s:

Car beau de nos jours fait curieusement penser a des arbres de soie, et des fleuves
en verre file: A je ne sais quelles faveurs bleues ou roses, enfin quoi le grand art,
I’idéal, le chromo. Nous ne pouvons rien la-contre, si la beauté (comme il arrive
a plus d’une) a depuis quelque deux cents ans mal tourné.'*®

Paulhan’s stance against the Idealism of the academic tradition based on a return to
essential and stereotyped values inherited from the classical tradition was made more
explicit in the section entitled ‘Les critiques n’ont pas tort, mais...’:

Ainsi de la beauté. Les peintres, d’'un commun accord, se sont mis & lui préférer
la surprise, la déformation, le caractére. Pour une excellente raison, ¢’est que la

beauté est trop facile.!*®

With the academic tradition, the concept of ‘beauty’ had become equated with the
~ technical application of the conventions of mimetic representation, ‘[...] pourvue de
régles et de recettes, si sires qu’il suffit de les apprendre et de les appliquer.’'*® As.
observed in chapter ‘I.1. Official Art during the Occupation of France’, Academism was

also the basis for the art being defended by Nazi ideology, and ‘beauty’, as one of the

1% Ibid.

"7 Ibid,

"% Ibid.

:i; Paulhan, Fautrier L’Enragé. Repr. in Fautrier. 1898-1964 (1989), p. 219.
Ibid.

See note 111.



50

defining characteristics of such tradition, became, in the context of the 1940s, a very

politically-charged term.

Thus for Paulhan, Fautrier’s political engagement was first to be observed in the very
choice of politically-charged subject matter, but more subtly, in the way that even the
most insignificant subjects were treated.

Voici la géne particuliére ol nous mettait Fautrier: ¢’est qu’il ne redoutait pas le
sujet, fut-il difficile ou atroce: ni le lapin écorché ni le cadavre dans la prairie, ou

le sanglier décousu.'*! [Fig. 11]

Fautrier’s handling of the most ordinary range of subject matter shown in his
retrospective exhibition, such as landscapes, nudes, and still-lifes, represented for
Paulhan an implicit, yet deliberate attack on the French academic tradition ‘of the time’

by the artist:

Le paysage, pourquoi? Offre de nos jours son refuge a toutes les conventions
picturales, depuis longtemps chassées du portrait et de la nature morte.
Cependant Fautrier ne fait pas la différence: ne respecte pas cette nouvelle

régle.142

According to Paulhan therefore, Fautrier had found, on both a theoretical and symbolic
level, a just equilibrium between the two ways of representing, between virtuosity and
beauty, between illusion and materiality, so that a transparent experience could be shared
between viewer and artist on a political as well as perceptual level. Such displacement
between subject matter and its realisation took place through Fautrier’s particular creative
process and use of matter. This was expressed by Paulhan in the third section entitled ‘A

chaque tableau son double’:

11 faut et il suffit, pour que I’ceuvre soit parfaite, qu’elle ait son double. [...] §
Peut-étre a-t-on, tout & I’heure, ici et 1a reconnu les traces de son passage dans
une duplicité, qui glissait insensiblement du sujet & la peinture méme; dans ces
couleurs, dont le sens se transforme & nos yeux; dans les différends du dessin
avec la nuance, et de la matiére avec I’objet, tantdt rapides et tant6t suspendus; et

'! Paulhan, Fautrier L'Enragé. Repr. in ibid., p. 217.
142 paulhan, Fautrier L’Enragé. Repr. in ibid., p. 218.
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jusque dans 1’émotion ambigué que nous laisse une oeuvre étrange et pourtant
brillante; jolie, non pas sans horreur.

The matierist emphasis in Fautrier’s work and its interpretation as reflective of a certain
political viewpoint is corroborated by Lucien Rebatet’s fulminating reaction to the artist’s
show in the radical collaborationist newspaper Je Suis Partout'** About Fautrier’s
retrospective exhibition at the Galerie Drouin, he stated in his review of 25 November
1943:

Si vous voulez un apergu de démence précoce, allez voir les paysages mauve,
jaune et rose. Quelle débaucherie, mon Dieu! Quel gaspillage de tonle qui aurait
pu étre utilement employée a faire des draps ou des langes de bébs.!4

In a typically Fascist fashion, the article represented a violent attack on the work of
Fautrier through personal defamation. The terms ‘debauchery’ and - ‘precocious
dementia’, traditionally considered as being caused by either syphilis or alcoholism, were

at the time applied to define typical behavioural patterns within the Jewish community.

According to Paulhan, the ultimate common experience shared between artist and viewer
was to take place only if the viewer was to be shaken physically and emotionally by
Fautrier’s paintings. Matter played a central role in provoking these disturbing physical

sensations and doubts of sentiments in the beholder as it opened an ambiguous and

143 Paulhan Fautrier L'Enragé. Repr. in ibid,, p. 219.

* The art critic, convinced by the anti-Semite arguments of Louis-Ferdinand Céline’s Bagatelles pour un
Massacre (1937), had evolved from a pacifist and traditional nationalist position to a Fascist standpoint
with the French defeat and the globalisation of the conflict. Attacking the 3 République and the Front
Populaire as much as the Conservatism of the traditional Right and its institutions, including the
Clericalism of the Vichy regime, Rebatet had re-launched Je Suis Partout with the objective of supporting
radical Collaborationism: he was convinced that only Germany could bring about the revolutionary
upheaval which he judged was essential for a better European future.,

Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 925-26.

It is in this context that he had published in July 1942 his pamphlet Les Décombres whose great library
success also scelled his name to the collaborationist circle forever. Organised on 3 October 1942 at the
Rive-Gauche bookshop, the book launch for Rebatet’s Décombres was indeed attended by the whole
collaborationist establishment,

Azéma De Munich a la Libération, p. 152,

* Lucien Rebatet, ‘Les Arts et les Lettres’, Je Suis Partout, 25 November 1943, Quoted in “The Eroticism
in Fautrier’s Work Raises Disturbing Questlons as Regards its Political Content’ (unpublished BA degree’s
dissertation, Courtauld Institute of Art, University of London), unpaginated.
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suggestive space between the subject represented and the matierist disclosing of that

subject.

Il n’obéit pas moins aux volontés de I’huile et de I’enduit, & quelque besoin de sa
péte, qu’aux jeux réels de la nature et des rochers, du soleil ou de I'ombre. § [...]
L’on découvre alors que Fautrier s’est fabriqué une matiére a lui, qui tient de
’aquarelle et de la fresque, de la détrempe et de la gouache; ou le pastel broyé se
méle A Ihuile, et ’encre a I’essence. Le tout s’applique a la hate sur un papier
gras, qu’un enduit colle a la toile. § L’ambiguité en quelque sorte y quitte le

sujet. Elle se fait peintur«:.146

In ‘Eloge de I’oeil normal’, Paulhan argued:

J’imagine une oeuvre qui encourait de gaité de coeur les deux reproches 4 la fois:
le dégolit, mais ’enchantement; 1’astuce, mais la beauté. La preuve serait ainsi
faite qu’il s’agit d’une oeuvre normale ou I’entreprise et la fin, la raison et ’effet
viennent & égalité; ou la virtuosité exténue la virtuosité, et la beauté s’invente des
moyens nouveaux. [...] § Tel est singuliérement le cas de Fautrier, on I’a vu.'¥’

1.5.2. Fautrier’s Illustration of Eluard’s Dignes de Vivre (1944)

Fautrier illustrated a collection of poems byl Eluard, entitled Dignes de Vivre and
published in 1944.1*® Both the artist and the poet were very close at that time as is
demonstrated by the message accompanying the manuscript of poems sent to the artist on
5 August 1944': “Voici, mon cher ami, le poéme que vos tableaux m’ont inspiré. [...]
Ne vous fiez qu’a I’admiration que je vous porte.’150 The aim and ambition of Dignes de
Vivre was made explicit by Eluard himself in a commentary on what forms the basis for
Dignes de Vivre, Poésie et Vérité 1942, La Derniére Nuit (‘Poetry and Truth 1942, The
Last Night’) in the Appendix to Au Rendez-Vous Allemand.

'S Paulhan, Fautrier L’Enragé. Repr. in Fautrier. 1898-1964 (1989), p. 218.
Y7 paulhan, Fautrier L ’Enragé. Repr. in ibid., pp. 219-20.

'*® See Appendix 3 for a reading of the complete collection.

19 Cabanne, Jean Fautrier, p. 161.

1% <D’un seul poéme entre la vie et la mort | ... Je réve et j’en ai honte | L’on va t’'imposer la mort | La mort
légére et puante | Qui ne répond qu’a la mort | Tout va d’un lieu grondant de vie vers le désert | La source
de ton sang s’atténue disparait | Nos ennemis ont besoin de tuer | Ils ont besoin d’étre nos ennemis | Il n’y a
rien d’essentiel & détruire | Q’un homme aprés un homme | Il n’y a rien d’essentiel a créer | Que la vie tout
entiére en un seul corps | Que le respect de la vie et des morts | Qui sont morts pour la vie | Comme toi mon.
semblable | Qui n’a rien fait que de hair la mort.’ Signed Jean du Haut (Eluard’s nom de guerre).

D’Eluard a Fautrier, ed. by Castor Seibel and Jean-Paul Ledeur (1984), unpaginated.
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[...] retrouver, pour nuire & ’occupant, la liberté d’expression. Et partout en
France des voix se répondent, qui chantent pour couvrir le lourd murmure de la
béte, pour que les vivants triothent, pour que la honte disparaisse. Chanter,
lutter, crier, se battre et se sauver. . ’

Predictably, the publication’s history of Dignes de Vivre is to be found exclusively in
clandestine resistant literary reviews. The first edition of the collection was published in
Messages (1942) and was reviewed in such magazines as Fontaine (1943).' Both
considered the continuation of writing and publishing as a weapon against Occupation.
More precisely, Lescure, who had founded Messages in Paris in 1939, had put its cahiers
at the service of the Resistance during the years 1942-43. Anticipating and circumventing
censorship, he had the review printed by a range of publishers in different regions of
Belgium and Switzerland, and provided antedated issues or handed in genuine contents
pages, but false manuscripts for approval to the authorities.'”® As regards the review
Fontaine, it had been published in Algiers from its foundation in November 1938 to
December 1944 and had been operated by Max-Pol Fouchet and his friend Jean
Deno&l.!** With North Africa dependent upon the Vichy authority until November 1942,
the review was a platform for the freedom of expression outside mainland France and

was close to other resistant reviews such as Confluences and Poésie.'>

The poems constituting the second edition of Poésie et Vérité 1942 were published
individually or in groups in Poésie 1943 and Confluences (1942 and 1943). Augmented
by a few poems minus L’4ne, the collection became Dignes de Vivre, nouvelle édition
revue et augmentée. The ambition of the publication is best explained in Parrot’s article

©in Les Lettres Frangaises of 1948:

On sait quel cas un poéte comme Paul Eluard ferait d’un poéme qui ne serait
qu’une création et qui n’ambitionnerait pas d’embrasser le réel dans toute sa
quotidienne, rebutante et exaltante banalité. [...] De 13 ce caractére de plus en
plus familier, de 14 I’exceptionnelle plénitude de ses mots chargés de sens, de

st Paul Eluard: Oeuvres Complétes, ed. by Dumas and Scheler, p. 1606.
2 G.E. Clancier, Fontaine, no. 29, 1943, p. 447.
Paul Eluard: Oeuvres Complétes, ed. by Dumas and Scheler, p. 1606.
Dtcnonnazre des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 748-49.
Ibld p. 441,
Gllles Ragache and Jean-Robert Ragache, La Vie Quotidienne des Ecrivains et des Artistes sous
I’Occupation. 1940-44 (Paris: Hachette, 1988), pp. 113-14.
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bons sens ou de sens commun et tout le poids de ces sentences poétiques que
dicte au long de son oeuvre I’expérience que seul un homme qui ne sépare pas sa
vie de celle des autres hommes pouvait atteindre. Aussi ne laisse-t-il pas
entrevoir, comme certains, un monde merveilleux situé toujours plus loin que
nous ne pouvons atteindre. Il désigne, au contraire, ce qu’il y a de merveilleux

i 10,z 15
dans notre réalité.'

Thus Dignes de Vivre encompassed the range of ideas dear to Eluard: his fight for the
freedom of expression and his ‘dream of a poetry by all for all’.’ As we will see in part
‘II. Strategies of Liberation’, revealing the magic of the everyday played an important
role in the conceptual development of artists and poets which formed Fautrier’s
immediate environment, such as Dubuffet, Frénaud, Guillevic, Pa;rot, Ponge‘, and

Seghers.'58

The illustrated book Dignes de Vivre consisted of Eluard’s poems accompanied by one
intaglio reproduction of an Otage drawing and three lithographs by Fautrier, which I
propose to examine [Figs 12-14].15 ® Each represents a single female nude printed in white
on an olive green vellum paper. On an aesthetic level, the manner of the drawing
demonstrates a clear statement against the French classic'al tradition as advocated by the
French collaborationist and German administrations.'®® There is no attempt on the part of
Fautrier to exactly represent the subject and simulate reality. Instead of the rendition of
volumes and three-dimensional spaces through the illusion of perspective and
chiaruscuro, the subject seems to appear through the free gesture of the drawing.
Although the body is given substance through the changing thickness of the drawing line,
only the purely necessary outlines of the form have been executed as to suggest a
silhouette rather than to represent a body. A liberating act not only for the artist but also

for the imagination of the viewer.

156 paul Eluard: Oeuvres Complétes, ed. by Dumas and Scheler, pp. 1613-15 and 1634-36.

157 Tablet located on a country road in Limeuil, Périgord: ‘C’est en regardant la Vallée de la Vézére que
Paul Eluard et Louis Parrot ont révé ensemble d’une poésie pour tous faite par tous.’

158 <Facons de Parler, Fagons de Voir’, one of the poems of Dignes de Vivre, was dedicated to Francis
Ponge.

Paul Eluard: Oeuvres Complétes, ed. by Dumas and Scheler, p. 1612.

See Appendix 3 for a reading of the poem.

159 Eluard, Dignes de Vivre (Paris: Editions Littéraires de Monaco, René Juilliard, 1944) [100 copies made].
These images are reprinted in Jean Fautrier: En El Centenario de Su Nacimiento, ed. by Bérmann, p. 28.

1% This has already been outlined in chapter ‘I.1. Official Art during the Occupation of France’,
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It is not surprising therefore that on a more ideological level, this type of art would have
been equated to Modernist experimentations and forbidden by the Nazis. The lithographs
are very much reminiscent of female nudes drawn by masters of the pre-war French
Modernist tradition. This direct reference to the French Modernist tradition, with its
political resonance in the context of the Occupation, already communicates a point of
view in opposition to the regime in place. It is in itself a subversive statement. However,
within the context of Resistance poetry whose message had to be communicated to as
great a number of potential allies and resistants as possible, it was essential for its
illustrations to use a figurative form of art which was immediately recognisable and
accessible to all. The necessity for such an impact is shown by the scope of the
distribution of Eluard’s poem Liberté, initially entitled Une Seule Pensée (‘One Thought
Only’). According to Parrot, in his L’Intelligence en Guerre, it was enthusiastically
received by resistant intellectuals, transmitted to Switzerland, and published by Fontaine
in Algeria, before thousands of copies would be distributed by the R.A.F. all over the

French territory:

Je devais recevoir un jour, par des voies détournées, Une Seule Pensée et le
transmettre en Suisse et Algérie. 1l fut d’abord publié par Fontaine, et connut un
succés immédiat. Audisio le lut en public & Marseille. Max-Pol Fouchet le fit
connaitre aux correspondants alliés, je le lus de mon c6té lors d’une conférence &
Clermond-Ferrand 4 laquelle assistaient les premiers chefs de la résistance
d’ Auvergne; partout ce poéme souleva I’enthousiasme et réveilla les énergies.
[...] LaR.A'F. en langa des milliers d’exemplaires dans toute la France.'®!

L.6. Conclusion

The aesthetic of Dubuffet’s and Fautrier’s artistic production opposed the Academic’
nature of art being officially promoted and imposed by the occupying forces and the
French collaborationist government, and reveal a deliberate strafegy to distance

themselves from such aesthetic and ideals. In this, I argue that a demonstrative use of the

! Parrot, L "Intelligence en Guerre.

It was also published in La France Libre (15 September 1942), La Revue du Monde Libre (April 1943), La
Figure Humaine (1943), Les Etoiles du Quercy (August-September 1944), to list only the publications prior
to the Liberation.

Paul Eluard: Oeuvres Complétes, ed. by Dumas and Scheler, p. 1609.
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matter of paint and sculpture played an essential role. Experimental matierism and a very
individual creative process, using a diversity of materials and an unconventional
technique, enabled a just equilibrium between Naturalism and anti-Naturalism and
achieved a displacement between subject matter and its realisation. This opened an
ambiguous and suggestive space between the subject represented and the matierist
disclosing of that subject for the engagement of the beholder. For Paulhan in his study of
Fautrier L’Enragé, this was essential so that a transparent experience could be shared
between viewer and artist on a political as well as perceptual and emotional level. The
concepts of ‘ambiguity’ and ‘suggestion’, put into place in 1942, were therefore key
terms during the Occupation as they expressed the prerogative of an art of freedom as a
balancing act between subject and representation. The individuals who were fighting the
rigidity of the type of art and ideology that was being imposed upon them during the
Occupation understood the necessity for such an art as they were clearly against the
Dogmatism of an art of propaganda. On a practical level, this represented a strategy of
visibility for any artist whose language, either textual or pictorial, would have been
otherwise repressed by censorship in the face of historical circumstances. On a theoretical
level, they introduce the notion of invitation to the active intellectual and sensitive
engagement of the viewer, which I will develop in part ‘IV. Transgressing Dogmatism’.
The acknowledgement of the ‘other’ was a clear statement against the Fascist idéology
that was claiming the superiority of the Aryan race over all forms of ‘difference’. A
reading of Dubuffet’s and Fautrier’s art cannot therefore be dissociated from its political

allegiances in the context of the Occupation.

Encapsulating the two main ideas that were dear to Eluard, his belief in fighting for the
freedom of expression in the context of the Occupation and his ‘dream of a poetry by all
for all’, Dignes de Vivre makes the connection between the first and the second part. It
revealed the magic of the everyday as playing an important part in the conceptual
development of artists and ‘poets alike which formed Dubuffet’s and Fautrier’s immediate

environment, and this is the subject of the second part.



57

I1. Strategies of Liberation

On demande a I’art que I’habituel et le familier s’y trouvent mélés avec le merveilleux.'®?

Both Frénaud and Guillevic were a part of Dubuffet’s close intellectual environment in
the mid-1940s. Dubuffet illustrated Frénaud’s Vache Bleue dans une Ville and Guillevic’s
Les Murs, both published in 1944.'3 Dubuffet’s career during that time was also marked
by his first solo exhibition of paintings and drawings from 20 October to 18 November
1944 at the Galerie Drouin. Paulhan, Parrot, and Eluard respectively contributed a long
letter, a text, and a poem as the introduction to its exhibition catalogue.'®* Arland

reviewed the exhibition in the art magazine Le Spectateur des Arts in December 1944,

In this part, I will contend that what united Dubuffet’s visual and textual production with
the interests of his supporters in the mid-1940s was the notion of the ‘common man’ and
the popular. Such discourse laid the foundations for the artist’; development of the
artistic category of Art Brut. While this notion will be dealt with more extensively in
section ‘IV.3.1. Dubuffet’s Art Brut’, the present part will show how the values related to
the popular were addressed in Dubuffet’s series and accompanying texts. While their
subject matter focused on the ‘common man’ and the collective space and activities of
‘The Street’ (section ‘I1.3.2.%), the aesthetic of graffiti, children’ drawings, and popular
jargon were appropriated as technical sources of inspiration (subsection ‘I1.3.2.a.").
EXamining his series retrospectively entitled Marionnettes de la Ville et de la Campagne
(1942-45) that included the paintings and drawings presented in his first solo exhibition,
- in addition to the Métro series (1943) and Messages series (1944), the part will go on to
discuss one of his illustrated publicatiqns that appeared just at the time of the Liberation

of France, Guillevic’s Les Murs.'®® A dialogue will be established with extracts of his

162

Dubuffet, Jouer sur le clavier des évocations et références, in Dubuffet, ‘Notes pour les Fins-Lettrés’, in '
Dubuffet, L'Homme du Commun & I’'Ouvrage, p. 41.
The text is one of the eighty-two dictionary-like entries included in Dubuffet’s publication entitled ‘Notes
pour les Fins-Lettrés’, which form a part of his Prospectus aux Amateurs de tout Genre (1946).
164 % Dubuffet also made pxctures for Ponge’s Matiére et Mémoire (1945).

Parrot ‘Jean Dubuffet’, in Tableaux et Dessins de Jean Dubuffet.

% Other illustrated pubhcatxons included Seghers’s L'Homme du Commun ou Jean Dubuffet (1944) which
contained two lithographs by Dubuffet, and Frénaud’s Vache Bleue dans une Ville (1944) with one
lithograph by the artist. The latter was re-printed in Ponge’s Matiére et Mémoire as plate XX VII.
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writing, in particular ‘Avant-Projet d’une Conférence Populaire sur la Peinture’ (1945)
and Notes pour les Fins-Lettrés (Notes for the Well-Read) (1946). Dubuffet’s visual and
textual production of the 1940s demonstrates, I will argue, an attempt to pursué the goals
set before the war by the left-wing Front Populaire whose history, development, and
artistic policy are examined in chapter ‘I1.2.". The emphasis on different aspects of the
‘popular’ represented strategies of Liberation by the artist and his supporters at the

moment of the French Liberation in the winter of 1944,

11.1. An Intellectual Milieu

Paulhan, Parrot, and Eluard respectively contributed a long letter, a text, and a poem as a
preface to Dubuffet’s first personal exhibition of paintings and drawings from 20 October
to 18 November 1944 at the Galerie Drouin.'® Its exhibition catalogue included Parrot’s
Jean Dubuffet, while Eluard had written Quelques Mots Rassemblés pour Monsieur
Dubuffet (dated August 1944) for the occasion.'®” As we have already established in part
‘I. Producing and Exhibiting Art during the Occupation of France: an Act of Resistance’,
the intellectuals were all involved in the Resistance. Originating from a poor family,
Louis Parrot (1906-48) had become a clerk in the 1920s and was well-read. Under the
Occupation, he became a key member of the intellectual Resistance with poems, essays,
translations, articles, and novels. He contributed to the clandestine Editions de Minuit and
Resistance reviews, such as Poésie 42 and Les Lettres Frangaises, itself associated with
the Front National des Ecrivains. Frénaud and Guillevic, for whom Dubuffet would
respectively illustrate Vache Bleue dans une Ville and Les Murs (both published in 1944),
were also engaged in Resistance.'®® A civil servant of the Ministére des Travaux Publics,
Frénaud’s first poems of 1938 had convinced Giacometti of his vocation for poetry and
were published in the Resistance review of the Cahiers du Sud in December 1940. His
Plainte du Roi Mage, one Qf his Poémes de Brandebourg composed while a prisoner of a

Stalag from 1940 to 1942, was presented by Aragon in Poésie 42, whose editor, Seghers,

1% See Perret, ‘Jean Dubuffet and Art Brut’, pp. 19-31.

Parrot, ‘Jean Dubuffet’, in Tableaux et Dessins de Jean Dubuffet.
197 See Appendix 4 for a reading of the poem.

1% See Appendices 5 and 10 for a reading of these texts.
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also published the following year his first collection, Les Rois Mages.'® On his return to
occupied Paris, he joined the Resistance and the editing board of Lescure’s Messages
together with Leiris, Raymond Queneau, and Jean Tardieu. In 1943, he befriended
Eluard.'” As far as Guillevic is concerned, he had in 1934 already joined the anti-
Fascism movement and developed in 1936 an affinity with the Front Populaire. In 1942,
he joined the Parti Communiste, sympathised with Eluard, and was included, together
with Ponge, Seghers, and Vercors, in the collection of resistant poets that the poet edited
between 1943 and 1944.'7! As we observed in 1.2., the publication, entitled the Honneur
des Poétes, equated ‘honour’ with patriotism and the defence of freedom on the French
territory.'”? As regards Arland who reviewed Dubuffet’s first exhibition in the art
magazine Le Spectateur des Arts (December 1944), he had since the 1920s been a part of
the French literary and artistic milieu. Having briefly been involved with the Surrealist
movement, he had been one of the co-founders with Dhdtel and others of the review of
Surrealist inspiration L ’Aventure.'™ His first novels were noticed by André Gide and his
writing was admired by the young Malraux whom he befriended. His novel L’Ordre was
given the Prix Goncourt in 1929. During the war and the rest of the 1940s, Arland
devoted himself to literary criticism, publishing the Anthologie de la Poésie Frangaise in

1941 and other studies on writers of his generation at the Liberation.'”

What united Dubuffét and his entourage was the acknowledgement of and concern for the
‘common man’ and the everyday. Their art and writing all reveal a close interconnection
between art and life. This relation is best told by De Solier in his account of the times that
‘ he shared with Dubuffet between 1940 and 1944. Entitled ‘Au Temps des Graffiti, et
Ensuite’ (‘At the Times of Graffiti, and After’), the story locates their common adventure
in the street of ‘Paris occupé’ (‘occupied Paris’) around 1943. As Seghers who dedicated
a book to Dubuffet, L’Homme du Commun ou Jean Dubuffet (‘The Common Man or Jean
Dubuffet’) (1944) as part of his resistant Poésie series, both Eluard and Parrot understood

Poésze 42, no. 10, July-September 1942,
" ® Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 454.
Ibid., p. 532.
" For a more extensive discussion of the collection, see part ‘I. Producing and Exhibiting Art during the
Pccupatlon of France: an Act of Resistance’.
174 See ‘1V.2.3.b. Dubuffet’s Portraits Series (1946-47).
Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 52-53.
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the importance of making art accessible to a wider audience. This is evidenced by a
review of the then newly published Eluard’s Dignés de Vivre (1947) by Parrot in Les
Lettres Frangaises (20 mai 1948). The poet believed that poetry should depict the
everyday and banal aspect of reality in simple and unpretentious terms with the
replacement of poetic language with popular language. The poet, as the artist, should step
down from his pedestal to assume his human destiny and reflect the ordinary aspect of his
life and environment in his art. Thus sharing a common experience and language with the

reader, the poet would be able to convey the marvellous in the everyday.

On sait quel cas un poéte comme Paul Eluard ferait d’un poéme qui ne serait
qu’une création et qui n’ambitionnerait pas d’embrasser le réel dans toute sa
quotidienne, rebutante et exaltante banalité. [...] C’est en vain que I'on
chercherait la moindre trace de préciosité dans toutes ces images dont ces poémes
s’illuminent. [...] § Une lecture attentive des poémes d’Eluard nous montre
clairement visibles d’un recueil & 'autre ces efforts vers la simplication. [...]
Eluard a recouvert [les savantes notions poétiques ot il excellait] d’un langage
emprunté 2 la réalité vulgaire. [...] Eluard ne connait d’autres mots que ceux dont
on se sert autour de lui. [...] Eluard est un homme qui vit ici, au milieu de nous.
[...] De 1a ce caractére de plus en plus familier, de 1a I’exceptionnelle plénitude
de ses mots chargés de sens, de bon sens ou de sens commun et tout le poids de
ces sentences poétiques que dicte au long de son oeuvre I’expérience que seul un
homme qui ne sépare pas sa vie de celle des autres hommes pouvait atteindre.
Aussi ne laisse-t-il pas entrevoir, comme certains, un monde merveilleux situé
toujours plus loin que nous ne pouvons atteindre. Il désigne, au contraire, ce qu’il

y a de merveilleux dans notre réalité."”

The appropriation of the ‘Popular’ as one of the Modernist strategies to fulfil the social
and transformative role of art and to represent the experiences associated with Modernity
is however not new: it started in early Modern painting and was already defended by
Mallarmé who saw the act of painting as ‘honest manual labour’.!"¢ Overturning the
‘high/low’ hierarchies in Modern art meant questioning the superiority of the fine arts,
attempting to close the gap between art and life, between the fine arts and popular

culture, and exploring everyday themes, media, and materials. This was considered by

15 Parrot, ‘Dignes de Vivre’, Les Lettres Frangaises, no. 209, 20 May 1948, in Paul Eluard: Qeuvres
Complétes, ed. by Dumas and Scheler, pp. 1635-36.

17 Modernity can be defined by the social and cultural conditions affected by the scientific and
technological changes of modernisation.

Art in Theory, ed. by Harrison and Wood, p. 126.

T.J. Clark, ‘Introduction’, The Painting of Modern Life: Paris in the Art of Manet and his Followers.
(London: Thames and Hudson 1985), pp. 3-22 and pp. 271-72, in Art in Modern Culture, ed. by Frascina
and Harris, p. 46.



61

left-wing intellectuals as nothing less than a ‘revolutionary transformation of society’.
However, it is worth wondering to what extent could these intellectuals, for the most part
of middle-class background — with Dubuffet and the intellectuals around him certainly no
exception to the case -, appreciate the conditions of the working-class.!”” According to
Stuart Hall, while ‘this does not diminish the radical break with the epistemes of the
modern which modernism represented’, this Modernist aspiration to ‘directly engage with
or transform the popular’ has very often led to more ‘elitist formations’ or to the
assimilation of subversive movements into the dominant.!”® For him, French intellectuals
have always had the irritable habit to speak in the name of ‘the masses’ to defend their
own intellectual positions and to decide (usually wrongly) how they ought to be
represented. They seem to borrow the voice of the popular without any genuine wish to
express it. However, according to Hall, ‘[n]othing can be constituted as high art without
recognizing, in the existing distribution of educational practices, its relative divorce from
the masses’ experience. Nothing can become popular which does not negotiate the

experiences, the codes, etc., of the popular masses...’'”

I.2. Remaining Faithful to the Heritage of the Front Populaire: The Popular

I1.2.1. History and Development of the Front Populaire

I will briefly explain the political alliances at the origin of the Front Populaire and the
context in which it came to power in France, as this informs the ideals that it defended
~and the political and economical measures that it put into application. The 1930s in
France were marked by a series of crises. Having progressively been weakened by world-
wide over-production, the world financial structures finally collapsed with the Wall Street
stock exchange crash of 1929. This economical crisis led to both political and social
instability in France, and following the threat of Hitler, resulted in a national crisis. The

Cartel (the union of Radicals and Socialists) had won the parliamentary elections of

"7 Art in Theory, ed. by Harrison and Wood, pp. 684-85.
' Lawrence Grossberg, ‘On Post-Modernism and Articulation: An Interview with Stuart Hall’, in Stuart
Hall: Critical Dialogues in Cultural Studies, ed. by David Morley and Kuan-Hsing Chen (London and New
Xg)rk: Routledge, 1996), p. 139.

Ibid., pp. 140-41.
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1932. Herriot, however, eager to satisfy the financial and bourgeois circles, implemented
a policy of deflation based on the stability of the French currency and the equilibrium of
the national budget. This measure was unfair to the civil servants and the pensioners
whose incomes progressively diminished as the budget deficit increased. Thus very
unpopular, the government did not receive the parliamentary support that it needed to
maintain its power. As a result, different governments followed one another. To the eyes
of the population, the economical crisis was rapidly attributed to governmental instability
for which the M.P.s were held responsible. Parliamentary reform became a very topical
issue of which different extreme-right groups took advantage to reinforce the already
alarming political instability and to actually succeed in overthrowing the government.
Suspecting a Fascist threat, the C.G.T. made an appeal for a general strike uniting the
different left-wing parties.'®® This union led to the organisation of the Front Populaire
which culminated in the symbolic moment of the political demonstration of 14 July 1935
led by Léon Blum and Maurice Thorez. While the date was chosen for its symbolic value
as the day of national celebrations marking the beginning of the 1789 Revolution, the
demonstration’s objectives were twofold: to defend democratic freedoms and to ‘give

bread to the workers, work to the youth, and to the world, the great human peace.’ 181

Despite its humanist aspirations, the electoral program of the Front Populaire of 1936
was very moderate: eager to attract the votes of the middle classes, the only structural
reforms concerned the Banque de France and the nationalisation of the armament
industry. The Front Populaire’s electoral victory of 1936 triggered major strikes in the
mechanical construction, aeronautical and car industries in Paris, as the working classes
felt that they could rely on the understanding and support of a government whose ideals
were close to theirs. The claim of the workers concerned the improvement of their
working conditions that had worsened during the economical crisis and a respectful and
dignifying treatment on the part of their employers. By the time Blum was forming the
government in June, theﬂ strike was, except for a few instances, general with the

occupation of factories in all industrial sectors in both Paris and the provinces. In order to

'® The C.G.T. is the Confédération Générale du Travail and is the most powerful national grouping of
trade-unions in France.
18! Prost, Petite Histoire de la France, p. 36.
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calm the social tensions, Blum organised a meeting between the patronate and the C.G.T.,
which resulted in the Matignon agreements conceding major improvements in the
working conditions. Their legacy is still felt today and has instituted the Front Populaire
as one of the landmarks of social reform in France: increase in salaries, election of trade-
union representatives in factories, but more importantly, a working week reduced to forty
hours and twelve days of paid holidays a year. However, when General Franco’s army
invaded the Spanish Republic governed by a coalition similar to the one of the Front
Populaire, Blum, despitel the opposition of the Communists, succumbed to the pressure
of the right and the Radicals, and adopted a non-interventionist strategy. Thus becoming
complicit in the implementation of the Francb regime supported by both Fascist Germany
and Italy, the political and social dream of the Front Populaire was definitively put to an
end by the international situation that was seeing the rise of dictatorship all over Europe.
Moreover, while its social policy was unsuccessful economically, the Blum government
was sabotaged by the Senate one year later in June 1937 and replaced by the Daladier
government supported by the right-wing party. The Daladier government, in favour of the
patronate, implemented a policy that ignored the rights acquired by the workers and

repressed heavily their protestations. '

11.2.2. Dubuffet and the Artistic Policy of the Front Populaire: Openness towards the

‘Common Man’

As part of its.program for social reform, the Front Populaire government embarked on a
_ series of initiatives designed to infuse vitality to what it saw as a stagnating and isolated
artistic milieu. At the core of its artistic policy was the ambition to integrate artists into
the social dynamics with the emancipation of French society at all social levels as its '
ultimate goal. Huisman, the then general director of the Fine Arts, was determined to
defend the active role of the State and governmental institutions within the mechanisms
of artistic development and promotion. His point of view, explained in a lecture at the
Ecole des Beaux-Arts in 1937, 1 argue, anticipated key ideas about the popular and the

‘common man’ that would be so passionately defended by Dubuffet and the intellectual

"*2 Ibid., pp. 32, 34-36, and 38-41.
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circle around him. This is echoed in Dubuffet’s Prospectus aux Amateurs de Tout Genre
(1946), which, as his first published views on art and culture, can be considered as his
own manifesto, as well as in Paulhan’s text for the artist’s first exhibition of 1944 at the

Galerie Drouin.'®

In his lecture, Huisman expressed his stance against an art based on a mere repetition of
tradition and the application of learnt technicality. Too aware of the elitist nature of such
an art, he preferred an art based on personal experimentation and research leading to very

unique discoveries:

Un Art qui se fige dans une étude systématique des traditions et de la routine est
un art infailliblement condamné a la décadence. [...] Mais il y a I’ Armée de ceux
qui peinent, de ceux qui souffrent pour chercher et pour découvrir et c’est vers

ceux-12 que doit se porter I’effort constant de PEtat.'®

Dubuffet’s Notes pour les Fins-Lettrés, which form a part of his Prospectus aux
Amateurs de tout Genre, would later paraphrase quite literally Huisman’s observation.
‘Empreinte d’une aventure’ (‘Imprint of an adventure’), one of the eighty-two entries of

the dictionary-like publication, reads:

L’oeuvre d’art est d’autant plus captivante qu’elle a été une aventure et qu’elle en
porte la marque, qu’on y lit tous les combats intervenus entre lartiste et les
indocilités des matériaux qu’il a mis en oeuvre. Et qu’il ne savait pas lui-méme

\ . X . 1 1185
ou tout ceci le ménerait bien!

As the theorists of socialist Reformism of the nineteenth century, Huisman believed in an
education, which, being developed hand-in-hand with the reshaping of social structures,
would be available to a large proportion of the French population and favour social
change.'® To lay the foundations of such an artistic education, Huisman recommended

the exploitation of natural abilities to be found, he believed, in every child, and this

183 ywe shall examine this concordance in more detail in section ‘I1.3.1. Dubuffet’s Exhibition of 1944 at the
Galerie René Drouin’,

1% Georges Huisman, ‘Nouveaux Rapports de I’Art et de I’Etat’, Europe, no. 174, 15 June 1937, pp. 145-
72, in Richard, L’Art et la Guerre, p. 79.

185 Dubuffet, ‘Notes pour les Fins-Lettrés’, in Dubutfet, L ‘Homme du Commun a l’Ouvrage, p. 26.

186 The initiation of the ‘common man’ to the artistic creations of the time took concrete form in the
Exposition Internationale des Arts et Techniques (November 1937) in the gardens of the Trocadéro, Paris.
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should be innovatively achieved through play.'® The later Beuysian philosophy
encapsulated in the famous slogan of ‘everybody is an artist” would be again echoed in
Dubuffet’s early writing. In L’étoile a tous fronts, the artist explained that the natural
ability to express thought by the means of signs, drawings, and images, was to be found
in every human being just as the use of verbal language. Mentioning the expression of
children to support his argument, he rejected the widespread misconception that reduced

this capability to a vocation, or worse, a talent.

Exprimer sa pensée par le moyen de signes, de dessins et d’images est aussi
naturel & I’homme que le langage verbal (on le voit bien chez les enfants), et ne
nécessite pas les dons spéciaux que les peintres professionnels disent. [...] Cette
manie peut venir 4 chacun et dons et vocations ne sont que racontars (teintés

d’imposture). Tout homme peut pemdre 188

Exploited at an early age, according to Huisman, the potential of artistic sensibility would
then be followed through to adulthood with the aim of benefiting the material life of the
entire working-class. ‘[L’enseignement artistique] servira la qualité de la production
industrielle frangaise dont dépend la vie matérielle de toute la classe ouvriére.”'® Art was
thus considered as an integral part of industrial production, and the artist was assumed to
contribute to society as any other workers.'”® ‘La peinture 2 la trappe’ and ‘Le terroir
natal oublié’, two of Dubuffet’s Notes pour les Fins-Lettrés, appropriated the refusal to
consider art as independent from the society in which it was being produced and as
occupying the leading position of a fixed hierarchy in the fields of creativity and
production. In the form of a dialogue with his opponents, the artist advocated that fine-art
painting and commercial painting or decorating should be equally enjoyed and that the

 artist should not lose sight of his/her familiar environment:

‘J’ai besoin d’ouvrages comparables entre eux, et que je puisse ensuite classer
par ordre de mérite, & I’intérieur d’une catégorie bien définie.’ — ‘Et ensuite?’ —
‘Eh bien ensuite, [...] on y voit clair.” Trop clair, moi, je dis. Je tiens pour la
confusion. N’enfermez pas I’art, coupé du monde, dans une Trappe. Je veux la
peinture pleine d’odeurs de tout cela — donc des décors, des badigeons, des

% Herbert Read’s Education through Art, which exposes such views in Britain, was first published in 1943
$London Faber and Faber).
88 Dubuffet, ‘Notes pour les Fins-Lettrés’, in Dubuffet, L’Homme du Commun a l'Ouvrage, p. 61.
Hunsman ‘Nouveaux Rapports de I’ Art et de I’Etat’, in Richard, L'4rt et la Guerre, p. 79.
* Richard, L’Art et la Guerre, pp 76-81.



66

enseignes et des pancartes, et des tracés du talon sur la terre. [...] De la peinture
soi-disant artistique (qui revendique le droit exclusif a ce titre) A celle qui se dit
plus modérément en batiment, ou de décor, nul commerce. Elles ne se
connaissent plus, ne se saluent pas méme. Voila qui n’est pas bon. [...] Jai
assisté aux débuts d’un artiste, sa toute premiére démarche. [...] Je lui ai parlé de
cette image de ’aubergiste sur la fagade de sa maison. 1l n’avait jamais songé 4 y
porter les yeux, me dit-il. [...] mais, me dit-il, les artistes sont gens distraits et
fantasques, absorbés qu’ils sont si profondément par leurs recherches, de sorte
qu’il n’y avait jamais pris garde.19

In Dubuffet’s writing of the period however, the aspiration for art’s potential to
contribute to social change does not take any concrete form, but is the trigger for an
awakening of consciousness outside habitual modes of thinking with the potential for

new meanings and transformations:

Entrainer avec force 1’esprit hors des sillons ol il chemine habituellement,
I’emporter dans un monde ol cessent de jouer les mécanismes des habitudes, ol
les taies des habitudes se déchirent, et de maniére que tout apparait chargé de
significations nouvelles, fourrrullant d’échos, de résonances, d’harmoniques, 13

est ’action de I’oeuvre d’art.'’

While, according to Dubuffet, both the artist and the worker had at their disposal a certain
set of raw materials, tools, and techniques, the artist distinguished himself through his
exclusive use of play and chance, chance being however dictated by the inherent nature

of the material used:

De méme que les hasards propres des matériaux employés (ce n’est pas, ’je ai
dit, des hasards, mais des velléités et aspirations propres des matériaux), les
hasards de la main (ses velléités, ses tics, ses réactions propres) doivent aussi
paraitre en scéne a la fin de la pidce, et saluer le public avec les acteurs.'”?

As we will see in chapter ‘IV.1. Matter as Strategy of Transgressing Dogmatism: A
Radical Change in Art Practice’, the experimental use of the painted matter, whose
process and end result ignore the traditional conventions of representation, such as the
technical application of illusionist technique, enabled the artist to move away from

mimetic representation. Dubuffet’s rejection of Mimetism at the time is crucial to

:: Dubuffet, ‘Notes pour les Fins-Lettrés’, in Dubuffet, L’Homme du Commun & 1’Ouvrage, pp. 22- 23.
Ibid., p. 52.

1% 1bid., pp. 33-35.

More specifically, La chance domestiquée, Encore plus hasardeux, and La main parle.
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understand his approach to reality, perception, and the relationship between subjectivity
and objectivity. In a letter to the art critic Pierre Descargues dated 15 April 1945, he had
expressed his aversion to Mimetism: ‘Je vous signale que les philosophes ont nié
totalement I’instinct. Ont affirmé que le mimétisme joue seul dans la formation de
I’homme.’'** Moreover, the fact that Dubuffet placed the canvas on the floor while
painting presupposes an engagement with reality outside the tradition of easel painting
and its associated mimetic representation.'®® Thus his art acquires the power to show the
world to the viewer in a new light and gives him/her the opportunity to take an active part

in its transformation.'®®

However, with Jacques Jaujard in charge of the Direction des Beaux-Arts until 1959,
official Academism remained predominant in French institutions during the whole period
of the 4™ République. In his book entitled Le Pouvoir Culturel sous la Vé République
published in 1981, Pierre Cabanne explained how the French art institutions failed to
acquire, to promote, and to diffuse the artworks of the French avant-garde of the
immediate post-war period.'”” The members of the acquisitions’ commission put their
attention on purchasing, at affordable prices, the artists protected by the Direction rather
than on enlarging the collections of the State with avant-garde and living art. They did
not assume their role of following and encouraging creativity, i.e. of giving priority to
artwork§ reflecting cutting-edge researches. They failed to play their part in the

development of contemporary art.

_ Thus in the light of the preferences of the French art establishment in the immediate post-
war period, it is revelatory that Dubuffet’s Prospectus aux Amateurs de Tout Genre
(1946) expressed such ‘anti-cultural’ views and dismissed not only the pedagogy, but
also the type of aesthetics being taught at the Ecole des Beaux-Arts. Instead, he explained

his fascination for the raw state which revealed itself in the creative freedom and

o4 Dubuffet, letter addressed ‘A Pierre Descargues’, in Dubuffet, Prospectus aux Amateurs de Tout Genre
(Pans Editions Gallimard, 1946), p. 133 (15 April 1945).

Alexander Liberman, The Artist in his Studio (London: Thames and Hudson, 1960), p. 135.

S This correlation between an art evolvmg from the experimentation with the matter of pamt and the
participation of the viewer in the experience of the painting, and by extension, of the world, is further
deve]oped in the section ‘1V.1.3. Dubuffet’s Macadam, Mirobolus & Cie: Hautes Pdtes Series (1945-46)".

7 Cabanne, Le Pouvoir sous la Vé République (Paris; Olivier Orban, 1981), pp. 28-331.
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spontaneity of artists without any artistic education. In ‘Partant de I’informe’, the first
entry of Notes pour les Fins-Lettrés, he advised painters to forget about painting
techniques and the controlled achievement of a finished product, and instead, to explore
the possibilities of matter and equipment. He preferred to keep the flatness of a ‘Deux
dimensions’ space and to let ‘the surface speak its own surface-language’, rather than use
trompe-1’oeil means to the end of ‘a false three-dimensional language’. In ‘Empreinte
d’aventure’, he celebrated the magic in the playful use of accidents in the painting
process. In ‘La peinture a la trappe’ and ‘Le terroir natal oublié’, Dubuffet criticised the
differentiation usually made between art and crafts, and showed how an interaction
between art, life, and work, could make the making of art a more interesting process.
Finally, rejecting the concept of the Genius as ‘an invention of the Greeks’, ‘A I’homme
du commun la timbale’ celebrated every human as ‘wonderful’.!®® Dubuffet thus
systematically dismissed the values dear to the academic establishment, privileging
experimentation with matter over direct observation, emphasizing the importance of
imagination and chance, clumsiness and accidents. Moreover, convinced of the benefits
of culture on the development of every human’s social life, he could ironically be said to

have continued the ambition once set by the Front Populaire.

11.2.3. Dubuffet and the Cultural Politics of the Popular

What I term ‘the cultural politics of the popular’ were articulated by Dubuffet in the
‘Avant-Projet d’une Conférence Populaire sur la Peinture’ (‘Pilot-Study for a Pobular
Lecture on Painting’) that the artist wrote in January 1945 on the request of Paulhan in
preparation for a series of lantern lectures on the subject of painting.'® Dubuffet’s
opening emphasised outright his art’s focus on the everyday and the popular in terms of
the materials and support used for his painting, such as children’ gouaches, pieces of

cardboard or newspapers®®:

198 Dubuffet, ‘Prospectus aux Amateurs de Tout Genre’, in Art in Theory, ed. by Harrison and Wood, pp.
590-93.

1% Dubuffet, ‘Avant-Projet d’une Conférenc'e Populaire sur la Peinture’, in Catalogue des Travaux de Jean
Dubuffet, ed. by Max Loreau, 4 vols (Paris: Editions Jean Pauvert, 1966), 1, pp. 31-53.

200 Reference is made here to the Messages series. See ‘I1.3.2.c. Dubuffet’s Messages Series (1944)’.
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Je fais moi-méme de la peinture, tantdt avec des couleurs a I’huile, tantdt avec
des petites boites de couleurs 4 I’eau (comme celles en usage dans les écoles), ou
bien méme seulement des dessins, avec n’importe quel crayon, ou de ’encre,
n’importe quoi, - sur un bout de carton, un bout de papier, de papier de journal
méme a I’occasion.”’!

In addition, illustrating his point with his Mouleuse de Café (‘“Woman Grinding Some
Coffee’) [Fig. 151, Téléphoniste (‘Switchboard Operator’), and Dactylographe (‘Typist’)
[Fig. 16], he explained that the choice of his subject matter was conditioned by the

unwonted and surprising aspect of everyday gestures and occupations: 2>

Tant de nos petites actions si habituelles, et qui, au fond, si on les considére d’un
regard tout neuf, en faisant abstraction de toutes les habitudes, apparaissent

. . . . . . 203
soudainement si singuliéres, et si émouvantes aussi.

At the heart of Dubuffet’s technical and aesthetic appropriation of the everyday was an
institutional and philosophical critique of the art establishment and society, and I will
show how this underlied his “cultural politics of the popular’. In his lecture project, his
main point of criticism was the gap that existed between high and low forms of art. This
distinction between the art recognised by the connoisseurs and the one enjoyed by a large
audience was, he believed, easily observed in music with the difference between opera
and popular singers. However, analysing critically the means that the two forms of art
respectively employed, he operated a reversal of this hierarchy. On the one hand, while
executions or performances of high forms of art were commonly presented as ‘difficult’
and ‘complicated’, the artist reduced them to the uncreative result of the application of a
knowledge acquired through repetition. On the other hand, he praised the inventive use of
“ simple means in the low forms of art and its resulting ‘lucky finds’. For Dubuffet, these
had the ability to ‘wrest the audience from its usual ways of thinking and seeing and -

transport it in a world where everything is enchantment.’

! Dubuffet, ‘Lettre 3 M. Le Directeur de I’ Association Frangaise de I’ Action Artistique’, in Catalogue des
Travaux de Jean Dubuffet, ed. by Loreau, 1, p. 31.

2 Mouleuse de Café was included in the Macadam, Mirobolus & Cie: Hautes Pdtes Exhibition (1945-46)
under the title Cafetiére. Téléphoniste and Dactylographe were part of the Matiére et Mémoire lithographs
series.

2% Dubuffet, ‘Lettre 2 M. Le Directeur de I’ Association Frangaise de I’ Action Artistique’, in Catalogue des
Travaux de Jean Dubuffet, ed. by Loreau, I, p. 32.



70

Il s’agit pour un artiste d’apprendre beaucoup de choses et de devenir trés savant,
et de faire des choses trés longues, trés compliquées et trés difficiles. [...] 11 fait
tout cela et il nous ennuie, [...]. Ce que nous demandons & un musicien, [...]
c’est de [...] nous arracher a toutes nos pensées et maniéres de voir habituelles, et
nous transporter dans un autre monde o tout est enchantement [...]. Un chanteur
qui nous transporte de plaisir, comme Maurice Chevalier, [...] arrive a ce résultat
sans moyens physiques bien exceptionne]s avec une voix comme tout le monde,
et avec des mozyens bien simples — mais il fallait y penser — ¢’est alors encore

plus admirable.

Turning his attention to the specific example of art, he criticised the elitism of art
galleries and their restrained accessibility to the specialists and initiated, leaving no
choice to ‘the man of the street’ but to favour more popular artforms such as the cinema

and popular music.

Pour entrer dans ces galeries, il faut avoir pris I’habitude de s’y rendre, et ceux
qui le font, en fin de compte, c’est seulement les amateurs maniaques de la
peinture [...]. Ils forment une petite chapelle trés restreinte. Mais le grand public
n’y a pas de part, rien de tout cela ne lui vient sous les yeux.zo5

Generally, he blamed the institutionalisation of art for the division between high and low
forms of art, between the connoisseurs and the larger population. According to Dubuffet,
to respond to the demands of State institutions, such as the Ecole des Beaux-Arts and the
Salon des Artistes Frangais, and to attract their associated prizes and medal awards, the
artists had started producing a type of painting which was ‘tamed, cosmeticed,
inoffensive, serious and ceremonious’, which lacked the input of life and a complicity

- with the local community.

Quand les gouvernements se mettent & protéger les arts, c’est la fin de tout. [...]
Donc on a voulu faire de la peinture bien sage, bien cosmétiquée, bien
inoffensive, bien sérieuse et cérémonieuse, [...]. Cela a coincidé avec la période
ol la société s’est inclinée bien nettement en deux classes sociales: d’une part la
fine fleur, et d’autre part le grand troupeau, [...]. [...] cette fine fleur a entrepris
[...] d’expliquer au menu peuple que c’était ¢a le grand art, et que ceux qui
trouvaient ces peintures ennuyeuses, c’est parce qu’ils n’avaient pas le goit
raffiné ou pas assez d’instruction. [...] C’est au music-hall et au cirque que ’art
est présent; au lieu qu’il n’y a 4 1a Comédie Frangaise qu’une pénible contrefagon
d’un art momifié et dénaturé. [...] Et pour la peinture, [...] il y a I’ Ecole des
Beaux-Arts avec le prix de Rome, et le grand Salon des Artistes Frangais avec les

% pubuffet, ‘Lettre & M. Le Directeur’, in ibid., pp. 34-35.
205 Dubuffet, ‘Lettre 2 M. Le Directeur’, in ibid., p. 36.
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médailles hors concours. [...] le temps oii I’art n’était protégé par personne, [...]
les artistes [...] se sentaient une raison d’exister comme tous autres membres de

la collectivité.206

Instead of personal imagination and invention, then, the artists had put in practice an art
based on the conformist application of academic principles leading to the photographic
representation of their chosen subject matter. These traditional genres of realist paintings
‘in the taste of the Salon des Artistes Frangais’ were considered by Dubuffet to be a

‘waste of time’ and only a matter of ‘practice’ and ‘know-how’:

Si je voulais représenter ma femme moulant son café, ou mon téléphoniste, bien
sagement, avec grande exactitude, comme le fait la plaque photographique, [...]
j’aurais alors le sentiment de perdre mon temps, [...] vu qu’il serait alors
tellement plus expéditif de presser sur la poire d’un Kodak [...]. Je tiens aussi &
dire que I’exécution de peintures de cette sorte est bien moins difficile qu’on ne
le croit. Il y faut seulement un peu de pratique, un peu de savoir-faire.2"

To these paintings, he opposed examples of hfs own lithographs th;t he thought fulfilled
his ambition for an art that would facilitate a new apprehension of the world, and
eventually its subversion. For him, art acquired an ideological dimension as the
‘commonplace and conformism’ in painting was a reflection of the conformism of a
society which implicitly forbade all expressions of individuality in favour of ‘the useful

and the boring’.

Voild ce qui est par dessus tout indispensable: une absolue banalité, et un absolu
conformisme en toutes choses, sans quoi on a I’air d’avoir des golts personnels,
des idées personnelles, [...]. Nous touchons 1a & quelque chose de trés grave. Je
veux parler de cet interdit tacite qui pése sur toute espéce d’amusement, sur toute
espéce de fantaisie, et de cette religion de I’utile et de I’ennuyeux qui sévit sur le
monde comme un envofitement, 2

The ideological weight of art was for Dubuffet reinforced by its reference to moral values

which were the emblem of governments: ‘patriotism’, ‘civism’, and ‘duty’. ‘Beaucoup

206 Dubuffet, ‘Lettre a M. Le Directeur’, in ibid., pp. 38-39.
27 Dubuffet, ‘Lettre 2 M. Le Directeur’, in ibid., pp. 32-33.
208 Dubuffet, ‘Lettre & M. Le Directeur’, in ibid., p. 41.
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plus maintenant au nom du civisme et du drapeau [...]. [...] Ca ne fait pas jeune future

citoyen sérieux, conscient de ses épouvantables taches et devoirs,’2%®

Moreover, the division between art and life, was, according to Dubuffet, exacerbated by a
Western-centered vision of art history. To illustrate his point, he planned to show in
projection different artefacts that pre-dated the Renaissance, such as ‘une figure grecque
archaique (d’un vase)’, ‘une icdne Byzantine’, ‘une peinture carolingienne (d’un

(4

manuscrit)’, ‘une marionnette javanaise’, ‘une image précolombienne (d’un
manuscrit)’.2!° These, he believed, demonstrated an art that ceased to act as a
representation of the world in which it evolved to become critical of that world and thus
celebrated the intellect. Such an art brought about an unexpected vision of and new

meanings to what it represented.

[...] une certaine représentation des choses [...] telles qu’elles pourraient
apparaitre dans une féte de I’esprit, de maniére que ¢a soit trés imprévu, trés
surprenant, trés amusant a regarder, et de maniére méme qu’on n’ai jamais fini de
le regarder et d’y trouver toujours de nouvelles significations et quand on les a
regardées, ces peintures-13, on jette ensuite sur tout ce qui entoure un regard

neuf,?!!

Underlying this idea was Dubuffet’s emphasis on the contemporaneity of art and the
necessity to value living art, which was far removed from the taste of the French art
policy of the time. According to the artist, art should take as a model the ‘Tapisserie de
Bayeux’ which ‘représente des faits appartenant a I’actualité, elle met en scéne des

personages contemporains, dans leurs habits et leurs maniéres de tous les jours.’?'?

Moreover, he ridiculed the type of art history which considered prehistoric man as a

young child at his early stages of development, an idiot, or a savage.

29 Dybuffet, ‘Lettre 3 M. Le Directeur’, in ibid.

219 Dybuffet, ‘Lettre 4 M. Le Directeur’, in ibid., p. 44.

211 Dubuffet, ‘Lettre & M. Le Directeur’, in ibid., pp. 46-47.
212 pubuffet, ‘Lettre 3 M. Le Directeur’, in ibid., p. 49.
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Il y a une certaine tendance actuelle & s’imaginer que I’homme a été jusqu’a
présent, au cours des snecles et des millénaires passés, un enfant balbutiant, une
sorte d’idiot ou de sauvage

He observed that this mode of thinking had been applied to all civilisations outside the
Western world, such as the ‘Negroes’ (his terminology) and the Chinese, who supposedly
‘remained halfway between animals and men.’?'* The historical point at which he
situated this development of Western man varies from one part of the text to the next.
Initially, it is located in the nineteenth century with the advent of Romanticism, and its

notion of the artist.

Toute I’histoire de ’homme se réduisant & ce grand tournant du XIXe siécle. [...]
Tout le reste de la terre — donc les négres, les Chinois, etc. — serait resté dans
I’état comme avant le XIXe& siécle, donc & mi-chemin entre I’animal et

I’homme.?"

Later, he blamed the Renaissance for the sacralisation of art and the association of artists

with the concept of genius.

C’est au XVe¢ siécle que chez nous les choses se sont gatées, quand on a fait cette
regrettable découverte que I’art était la plus belle des choses, et la plus sainte, et &
laquelle il y a lieu de porter une sorte de dévotion, et quand on a pris ’idée de
I’artiste homme de génie.

This, according to Dubuffet, led to art becoming a profession with its art schools, its
academies and museums which, as we have observed, he held responsible for the disdain
with which low forms of art were usually regarded. Hence his passionate defence of non-

- Western societies where, he believed, everybody could produce art.?!’

After considering the cultural politics of the period which frame the ‘new beginnings’ of
Dubuffet’s artistic production in the early 1940s, his treatment of academic subject

matter, such as the nude, landscapes, and portraiture, acquires an entirely new meaning.

::: Dubuffet, ‘Lettre a M. Le Directeur’, in ibid., p. 44.
s Dubuffet, ‘Lettre & M. Le Directeur’, in ibid.
216 Dubuffet, ‘Lettre & M. Le Directeur’, in ibid.
Dubuffet, ‘Lettre & M. Le Directeur’, in ibid., p. 47.
"7 This aspect of his thinking will be developed in his notion of Art Brut. See section ‘1V.3.1. Dubuffet’s
Art Brut’,
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His enthusiasm for the free exploration of individual creativity, sensibility, and
imagination translates into a rejection of the classical tradition of Academicism whose
underlying principle of perpetuating the idea of reason through the strict technique of
direct observation and imitation'is demonstrated as hypocritical and stupid. This is the
reason why Dubuffet emphasised the importance of the creative process over the

resulting object.

We will now examine whether the artist put this belief in practice in his Marionnettes de

la Ville et de la Campagne series.

11.3. Dubuffet’s Marionnettes de la Ville et de la Campagre Series (1942-45)

11.3.1. Dubuffet’s Exhibition of 1944 at the Galerie René Drouin

This section will examine how Paulhan, Parrot, and Arland, ardent defenders of Dubuffet,
reflected the humanist ambitions and ideals once advocated by the Front Populaire in
their comments on Dubuffet’s exhibition of 1944 at the Galerie Drouin. The popular in
Dubuffet’s paintings was echoed in the spirit of Paulhan’s text introducing the exhibition:
the structure of the text appropriating the format of a ‘Letter addressed to Jean Dubuffet’
and the tone used, giving the impression of a story told at the bar of a café, were
reminiscent of popular spoken langage. The popular in both the subjeét matter and
making of Dubuffet’s paintings was further emphasised by Paulhan who described the
‘grand nombre de sergents de ville éperdus et les voyageurs de métro nostalgiques, les
épouvantails, les vaches et les terrains vagues de Jean Dubuffet’ and compared the
creative process to popular types of craft such as singing and cooking. In this process, the
viewer was assigned as important a role as the artist: ‘Mais la peinture est faite des gens
qui la voient, tout autant que des gens qui la font.”?'® The participation of the onlooker,

Paulhan implied, was to be facilitated by an art which did not take itself too seriously nor

2% paulhan, ‘Lettre a Jean Dubuffet’, Repr. in Catalogue des Travaux de Jean Dubuyffet, ed. by Loreau, 1, p.-
235. :
The text was first published in Poésie 44, no. 20, July-October 1944, pp. 23-28.
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did it follow any preconceptions, but was rather a sort of public rejoicing and festivity, a

great comedia dell’arte:

Il a fini par venir des peintres dont on pouvait rire sans les facher, [...], et qui
étaient tout de méme merveilleux. Dont les tableaux n’étaient pas du tout un
ministére, ni un théoréme, mais une sorte de réjouissance, quelque chose comme

une féte publique, une grande farce.!

Contrary to what he considered as the common practice of art criticism, Paulhan believed
it was the duty of the art critics to cémmunicate the feeling of ‘having fun’ and ‘having a
laugh’ so that the joy of art could be shared with a wider audience. He conveyed his
allegiance to such art critics in his own description of a few of Dubuffet’s paintings: ‘une
dame qui ressemblait & un éléphant, un cheval qui était monté sur un toit, une autre dame

qu’on voyait 2 la fois de face et de profil.’**°

One of Dubuffet’s Notes pour les Fins-Lettrés, ‘Négligence scénique’, also depicted art
as a form of public celebration, one that ought to become closer to the performative art of

the circus. The artist’s tone is serious in his recommendation to gallery owners:

[Les exploitants de ces boutiques ou se vendent les tableaux] sont vétus le plus
souvent dans leur échoppe comme a la ville, quand ils devraient porter des robes
toutes peintes d’astres et de signes. Le gérant, la secrétaire sont assis
paresseusement & leurs tables, au lieu d’aller au milieu de la salle d’un tableau a
’autre en maillot pailleté, faisant la roue et marchant sur les mains.

As part of his refusal to establish a hierarchy between different artforms and between
. supposedly high and low art, Dubuffet expressed his fondness of popular artforms. He
preferred ‘a melody of a shepherd played on a fife’ or ‘a song executéd by a girl
scrubbing the stairs’ to ‘a choral mass or a great symphony orchestra’ or ‘a scholarly |
cantata’. The two Notes pour les Fins-Lettrés entitled ‘Pour le vin de pays contre le

Chateau-Lafite’ and ‘L’art qui ne connait pas son nom’ respectively read:

On peut charger d’autant de sens et de charme un petit bout de mélodie qu’un
pétre jouera sur son fifre qu’une messe a chorals et grand orchestre symphonique.

219 1hid,
220 1hid,
2 Dubuffet, “Notes pour les Fins-Lettrés’, in Dubuffet, L'Homme du Commun & 1’Ouvrage, p. 57.
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[...] Une chanson que braille une fille en brossant I’escalier me bouleverse plus
qu’une savante cantate.?**

bbb

In his ‘Réponse a I’Enquéte sur “L’Art et le Public™ (‘Answer to the Survey on “Art and

the Public”’) undertaken by Les Lettres Frangaises and published in the issue of 5 April
1946, Dubuffet articulated this division between high and low art further. He critically
explained the separation between art and the people by the fact that the Fine Arts had
become sacred and reserved to a few initiated. Thus it had lost all its power of attraction,
while more popular forms of entertainment such as ‘popular dance, Viennese music and

romantic novels’ had gained popularity.

Il y a divorce entre I’art et le public. Non a cause du public, mais & cause des
artistes. [...] Mais [le public] se passionne pour les airs de bal-musette, la
musique viennoise, les romances populaires. [...] Il faudrait que les peintres [...]
prennent aussi exemple sur Mistinguett, Maurice Chevalier, Grock ou Charlot,
qui savent captiver les foules par un art tout populaire. [...] Mais il y a plus
néfaste: la vénération dont I’art est ’objet. Si on traitait la valse avec le méme
respect que la peinture, on ne danserait plus aussi gentiment la valse. [...] Parce
que I’art est devenu la chose de mandarins, d’initiés.

Both Paulhan and Dubuffet held the Renaissance responsible for the gap between high
and low forms of art. This is the reason why Paulhan insisted on locating Dubuffet’s art
outside tradition and on establishing a rupture between his art and the art of the past, in

particular the art to be found in museums, and more specifically, the art of the

Renaissance:

Je crois que j’arriverai un jour a voir avec joie les vieux tableaux d’un musée.
Mais je n’y suis pas arrivé encore, inutile de mentir. [...] [Les peintres
primitives] avaient découvert qu’il est dangereux de trop bien peindre; que les
bleus et les ors et les perles, ¢a finit par étre trop beau; trop brilliant; que ¢a
écrase la peinture, ¢a lui enléve sa raison d’étre et sa dignité. Justement on venait
dans leur temps d’inventer de nouvelles couleurs, plus riches que les autres, de
nouvelles fagons de perspective. De nouvelles sections plus ou moins dorées.??

222 1bid., p. 64.

223 «Réponse A I’Enquéte sur “L’Art et le Public™, Les Lettres Frangaises, 5 April 1946, p. 27, in
Catalogue des Travaux de Jean Dubuffet, ed. by Loreau, 11, pp. 195-96.

22% paulhan, ‘Lettre & Jean Dubuffet’. Repr. in Catalogue des Travaux de Jean Dubuffet, ed. by Loreau, 1,
pp. 235-36.
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Drawing Dubuffet’s art closer to the art of the primitive painters, the writer explained
how during the Renaissance the technicality of the perspective and the golden section
deprived art of its dignity and raison d’étre. As we have observed in the previous section,
the same criticism of the Renaissance’s hegemony and technicality was made in
Dubuffet’s Notes. pour les Fins-Lettrés. In ‘Deux tiroirs’, he accused artists of placing the
art of the Renaissance on a pedestal and of neglecting all forms of popular art, in

particulaf the art being produced outside Europe or by children.

Comme s’il y avait des cloisons, que ce ne fit pas la méme chose, qu’il y et
plusieurs arts. Un qui est bon pour tels — dont on jouit ~ et un autre qui est bon
pour nous — dont on juge.225

As Paulhan, Dubuffet considered the application of technical means, such as trompe
loeil, chiaroscuro or perspective, as restraining processes depriving the artist of his
creativity and freedom. Moreover, these visual trickeries gave, according to Dubuffet, the
impression of a supposedly photographic representation of a reality which was illusory,

and therefore deceived the viewer. In Deux dimensions, he stated:

Ce n’est pas enrichir [la peinture] mais la dévier et adultérer que de viser a des
effets de relief et de trompe I’oeil par le moyen du clair-obscur. Cela a méme un
cOté de tromperie mathonnéte qui rebute. >

Other Notes pour les Fins-Lettrés, ‘Déformations plus motives’ and ‘Plus inventif que le
Kodak’, strengthened the argument:
Aux déformations mécaniques de la perspective linéaire classique — la table en

trapéze, I’assiette ovale — je préfére des déformations procédant d’intentions
expressives, o I’ingéniosité, I’invention, le caprice jouent comme il se doit.

Je me refug%aux contraintes imposées par la perspective visuelle qui limiteraient
ma liberté.

228 Dubuffet, ‘Notes pour les Fins-Lettrés’, in Dubuffet, L’Homme du Commun a 1’'Ouvrage, p. 49.

26 Ibid., p. 47. .
227 .
Ibid,, p. 48.
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As Paulhan and Dubuffet, Parrot announced the complete rupture of Dubuffet’s painting
with tradition, stating its disrespect of ‘conventions and rules’, in the exercise of a ‘total

freedom’:

Sa peinture se présente 4 nous A I’état pur. Ici, plus de conventions, plus de
régles: une totale liberté; J'é'] C’est un peintre qui a peut-étre tout appris, mais
qui ne se souvient de rien. 2

The assumption that Dubuffet’s painting is devoid of art historical references leads Parrot
to believe in its authenticity as he considered it ‘a painting in its pure state’.?*® This
aesthetic authenticity acquires a political dimension when Parrot clearly positioned
Dubuffet’s painting in opposition to an art of ‘resemblance’, the type of art that I have
argued was advocated by the artistic establishment of the collaborationist regimé. This

used the effect of colours to give the illusion of light and shadows:

A lencontre de bien des peintres qui couvrent patiemment leurs toiles de
couleur, calculent au juste poids leur effets, répartissent leurs teintes selon les
régles de la bonne peinture, jusqu’a ce qu’ils aient obtenu la ressemblance ou la
vraisemblance si anxieusement espérée et croient avoir enfin atteint leur but
lorsqu’une touche rose-centre éclaire un pignon délabré, lorsqu’une légére
coloration bleuitre indique que le soir couchant n’est pas loin, Jean Dubuffet ne

recherche pas Peffet. >

Parrot concluded metaphorically on the political aspect of art and its potential to bring
about social reform, an idea, as we have seen, that was dear to the ideology of thé Front
Populaire. He mentioned isolated artists and the graffiti of children as sources of
inspiration for Dubuffet, and posited his work in opposition to the ideals of the French
artistic establishment during the years of the Occupation by proclaiming its success over
adversity. Moreover, he equated the overthrowing of tradition in the artistic field to the
creation of a ‘new order’ for French society after the Liberation, one that could be drawn

together and led by partisans previously associated with the Resistance.

228 parrot, *Jean Dubuffet’, in Tableaux et Dessins de Jean Dubuffet, p. 10.
See Appendix 7 for the totality of the text.

229 1bid., p. 10.

29 1bid., p. 13.
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I a fallu bien des ébauches tracées par des peintres inconnus, bien des dessins
d’enfants inscrits a la craie sur les murs, et cela pendant des années, pour qu’un
jour les tableaux de Jean Dubuffet s’animent d’une vie violente que tous ces
efforts restés vains jusque-13, abandonnés, mais toujours chargés d’intentions,
sont parvenus a éveiller sur la toile. Et peut-étre aujourd’hui suffirait-il d’un seul
mouvement de ces créatures, unies par tant de liens invisibles & celles que nous
admirions autrefois, pour que bien des toiles illustres se démaillent comme de
vieux tricots, pour que I’on se mette & revoir une a une toutes les valeurs de ce
monde de la peinture ot Jean Dubuffet fera demain le jour et la nuit, !

In a direct reference to the dark and confused climate of the Occupation and to the
censorship experienced by both artists and writers, the art of Dubuffet became for Parrot
a symbol of the world that used to be hidden away in clandestinity and that was then in

the process of re-appearing.

Sur cette grisaille ol nous vivons, dans ce climat spirituel qui nous oppresse,
Jean Dubuffet grave ou découvre des lignes et des traits dont le rapprochement
évoque parfois un personnage fabuleux, un pied de pavots sur un désert de
cendre, tout un monde encore confus et ensommeillé que le grain du papier griffé
par la plume a vaccin de I’artiste, réussit & merveille a tirer de ’'ombre. Ce sont,
de fait, de sombres merveilles que ces planches sur lesquelles apparait une
silhouette & demi engagée dans les ténebres, et que I’on voit remonter au jour.232

Another writer to develop the art critical discourse on Dubuffet’s art after the Liberation
was Arland. In his review of Dubuffet’s first exhibition published in Le Spectateur des
Arts (December 1944), Arland concedes to Dubuffet’s paintings a certain number of
attributes which would theoretically make them more accessible to a wider audience.?*?
For the writer, Dubuffet focuses on everyday objects and subjects that are outside the
usual range chosen in traditional art, but are a part of everyday surroundings and are

 therefore familiar to a popular audience.

Autant de sujets que de tableaux ou de dessins: accouchement, voyage de noces,
essayage de chapeaux, scéne du haut négoce... Une histoire? Voici, toutes
mélées, I’histoire du peintre et celle du monde qui le hante. 23

3! Ibid., pp. 17-18.

32 1bid., p. 20.

3 This aspect of Dubuffet’s paintings has been extensively discussed in ‘I1.3.1. Dubuffet’s Exhibition of
1944 at the Galerie René Drouin’.

Arland, ‘Jean Dubuffet’, Le Spectateur des Arts, pp. 23-29.

2 Ibid., p. 26.
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He also introduced what would become the notion of Art Brut that was then in
germination and would be later developed in Dubuffet’s art and writing. In Arland’s
‘Jean Dubuffet’, the premises of this anti-cultural discourse included a harsh criticism of
art institutions such as museums (‘Laissons les morts aux tombeaux et leurs oeuvres aux

3235

musées.”*>”); the rejection of the monotonous repetition of the Greek and Roman artistic

tradition (‘Depuis des siécles, les peintres se figent et s’ennuient a ressasser la funeste

236 . . P
***%); the welcome influences of African and prehistoric

lecon des Grecs et des Romains.
art, of children’ drawings, and of the art of the mentally ill: ‘une statue négre, un dessin
d’enfant, une fresque de Tavant, c¢’est-a-dire I’instinct, la jeunesse, la fraicheur de 1’oeil
et du coeur.’®®” Arland believed that from these influences are revealed artistic
characteristics that ought to be praised, such as ‘instinct, youth and freshness of the eye
and heart’, and there is no doubt that he considered Dubuffet’s art to respond to this new
ideal: ‘Certes 1’on apercoit tout ce que Dubuffet doit & Part négre, aux dessins et

. . sz 9238
peintures rupestres, aux oeuvres d’enfants et d’aliénés.’ 3

While Arland’s argument appears to comply with the artist’s, Paulhan’s and Parrot’s, the
initial impression of flattery in Arland’s exhibition review quickly subsided into a harsh
criticism of Dubuffet’s work and discourse. For the writer, the latter revealed a number of
unresolved contradictions between simplicity and complexity, between passion and

calculation, and between modesty and panache.

Mais aussi une expérience trés complexe, qui méle la passion au calcul, la
modestie A la superbe, I’originalité aux réminiscences: toutes contradictions, et il
en est d’autres, par oll I’oeuvre nous pique et nous charme, mais non pas toujours

comme le peintre I’edt souhaité.

Arland established a certain number of oppositions between Dubuffet’s intention and the

resulting paintings. On an aesthetic level, in opposition to Dubuffet’s aspiration for an art

235 Marcel Arland, ‘Jean Dubuffet’, Le Spectateur des Arts, Premier Cahier, December 1944, p. 23.
See Appendix 6 for the totality of Arland’s text.

26 Ibid., p. 24.

27 Ibid.

28 Ibid.

2 Ibid., p. 23.
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that is ‘simple, direct, almost rudimentary’, showing ‘all the signs of naivity’, Arland

described a very refined and mannerist style.

Est-ce 12 revenir tout & fait au pur instinct? [...] § Car peu d’arts sont et
paraissent plus raffinés que celui-1a. D’ou le premier mécompte qu’il encourt, Ii
veut étre simple, direct, presque élémentaire; il se fait volontairement barbare et
balbutiant et voici des bonshommes aussi schématiquement tracés que ceux des
cahiers d’école: bras et jambes étendus vers les points cardinaux, une petite boule
sur un cylindre, cheveux hérissés, deux points pour les yeux, un trait vertical pour
le nez, horizontal pour la bouche; voici les deux lignes paralléles d’une route, le
carré d’une maison, le rectangle d’un champ qui, dans sa réduction, semble collé
a plat sur la table; voici tous les signes de la naiveté; - mais d’une naiveté qui
apparait comme une extréme coquetterie.24°

According to the critic, having presented itself as ‘popular’ and ‘representative’ of the
‘common man’, Dubuffet’s art failed to express a truly ‘democratic’ voice; instead, it
became ‘an intellectual exercise, an aristocratic and perverse gameb’.241 While the artist
used different forms of popular crafts as sources of inspirafion, Arland believed that he
maintained the distinction between high and low art. Moreover, instead of an art
‘genuinely human’, the writer saw an art devoid of ‘love’, ‘respect’, and ‘even curiosity

for human beings’.

Cet art se veut facile, et c’est précisément a sa rareté qu’il doit son attrait et son
prix. Il se veut populaire, il s’adresse a la foule et prétend la convaincre qu’il
I’exprime et la représente, qu’il est une manifestation parmi cent autres: peintures
de batiment ou peinture de cartes postales, décoration d’objets ou de vitrines et
tout aussi démocratique; mais le peuple ne voit 1a d’abord, injustement, qu’un
paradoxe, un exercice d’intellectuel, un jeu aristocratique et pervers, le dernier
mot de Byzance. Cet art veut étre enfin véritablement humain; mais il n’a ni le
respect, ni I’amour, ni méme, me semble-t-il, la curiosité de I’homme.?*?

On a philosophical level, Arland pointed out the unresolved paradox central to Dubuffet’s -
work and discourse. While popular language is the result of a specific experience and
social environment, the critic argued that Dubuffet simply reproduced the traces of that
experience from which he was otherwise removed. The artist in fact transcribed the

mental image that he had formed of popular art rather than responded to any genuine

0 1hid., p. 24.
1 Ibid.
242 Arland, ‘Jean Dubuffet’, p. 24.
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internal needs. In the words of Arland, his art was a ‘pretence of popular language’, a

‘reflection more than a transfiguration of popular art’. It was a parody.

On ne conteste point que I’art ait beaucoup & gagner aujourd’hui en assimilant
une séve plus rude et plus généreuse, I’art, et d’abord notre jeune peinture, dont
on connait la ferveur et I’intelligence, mais qui parfois, coupée du monde,
s’épuise en une suite d’exercices savants et monotones, a partir d’un théme et sur
un mode donnés. Ce rajeunissement, cette fécondation, les trouvera-t-il en
recourant & un prétendu langage populaire? Lorsqu’une ville de Toscane ou
d’Ombrie défilait dans I’atelier d’un peintre, lorsqu’elle menait en procession une
Piéta a la cathédrale, une Justice & ’Hoétel de Ville, ce n’était pas son image
apparente qu’elle saluait ainsi, mais celle qui répondait a ses voeux profonds. Et
de méme, si le sang et la foi d’un peuple ont pu susciter une cathédrale, du moins
fallait-il que D’architecte leur imposat sa violence et sa loi. Tout art est
aristocratie; tout grand art, s’il veut traduire un peuple, doit en apporter, non pas
un reflet, mais une transfiguration. § Pour avoir trop volontairement adopté un
langage trop naif, pour avoir associé 4 cette naiveté les recherches les plus
subtiles encore que les plus solidement fondées (c’est ainsi que, dans une méme
toile, 4 la figuration par signes enfantins se superpose, non sans crier, la présence
méme de la matiére) Jean Dubuffet risque de voir, quelque temps, le public
négliger dans son oeuvre les éléments les plus authentiques, ceux-1a mémes qui

eussent di le toucher davantage:.243

Indeed, despite the artist’s rejection of academic principles, some of his paintings, such as
Nu Chamarré (‘Bedizened Nude’) (February 1943), Essayeuse de Chapeau (‘Woman
trying a Hat’) (November 1943), and Paysage Vert (‘Green Landscape’) (January 1944),
appear to be quite laboriously made. In order to define different areas in the scene and to
give the illusion of space and volume, they make a very technical and elaborate use of
colour. Nu Chamarré [Fig. 17], Gardes du Corps [Fig. 18], and Danseuse de Corde [Fig.
19] are all representative of human nudes and resemble anatomical studies of bodies
whose different limbs and muscular ensembles have been separated with thick black
lines. Applied in superimposition of layers as is evident from the cracks in the actual
canvas, the different colours in Nu Chamarré contribute to an impression of volume
within each area, not unlike the Fauvist experimentation with colour. This is particularly
the case of the shoulders, breasts, and abdomen whose roundness is accentuated with a
lighter colour on the prominence of the curves. Even the redness of the neck seems to
indicate the shadow of the chin. Moreover, two different colours have been applied to the

upper and lower parts of the picture plane. The contrast between the two colours suggests .

3 Ibid., pp. 24-25.
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a distinction between foreground and background, and seems to define the horizon, thus

hinting at depth.

Similarly to Nu Chamarré, the colours in Essayeuse de Chapeau [Fig. 20] appear more
vivid when experienced directly rather than through reproductions and are in fact very
much akin to Fauvist paintings. The function of colour is similar, yet it does not give
volume to the reclining nude itself, but to the whole picture. Ranging from lighter to
darker tones in the different elements of the picture (the female figure, the sofa on which
she is lying, the background), colour gives depth to the picture plane. The spontaneity so
much praised by Dubuffet is somewhat questionable as an underlying drawing is clearly
visible underneath the intricate hairstyle of the figure and the trees in the background.
Each element in the picture has in fact been re-defined by accentuating the underlying

drawing with the application of thick black lines.

What Arland extensively condemned therefore was the fact that Dubuffet’s art could be
seen as presenting a form of lyricism or manierism. He argued however that this problem
had been resolved thanks to the presence of the ‘grotesque’. Although the world of
Dubuffet’s paintings was described as ‘strange’, ‘pitiless’, ‘tenderless’, ‘violent’, and
‘tense’, it also presented, according to Arland, contradictory attributes that defined it as a

‘dramatic buffoonery’. It was together ‘kind’ and ‘inhuman’, flamboyant and sad.

Monde étrange que celui-13, ol ne rode nulle fadeur, nulle romance; On n’y sent ni
pitié ni tendresse; il est violent et crispé, non pas méchant, plutét empreint d’une
sorte de gentillesse inhumaine et ricanante. C’est une farce cocasse; cela éclate,
cela rutile et pourtant on n’y trouve pas une vraie gaité. Un monde au demeurant
assez lourd, assez pénible, assez douloureux. Car ne nous y trompons point: si
désinvolte que Dubuffet puisse avoir été d’abord, il en est venu & songer 2 la
grandeur et il y vise précisément par le grotesque. [...] A I’instant ol elle pourrait
s’abandonner au lyrisme, surgit une déformation plaisante, un détail saugrenu, une
grimace, [...]. [...] Mais quoi! dieu ou cuvette, la méme force, le méme besoin le
guette et déja le méme sens d’une bouffonnerie dramatique.244

Arland’s use of the word ‘buffoonery’ locates the notion of the grotesque in the

‘carnivalesque’ which, as in the writings of Mikhail Bathkin, acknowledges the ‘common

4 Ibid., p. 26.
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man’, the popular, and its different forms of festivities.?*> The idea of the ‘carnival’
echoes Dubuffet’s and Paulhan’s apprehension of art as a sort of public celebration and
festivity, or circus. It is a transgressi.ve notion in that it is a metaphor for a temporary
reversal of order in which the constructed boundaries between symbolic categories of
hierarchy and values are blurred: high and low forms of art, language of the street and of
the popular versus intellectual discourse, the beautiful and the ugly. Rather than
presenting an inversion of the sfatus quo, the grotesque enables a transgression of the
established binary system of representation, as it is a hybrid form containing all these sets
of oppositions together. Moreover, as a connection to new sources of energy, life, and
vitality, the ‘carnivalesque’ enables the apprehension of cultural practice as a

transformation.?*¢

While we have seen that Arland’s critique of some of Dubuffet’s paintings from his
exhibition at the Galerie Drouin in 1944 was justified, more direct observation will now
show that the artist did apply practically some of his principles in other instances of

inti Lo 247
paintings and were at the measure of Paulhan’s and Parrot’s praise.**

In L’Accouchement (‘Childbirth’) (March 1944) [Fig; 21}, there is no perspective per se
as the point of view from which the scene is looked at varies from one element of the
picture to the next. While the man and the woman attending the event are at a
perpendicular angle with the picture plane, the woman who has just given birth and her
baby boy, as well as the bed on which they are lying, form a parallel with the surface of
the image. While the illusion of depth is made apparent through the progressive range of
colours, the same type of presentation applies to Essayeuse de Chapeau [Fig. 20]. On the
one hand, both the face of the ﬁgure and the back of the chaise longue are seen from the
front. On the other hand, a plane view of the body and the sofa are presented to the

onlooker. It is interesting to note that these different viewpoints are quite engaging for the

245 Stuart Hall, ‘For Allan White: Metaphors of Transformation’, in Stuart Hall, ed. by Morley and Chen,
p. 290-92.

3 This notion was central to Nietzsche’s philosophy which was very influential to Dubuffet’s discourse.

Gilles Deleuze, Nietzsche & Philosophy, trans. by Hugh Tomlinson (London: The Athlone Press, 1983),

?p. xi-xiii and 102-03. : :
" These were examined during the artist’s retrospective exhibition at the Centre Pompidou in 2001

celebrating the centenary of his birth, Jean Dubuffet. 1901-85: Rétrospective du Centenaire.
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viewer who, having initially been startled by the dismantled aspect of the nude and
picture, is then incited to understand such spatial idiosyncrasy. The gaze of the onlooker
thus investigates and wanders in the pictorial space, and as a result, s’he becomes
immersed in a physical experience of the picture. This twist on a traditional subject
matter reinforces the idea of Dubuffet’s rejection of the academic tradition and his

inclusion of the viewer into the creative process.

La Rue (‘The Street’) (April 1943) [Fig. 22] depicts a two-storey building with two
windows and some commercial premises on the ground floor, one presented as a ‘Café
Bar’ and the other one inscribed with the sign-board ‘Tripes’. The overall grim
atmosphere of the picture contributes to the tension between the two front characters
facing one another. Their encounter is witnessed by the figure standing at the balcony of
the first floor of the house, and this entails a different viewpoint inclusive of the
participat'ion of the onlooker who is led to wonder about the reasons and function of the
meeting. On a formal level, the street, the pavement, and the building are defined by
different uniformly-coloured rectangles and therefore appear to be piled on one another
rather than receding towards the horizon. Adding to the lack of depth in the image is the
~ fact that only the heads and necks of the two figures populating the street, rather than the
entirety of their bodies, appear from the frame of the picture plane. This appearance
seems moreover to deliberately present the image as a painted representation. That the
viewer is indeed in presence of a painted representation is reinforced by the thick black
lines defining the different parts of the building, in particular its sides and roof. They
" seem to have been added in the later stages of the making of the painting as they do not
quite correspond to the different coloured areas underneath. Only the roof parodically .
hints at some attempt at perspective in the making of the image. The different coloured
areas not only demarcate each element within the overall scene, but also delimit the
accommodation from the commercial premises in the building, as well as the windows,
doors, and shutters from the rest of the fagade. Thus a geometrical painting, albeit in
natural tones rather than complimentary colours, seems to have provided the basis for
Dubuffet’s painting to which he has then added a few figurative details in the picture,

such as the windows, the shutters, the balcony, the sign-boards of the shops, and the
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presence of people. Adding to the sketchy representation of the narrative details in the
picture, the two faces occupying the street seem to be the result of the application of a
simple trick commonly used by children to draw the profile of a face: the front head and
eye are defined by the shape of a six; the nose is caricatured by a four; the mouth and

chin are symbolised by a two.

As La Rue, Vue de Paris, Le Petit Commerce (‘View from Paris, The Cornershop’) (April
1943) [Fig. 23] is an urban landscape, and the site of the painting is once again the street.
It represents a square populated by four men and surrounded by medium-height blocks of
flats on the ground level of which are located commercial premises, two cafés, and two
shops. The latter’s identity has been lost to the profit of the names of their owners. As
opposed to the previous painting studied, there is a definite wish in Vue de Paris, Le Petit
Commerce to delimit different planes of depth, from the front figures to the rear
buildings, and to mark the boundaries of the square with four trees and the right-hand
building. However, the execution of the different elements in the image, such as the
buildings, the trees, and the people remains very sketchy, with areas of colour covering
the canvas and then being more precisely defined with rough thick black lines. This is
particularly evident when observing the trees and human figures whose apparent rapidity
of execution gives the picture spontaneity and movement that was lacking in La Rue. The
nature of the relationship between the different characters is difficult to establish for the
onlooker as, although being close to one another, they do not seem to interact, their gaze

- . . 248
avoiding one another as if searching when to go next.

With stunningly vibrant colours, Vue de Paris aux Piétons Furtifs (‘View from Paris with
Furtive Pedestrians’) February 1944) [Fig. 24] shows a strong contrast with the two
paintings dealing with the' theme of the street examined above. The street, the pavement,
and the building, as well as the different elements in the latter, are approximately defined
by uniformly painted blocks of a wide range of colours. Adding to the flat texture, the

painting appears to be a close-up of a succession of buildings that one imagines

28 The street as the site for Resistance activities is dealt with in Parrot’s text on the ‘Tableaux et Dessins de
Jean Dubuffet Exhibition at the Galerie René Drouin (1944)’ (111.3.1.).
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continuing beyond the picture frame. Thus, the painting resembles a collage of pre-
coloured torn pieces of paper, and if it were not for the inscription of shops, such as ‘Vins
Charbons’ (‘Wine Coal’), ‘Plats Chauds’ (‘Hot Meals’), and ‘Modes’ (‘Fashion’), and

two couples and two men idling about, it could look completely abstract.

Paysage Vert [Fig. 25] represents a prairie divided into different plots of land and
furrowed by pathways crossed by pedestrians and cyclists. Because the paint is applied
quite uniformly onto the surface of the canvas, and is initially abstract and then defined
into different areas by thick brown and white lines, the characters in the picture appear to
be floating. Moreover, despite the impression of flatness of the surface, the painting is
rich in texture with layers of a variety of vivid colours and shades of greens, blues, reds,
and yellows. Together with the difficulty in distinguishing which layer comes first, these
factors contribute to emphasise the material aspect of the paint. The apparent artificiality
of the picture creates an ambiguous space in which the viewer is invited to take an active
role. Paysage Vert is a good example of a painting by Dubuffet that actually applies
practically all the principles that he had established in his writing: the spontaneity in the
sketchy aspect of the figures, the trees and the house, the lack of perspective and other

visual tricks, the materiality of the paint, and the participation of the onlooker.

11.3.2. The Street

11.3.2.a. Influences: René De Solier, Graffiti, and Children’ Drawings

De Solier was a friend of Dubuffet in the early 1940s, and in his account of their
deambulation in the streets of Paris, he described their fanatical exploration and
enthusiastic discovery of graffiti. In a playful tone, he directly acknowledged the
influence which the atmosphere of the stréet, the games, and graffiti of children had on

the development of an art of freedom and of the discourse of the ‘common man’:

On essaie de surprendre et comprendre ce qui se produit en catimini, graffiti, au
jour de I’école ou du temps libre, dessin d’enfant, de I’enfant vers I’adolescence
ou dans le jeune ige, un laché dans les rues dans les quartiers populaires, ayant la
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‘permission de sortir’, ou quittant ’aire exigué du foyer, sortant et trouvant sa
liberté dans I’aire naturelle du petit citadin, la rue, terrain de jeu.249

Such was the proliferation of graffiti in Paris that the writer saw the street as the support

for a ‘giant popular painting’: ‘Le macadam, ce grand tableau populaire.’*°

In his text on ‘Saint-Ouen: Le Marché’ [Fig. 26], Dubuffet also described the street, and
the market in particular, as the site reserved to the ‘common man’.®' According to the
artist, both the street and the market belonged to the same world and were literally made
of the same substance, as the colours of the macadam covering the street were reflected in
the clothing sold on the market. ‘Les vétements aussi ils me plaisent, d’un ton
uniformément gris-noir empoussiéré comme est le macadam.’**> For Dubuffet, the
market condensed the personal attributes and everyday objects of the ‘common man’ on

one single location:

C’est la féte de I’homme. Alors qu’accrocherait-il bien, qu’étalerait-il, pour se
régaler, mieux que ses oripeaux et attributs et ses menus objets familiers et tout
ce qui lui ressemble ou tient & lui? Ses peignes, ses calegons, ses petites bagues?
[...] Et ses vétements, ses briquets et montres-bracelets, [...].

Moreover, his text reveals a fascination for everyday objects that is not only visual, but
also encompasses the senses of touch and smell in a more complete sensorial experience.
‘Son exhalaison qui est de vin, d’oignon, de cambouis et de cirage.’254 For Dubuffet, the

seller and customer represented two complementary aspects of the same milieu, just as

24 René De Solier, ‘Au Temps des Graffiti, et Ensuite’, in Dubuffet, ed. by Berne (Paris: L'Herne, 1973), p.
275,

%50 De Solier, ‘Au Temps des Graffiti’, in Dubuffet, ed. by Berne, pp. 273-74.

This strong allusion to the figure of the piéton de Paris (‘the pedestrian of Paris’), so dear to the Surrealist
group, demonstrates the importance of the Surrealist inheritance in Dubuffet’s oeuvre.

2! Dubuffet, ‘Saint-Ouen: Le Marché’, in Catalogue des Travaux de Jean Dubyffet, ed. by Loreau, I, pp.
108-10. ‘ i . .
According to the notes in the Prospectus et Tous Ecrits Suivants, the text was written in 1944 with the
objective to write a ‘Guide de Paris’ consisting of ordinary sites and places without any artistic, touristic or
archeological interest.

Prospectus et Tous Ecrits Suivants, 1, note 16, pp. 474-75.

32 pubuffet, ‘Saint-Ouen: Le Marché’, in Catalogue des Travaux de Jean Dubuffet, ed. by Loreau, I, p.
109. '
253 1bid.

2% Dubuffet, ‘Saint-Ouen: Le Marché’, in ibid., p. 110.
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the creator and beholder of art. As such, the market seems to metaphorically become an

exhibition space by and for the ‘common man’.

As we will see, the emphasis on graffiti and the drawings of children as sources of
inspiration inscribed itself within the wider artistic, social, and humanist debate of the
time. In the introduction to the original version of the Préface a un Court Traité des
Graffitis, De Solier established an opposition between the paintings of Dubuffet and
traditional forms of representation. The latter were defined as establishing an equivalence
between image and language, and were therefore reducible to finite forms that were
immediately recognisable by the viewer. On the contrary, the writer argued, Dubuffet’s
paintings did not present any idealisation and immediate readibility of forms, and thus

provoked an awakening of consciousness in the onlooker beyond conceptual norms.?

[Les toiles de Dubuffet] [ont] un pouvoir graphique et pictural inhabituel, en
dehors des représentations fixées jusqu’a maintenant, [...] échappent au discours
[et] rejettent la pensée qui se veut explicite et qui entend achever son explication;
si elles refusent, de par leur nature, cette identité (qui serait limitation, et
dégradation) entre le discours et les formes, ’adjectif et le trait,- c’est parce
qu’elles ne se réduisent pas aux préhensions du spectateur.256

According to De Solier, the fact that Dubuffet’s paintings ‘ignore[nt] ’académisme, la
représentation conventionnelle de I’objet’ differentiated them from the type of academic

art favoured by the establishment. They identified Dubuffet as a revolutionary who

exploited art’s potential to trigger social unrest.?>’?

Cette peinture exerce des ravages tels, que ceux qui défendent le monde pictural
admis, [...] ne manqueront pas de s’opposer, de clamer leur indignation. Qu’ils la
concrétisent! Que les violences contraires passent non dans le discours, mais dans

Iacte.?*

5 De Solier, Préface a un Court Traité des Graffitis, original typewritten copy archived in Paris,
Bibliothéque Littéraire Jacques Doucet, Ms 27.663/6 L.T., p. 3.
See Appendix 8 for the totality of the text.
256 yp.0
Ibid., p. 1.
7 Ibid., p. 2.
2 Ibid., p. 1.
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Because Dubuffet’s type of art was produced outside conceptual norms and reasoning, it
it was to be considered a ‘weapon’ for the viewer to retrieve an ‘active freedom’. ‘En
réaction contre un monde armé de logistique conceptuelle, I’oeuvre devient une arme,
[...] [qui] permet [ I’homme] de retrouver une active liberté.’>® De Solier therefore saw
graffiti and the drawings of children as popular signs of a social revolution that were
appropriated as sources of inspiration by the artist. While the former were seen as the
‘manifestation of a strength which has been clandestinely exhibited’, the latter were
considered to be the expression of ‘a freedom from scholarly’ criteria. ‘[Les] graffiti [...]
sont [...] la manifestation d’une force clandestinement exposée; le dessin enfantin est
saisi d’une liberté trouvée a I’écart des scolarités.”*®® This artistic and social revolution,
De Solier believed, was at the service of a specific type of Humanism which was

reflective of the diversity of human beings.

Plus de miroir; pas de miroir. C’est en vain qu’on recherche un reflet de I’homme
dans la peinture. [...] elle ‘sert’ ’humanisme, [...]. [...] le dessin répond a cette
prolifération, & cette multiplicité, qui peuvent sommeiller (dans l’humain).261

Pre-dating Dubuffet’s Notes pour les Fins-Lettrés and indeed dedicated to the artist, De
Solier’s Court Traité des Graffitis (‘Short Treatise on Graffiti’) (April 1944) reveals an
e\)ident source of inspiration for Dubuffet’s Notes. In a format common to both, key ideas
were summarised in a list of short numbered paragraphs. Although in De Solier’s text, the
overall Surrealist tone seems to poetically collage rather than articulate ideas together, the
issues developed in both texts are very similar. They also form, as we have observed in
section ‘I1.3.1. Dubuffet’s Exhibition of 1944 at the Galerie René Drouin’, the key ideas
in Paulhan’s ‘Lettre 4 Jean Dubuffet’. Describing all forms of technicality as dangerous,
from colour rendering to visual laws, such as perspective and Euclidian geometry,
geometrical abstraction was heavily criticised for encapsulating all the defects of an art
resulting from the simple application of recipies. To this was favoured an art that
exploited the experimentaﬁon with a combination of materials, the importance of chance

in the creative process, and the priviledging of the making over the end result. Governing

9 Ibid., p. 4.
% Ibid., p. 2.
! 1bid., p. 4.
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these practical ideas was a greater artistic and philosophical position against all forms of
Academism: genuine creativity was to take place and to be found outside scholarly
conventions. In this sense, both seem to anticipate the Foucauldian vision that described
education as yet another form of control and Authoritarism. This could be evaded,
according to them, with the release of invention and new modes of expression. The
spontaneity advocated by De Solier and Dubuffet was best illustrated by graffiti, which
they considered as impulsive and audacious. In addition, their anti-traditional stance
advocated the innovative exploration of the properties of the material and criticised the
literality and ready-made comments of market-driven art criticism. Moreover, the
collapse of hierarchy between art and crafts, with painters and decorators becoming a
source of inspiration for the fine-artists, revealed the rejection of the idea of genius at the
heart of the Kantian philosophy. From an art historical point of view, De Solier and
Dubuffet’s fear of the danger of categorisation as simplifying and fixing the meaning of
an artwork implied an acknowledgement of the ‘other’, whetherh as artist or viewer.
Indeed, they wished an art that respected the onlooker’s freedom by opening a space for

his/her own interpretation.?®?

11.3.2.b. Dubuffet’s Métro Series (1943)

Encompaésing Dubuffet’s fascination for the ‘common man’ and children’ drawings, the
Meétro series of March 1943 is also presented by the artist as a rejéction of both academic
aesthetics and techniques. The figures are portrayed in an everyday situation, travelling
- through the underground. They are presented standing or sitting, more often full-face than
in profile, with almost caricatural features, their hats for instance floating on top of their
heads. As such, they are depicted directly without any attempt at achieving the illusion of
photographic resemblance. The frontal view, the simplicity and sketchiness of the mark,

and vibrant colours of the gouaches, which seem to have been coloured in with an effect

%2 De Solier, Court Traité des Graffitis, original typewritten copy archived in Paris, Bibliothéque Littéraire
Jacques Doucet, Ms 27.652 L.T., unpaginated.

The text was a homage to Paulhan’s Clef de Poésie discussed in ‘1.5.1. Paulhan’s Fautrier L’Enragé
(1943).

See Appendix 9 for the totality of the text.
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of aplat, further contribute to give the whole scene a spontaneity which is reminiscent of

the drawings of children.

A close examination will however reveal that some of these gouaches remain traditional
in their making for which not all academic principles have been ignored. One particular
gouaché in the series, Métro (March 1943) [Fig. 27], illustrates particularly well this
point. With a wide range of colours and a rich texture, its painting technique is very
sophisticated. Different tones are used to give the impression of volqmes, such as the
knees of the lady located in the right-hand corner of the picture, or the breasts of the one
sitting in the left-hand corner. The thick defining lines of the figures are in different
colours depending on the individual and the different parts of their body. Usually lighter
in the outside, they also render the three-dimensionality of the figures. Moreover,
although this is not clearly visible in repro&uctions that appear to be very flat, the
observation of the actual artwork demonstrates that the gouache has been applied without
the addition of large quantity of water. Thus remaining quite dry, the texture of the
painted matter has been explored to give different effects, a technique that a child might
not necessarily master. This is particularly evident in the Métro dated 11 March 1943. In
addition, an illusion of depth of field is still present in this particular gouache, as the
figures seem to recede as they move away from the gaze of the viewer, the front figures

overlapping the ones further back in the space.

In all but one of them, there is no evidence or any allusion to the war and Occupation. In
Métro: Rauchen Verboten (March 1943) [Fig. 28], the contrast b¢tween two words in
German, ‘RAUCHEN VERBOTEN' (‘smoking forbidden’), and the French signalling
orientating the commuters to sitting or standing positions (‘Voyageurs Assis | Voyageurs
Debouts’) indicates the presence of the German occupant in the French capital.”®®
Generally, the underground was a place of inevitable encounter between the French
population and the German officers, and sometimes a site of fear and ‘confrontation

during searching, as is expressed in De Solier’s account of the Arroseur de Métro.

2 1t could also be a reference to the black market which had diminished the provivsioning of fellow
smokers.
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Moreover, De Solier mentions several anecdotes of the adventure that he shared with
Dubuffet in the metro which could be seen as having provided the artist with a great deal
of inspiration for his later experimentation with unusual materials and interest in matter;
the picking-up of cigarette butts, burnt matches, bolts, feathers, as well as the formation

of stains and figures under the Arroseur de Métro’s water-jet.”®*

But more symbolically, the metro had been the precise location of the first assault on the
German occupant by the French Resistance. On 22 August 1941, the Marine officer
Alfonse Moser was killed in the Barbés-Rochechouart underground station in Paris by a
commando formed of three young communists, led by Pierre Georges, the future Colonel
Fabien, This event started a chain of similar attacks in the following months and marked
the beginning of a new form of armed fighting, guerrilla, as it targeted not only the
structures of the Occupation army, but also its men. Moreoyer, it reflected the
determining effect that the entry of the Parti Communiste had on armed Resistance in
shaping a genuine ‘shadow army’ and clandestine State inside the French occupied
territory. However, as will be developed in section ‘II1.3.2. Les Otages: Peintures et
Sculptures de Jean Fautrier Exhibition at the Galerie René Drouin (1945, it posed the
burning and controversial question of the validity of ‘immediate action’ on one or several
individuals. Not only unpopular, these direct actions were considered to be suicidal and
inefficient as the Occupation authorities were counter-stroking with the execution of

hostages.”®®

- I1.3.2.c. Dubuffet’s Messages Series (1944)

The Messages series consists of newspaper-cuttings on which Dubuffet has written short
notes, or has made abstract grid or cloud-like stained drawings. These have been made

with black or white ink, or well-diluted gouache. Some of them are very much

%4 De Solier, ‘Au Temps des Graffiti’, in Dubuffet, ed. by Berne, pp. 277-78.

- This is particularly evident in the paintings forming the Mirobolus, Macadam & Cie: Hautes Pdtes series,
as we will examine later in ‘IV.1.3.",
%5 Azéma, De Munich & la Libération, pp. 240-41.
See section ‘111.3.2. Les Otages: Peintures et Sculptures de Jean Fautrier Exhibition at the Galerie René
Drouin (1945),
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reminiscent of the graffiti to be found on the walls of occupied Paris. While most
newspaper-cuttings seem to have been used as a support for the artist’s own inscriptions
which, covering the whole sheet, make it impossible to read the content of the ﬁewspaper
articles, some of the text in either French or German is decipherable and are direct
references to the historical and political situation of the time. June 1944, the time when
the series was made, was a particularly memorable historical moment of the Liberation of
the French territory by the Allied forces whose landing in Normandy had taken place on
the 6™ of that month. In addition, the newspaper-cuttings that act as a support for the
Messages inform the viewer about topical issues at the time the series was made. I
propose to examine the headlines which tell us about the context in which the series was
made and about issues that concerned the ‘common man’ who was, as it has been
established, of particular interest to Dubuffet. These include the living and working
‘conditions of prisoners and recruits for the S.T.O. (Service de Travail Obligatoire) or
‘Compulsory Work Service’ in Germany among the French labour force, as well as the
daily life in occupied France, in particular the experiences of shortage, salvage, and the
black market. The captions also demonstrate, I argue, the shifting character of culture
dependent upon the hegemonic ideology at a particular historical moment. This is
particularly the case of the role which the Chantiers de Jeunesse (‘Youth Club’) and
censorship played in the Vichy propaganda apparatus, and the case study of Marcel Déat
as illustrating a common political shift from left-wing to extreme-right ideology and
subsequent adhesion to the collaborationist government. Moreover, the Messages series
was exhibited at the Galerie André in April 1945, just before the capitulation of the Third
Reich on 8 May. This makes particularly poignant the headlines outlining the main
historical events leading to the well-awaited moment of the Liberation, such as the
construction of the Atlantic wall as one of the strategies of war adopted by the German

army, the slow American involvement in the war, and the different stages of Allied

victory.

Dubuffet’s concern for the ‘common man’ is particularly evident in the headlines of the

newspaper sheet supporting the Message entitled Ledru-Rollin sortie de métro... (25 June
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1944) [Fig. 29]. They deal with the theft of parcels destined for prisoners and with the

consumption of coal and wood for gasogenes:

Aidons ceux qui travaillent pour nos prisonniers. Des postiers volaient des colis
destinés aux prisonniers.

Avis 2 tous les consommateurs de charbon de bois et bois pour gazogénes.266
Despite the collaboration and the end of the war, the condition of prisoners was a public
concern at the time that the Message was produced. By 1944, half the prisoners from the
1940 disaster remained, i.e. around 940,000 men were spread between 14 Oflags that
were specifically designated camps for officers and 56 Stalags that functioned as work
kommandos. The latter formed a ‘base camp’ from which the prisoners were allocated to
different workplaces, such as farms and factories. While the brutality of discipline
enforcement varied from one camp to the next, the prisoners .generally lived in a
hygienically-poor environment, and were particularly cold in the winter and in the camps
situated further east. Most of all, they suffered from loneliness and were very hungry,
particularly during the last months of captivity, which was the time when the article was
published. In these conditions, the arrival of familial parcels was particularly welcome,
even if they rarely reached their destination [Fig. 30]. In the case of the article mentioned,
the postmen were themselves responsible for their theft. It is interesting to note that
despite an initial inclination in favour of the Pétainiste ideology as well as the German
and Vichy propaganda in the camps with publications such as Trait d’Union, very few
prisoners regained their freedom with little more than disillusion and scepticism. After
" the end of the war, some 50,000 prisoners never came back from Germany as they
became the victims of Allied bombing, malnutrition, or severe epidemics such as -
typhus.?®” That the actual content of the newspaper-cuttings used by Dubuffet was not
only a support, but also an integral part of the artworks is demonstrated in this particular
case by the Message dated 24 June 1944. Not only appearing to copy the typical letters
sent from soldiers from the front in an attempt to reassure their families, the message also

seems to follow the lines of a barbed wire. This re-affirms the artist’s concern with the

%6 Other headlines include: ‘Les “Charognards” (suite). AVIS AUX SINISTRES. La Voix du Reich, CONCERT
PUBLIC’,
%67 Azéma, De Munich a la Libération, pp. 176-79.
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conditions of prisoners at the time. ‘Ma santé toujours excellente et je ne m’ennuie pas du

tout.” (‘My health still excellent and I am not bored at all.”) [Fig. 31]

Within the same theme, the newspaper support for Message: Toujours bien dévoués a vos
ordres (25 June 1944) [Fig. 32] includes an article entitled ‘Pour les ouvriers én
Allemagne’ (‘For workers in Germany’). By the time the Messages were made, there had
already been several failed attempts at recruiting French workers to be sent to Germany
so that they could contribute to the war efforts. In the summer of 1942, Pierre Laval had
proposed La Reléve, a measure that would free one French prisoner in exchange for three
French workers to be sent to Germany [Fig. 33]. Despite what he considered to be an
initial incentive, the appeal for French volunteers to work in Germany in place of the
workers fighting on the Russian Front was unsuccessful.?*® The German occupants thus
implemented yet another ‘collaborative’ apparatus to exploit the French resources, the
S.T.O. (Service de Travail Obligatoire) or ‘Compulsory Work Service’, which, from
February 1943, mobilised and sent French workers to fulfill Germany’s increasing need
for manpower.269 Both German and Vichyssois propagandists had praised the material
advantages that would welcome these ‘work deportees’ in the ‘Socialist’ Germany. The
650,000 who had succumbed to this argument would be more than disappointed: they
were used as mere tools by both State and private companies with no consideration for
their qualification. Their living and working conditions resembled very closely the ones
of their emprisoned comrades: accommodated in camps, they worked from 11 to 12
hours, and suffered from loneliness and hunger to such an extent that at the end of the
war, about 10% of them had to be medically treated for tuberculosis. During work, the
discipline was very strict, with the recalcitrants being sent to disciplinary camps, and
even occasionally to concentration camps. 5% died, some of them under the ruins of

German cities bombarded at the end of the war.?”°

268 Jean-Louis Celati and Pierre Cavillon, Chronique de la Rue Parisienne: Une Décennie a travers Articles
et Photos de Presse. Les Années 40 (Paris: Editions Parigramme, 2000), unpaginated.

2% prost, Petite Histoire de la France, p. 45.

270 Azéma, De Munich a la Libération, pp. 179-80.
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Another article on which ‘is written the Message entitled Ledru-Rollin sortie de métro...
deals with everyday life in Occupied France in its reference to the consumers of coal and
wood for gasogenes, which had become rare commodities at the time. In fact, if the
‘common man’ and his family were living in a big city with no relatives in the
countryside, they found themselves increasingly cold and huhgry as the war took its toll.
Because of the English blocade and the interruption of traditional economical exchanges,
as well as the gluttonous appropriation of the German occupants, the shortage covered all
areas of life, from food and coal to everyday clothing, household materials, and cleaning
products. Rationing was implemented by the State in September 1940 and extended in the
autumn of 1941 [Fig. 34]. The rationed supplies worsened to such an extent that in 1943,
the ration cards guaranteed 1,200 calories, only half of individual daily requirements.
Depending on their nutritional needs, the French population was divided into 11
categbries, from the babies and toddlers to the elderly with additional rations for pregnant
and breastfeeding women as well as heavy workers. The teenagers from urban working
class families were the ones to suffer from a high rate of mortality, and deficiencies in
height and weight of almost 20%. Those who could afford it had recourse to the black
market that was not even condemned by the State. A law of 15 March 1942, which
- codified the repression for illicit transactions, excluded the economical exchanges ‘for the

direct satisfaction of personal and familial needs.’*"!

Governing the daily life of the ‘common man’ during the Occupation was the Fascist
system of thought, which is the subject of some of the Messages’ newspaper-cuttings.
 This is the case of the article entitled ‘La dissolution des Chantiers de Jeunesse’ in the
Message: Toujours bien dévoués & vos ordres. It deals with one example of the tools -
commonly used by all totalitarian regimes to communicate and instil their ideology
among the masses: the role of the Chantiers de Jeunesse in the Vichy propaganda
apparatus [Fig. 35]. With the victory of Germany and the signing of the armistice in June
1940, the Vichy government demonstrated their acceptance of the French defeat and their
belief in Europe becoming German. In this perspective, the collaboration with the

German occupants and the implementation of a regime inspired by the National-Socialist

! 1bid., pp. 160-62 and 164-65.
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model would guarantee France a seat of honour within the future of German Europe. The
National Revolution organised by the Vichy regime established a rupture with the past on
the institutional, political, economical, social, and religious levels [Fig. 36]. The French
République was replaced by a French State based on a cult of the personality, with the
Head of State, the Maréchal Pétain, taking charge of all powers and appointing the
Ministers [Fig. 37]. These were chosen amongst the militaries, higher officials, and
technocrats, to the expense of parlamentaries and all democratically-elected positions.
Some ministers of the Front Populaire were prosecuted. Replacing the slogan Liberté,
Egalité, Fraternité’ by ‘Travail, Famille, Patrie’, the Vichy regime advocated a return to
the countryside and large families, and was officially supported by the Church. For the
communication of the Pétainiste doctrine and values, the regime put in place a complex
apparatus of propaganda.?’* At the centre of this national revolution was the youth which
it was essential to convince and shape. A range of organisations were created for that
purpose, the most famous of which being the Chantiers de Jeunesse. These consisted of
enrolling young French people aged 20 from the South zone to undertake a sort of
national service for 8 months. Under almost military discipline and with the teaching of
civic lessons, they performed different missions to collective ends. While the Chantiers
de Jeunesse did not have any official doctrine per se, the lessons were very much imbued
with Catholicism and Maréchalisme.r” Although implemented by the collaborationist

Vichy regime, they were seen as a threat to the power of the German occupants in the

North zone.

In other cases, the Messages are not clearly legible as they are covered with cloud-like
stained drawings, such as in Ca t’apprendra a fermer la gueule (19 June 1944), or
abstract grid, such as in Je pense a toi (June 1944), Georges arrive demain matin... (17
June 1944), Que j’aime pas les femmes saoules les emmerdeuses (19 June 1944), Vy que
J'aime pas qu’on se foute de ma gueule et tu peux lui dire (27 June 1944) [Figs 38-42]. It
is possible that this fact was an allusion to another aspect of Vichy propaganda, the

censorship of artists and intellectuals who did not agree with the ‘new order’. These faced

272 prost, Petite Histoire de la France, pp. 49-51.
13 Azéma, De Munich & la Libération, p. 95.
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a complex situation and found themselves caught between the exigences of the German
administration of the North and the Vichy regime in the South until November 1942
when Germany took over the totality of the country. The German service of propaganda
was very well structured with two organisations, the Propaganda-Abteilung Frankreich
and the Embassy, which assumed the respective responsibilities of censorship and
cultural exchanges. In addition, the Reich representatives had taken control of and
‘aryanised’ the great publishing houses Nathan, Calmann-Lévy, and Ferenczi. Other
German measures included the careful organisation of paper shortage for publications
that were not committed to Nazi propaganda. Further constraints for artists and
intellectuals were added by the Vichy regime whose cultural project based on the
‘renaissance’ of France was an important part of the National Revolution. Exclusion and
censorship were therefore equally important on the other side of the demarcation line:
Freemasonry had been dissolved in August 1940 and in October 1940, the Statut des Juifs
. had established the legal interdiction for any Jew to possess any company or to have
access to any influential and cultural professions.?’* Censorship and control were strict
over photography, cinema, radio, and all types of publications, whether press or books, as
they were dependent upon the Services de I’Information directed since February 1941 by
'the authoritarian and fanatically Pétainiste Paul Marion.’” Censorship could even be
retrospective as in the case of the Otto lists of titles to be withdrawn from bookshéps in

the North, a measure that was adopted later in the South as well.”

As we will examine in more detail in section ‘IV.2.1. Collaboration, Communism, and
" Anti-Semitism’, the adhesion to a specific ideology was however not as precisely
motivated during the French Occupation as one might retrospectively expect. The .
reference in one of the articles to Déat in Message: Toujours bien dévoués a vos ordres
illustrates this point. His career path illustrates a departure from an engagement with
Socialist ideology to the embracing of active collaboration, an extreme shift in political

orientations which was far from being an exception during the fight for political power in

274 See section ‘IV.2.1. Collaboration, Communism, and Anti-Semitism’.
" Goetschel and Loyer, Histoire Culturelle et Intellectuelle, pp. 78-79.
%76 Pascal Ory and Jean-Frangois Sirinelli, Les Intellectuels en France: De I'Affaire Dreyfus a Nos Jours
(Paris: Armand Colin and Mason, 1992), p. 124,
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the 1940s in France.?”” At the time of the Messages series, Déat had been Minister of
Labour and National Solidarity for the collaborationist government for a few months. A
philosopher and politician, he had joined the Socialist S.F.I.O. in 1920. Having been
elected to represent the Marne County in the Chamber of Deputies in 1926, he had
opposed the Party’s 1932 refusal to participate in Herriot’s Radical-Socialist government
and was expelled from the caucus a year later. The politician had then formed his own
party, the Parti Socialiste de France, under the motto ‘Ordre, Autorité et Nation’ (‘Order,
Authority and Nation’), and had become in 1935 a member of the Union Socialiste et
Républicaine (U.S.R.) that would itself join the Front Populaire in 1936. However,
despite his Socialist background, D¢at, in his capacity of Deputy for Angouléme, had
voted in favor of the full powers to Pétain on 10 July 1940. While reviewing the
departure of the first contingent of the Légion des Volontaires Frangais contre le
Bolchevisme at Versailles together with Laval on 27 August 1941, he had been wounded
in an attempted assassination. Having founded le Rassemblement National Populaire
Collaborationniste later in the year, he had rallied support for returning Laval to power as
dauphin of the Pétain’s government. He published L'Oeuvre and agitated for
collaboration until 1944. His loyalty was rewarded with his appointment of Minister of

Labour and National Solidarity in March 1944.27®

One of the main events of the historical progression leading to the well-awaited moment
of the Liberation was the attack on the Soviet Union by the German army on 22 June
1941, and subsequent resistance by the Red Army. This led to the construction of the
Atlantic Wall, ‘Le Mur de I’Atlantique’, the subject of another article in the newspaper
cutting of Message: Toujours bien dévoués a vos ordres. The Russian opposition had
surprised the German staff that had been forced to transfer a great number of troups from
the Western Front. Moreover, the USA had announced their involvement in the war in

December of the same year, and this had increased the probability of an Anglo-Saxon

277 “Marcel Déat a été regu au club de la presse.’

278 Déat fled to Germany after the Normandy landings and was received by Hitler who gave him his support
for the creation of a Vichy government in exile at Sigmaringen, the Commission Gouvernementale
Frangaise, renamed in 1945 the Comité Frangais de Libération. He was tried and sentenced to death in.
absentia by the French Court on 18 June 1945, and found refuge in an Italian monastery where he died in
1955,

Prost, Petite Histoire de la France, p. 119.



101

invasion. As a result, Hitler had decided on the construction of the Atlantic Wall for the
reinforcement of the German defence system along the coast-line of the northern Sea to
the Channel and the Atlantic Ocean. Started in 1942 by the organisation Todt, the project
was colossal as it supposed the edification of 15,000 constructions, including
fortifications, artillery batteries, bunkers on the beaches themselves, and various
obstacles to the invasion along the coast and rear-country. Despite the efforts of the
Marshall Rommel and 450,000 workers, the project was not even complete by 1944,

700,000 men were mobilised to operate this gigantic apparatus.

The newspaper support of Message: Toujours bien dévoués a vos ordres also reports ‘Les
pertes [illegible] américaines’ (‘American losses’). Despite the common assumption that
the American soldiers were the ultimate liberators of German oppression in Europe, the
USA had refused to enter the war even after the German invasion of northern Europe and
the official collaborative agreement between Hitler and Pétain. Moreover, their eventual
participation was far from being disinterested.?” Their concrete involvement only started
on 8 November 1942 when they landed in North Africa. However, hostile to De Gaulle
and his France Libre, they had operated without the support offered by the resistants that
they had left in the hands of the Vichy authorities. In North Africa, they validated the
power held by the collaborationist Admiral Darlan, and after his assassination, supported
the General Giraud, his substitute who pursued the Vichy policy overseas.?*® While De
Gaulle, supported by the resistants, prepared for the administration of France at the
Liberation with the organisation of a democratic government in Algiers, the
* Gouvernement Provisoire de la République Frangaise, the USA wished to place the
liberated territories under the authority of a military administration formed of different -
Allies, the ‘Allied Military Government of the Occupied Territories’.?! Since 1940, they
were considering France to be a second-rank nation and they believed that it was their

duty to assume the now empty position of world supremacy. In addition, the US defence

%7 One cannot prevent oneself from noticing that history has been repeating itself ever since.

280 Moreover, the Americans did not require the abrogation of anti-Semite laws implemented by the Vichy
regime, :

21 In July 1943, this type of government was tested in Sicily where the Anglo-Saxons had forbidden all
political life. ,

Azéma, De Munich a la Libération, pp. 44 and 52-55.
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ministry mistrusted the forces of interior Resistance for being composed of a majority of
communists whom they conveniently thought hungry for civil war, and ignored the role
that the civil population could play in winning the war. Roosevelt was therefore
convinced that the ex-occupied French population would be grateful for Anglo-Saxons to

take power until they could express their opinion in their votes.?®?

In a direct reference to the Occupation, some of the Messages’ newspaper-cuttings are in
German. The headlines on which is written the Message: Dubuffet est un sale con, un
Joireux, un enculé (24 June 1944) [Fig. 43] read: ‘Bomben-Wiiste der Betreter -
Franzosicher Stidte zersért — 30000 Rote Fahnen iiber Rom.” (‘A desert of bombs
(bombing) from the invaders - French towns destroyed —- 30,000 red flags above Rome.’
Although the date of the newspaper itself does not appear, we can safely assume that the
date indicated on the Message is correct. The specific historical event to which it refers is
Hitler’s last attempt to regain military control and to recapture Rome from the Allied
forces on 4 June. However, Italy already had in June a new government that had
concluded an armistice with the Allies whom they had joined in the war. Indeed, eager to
avoid an imminent public upheaval due to the economic hardships of the war and pressed
by the Allied landing in Sicily in July of the previous year, the King and the army
commandment had urged Mussolini, already abandoned by the Fascist Party, to resi gn.283
Moreover, despite the crushing of his troups during the Allied landing on 6 June 1944,
the German leader still believed his unmanned bomber planes and ballistic missiles could
win him back the war. Hence the bombing of French towns mentioned in the article. This

is again referred to in the Message: Emile est reparti (ce matin et il n’a rien su) dated 17

282 Ibid., pp. 299-300.

283 Norman F. Cantor, Western Civilization, Its Genesis and Destiny: The Modern Heritage. From 1500 to
the Present (Glenview, Illinois: Scott & Foresman, 1971), p. 1031.

In complete paradox with the importance of the events presented in the headlines of the newspaper is
however the staging of the artist’s own satire: ‘Dubuffet est un sale con, un foireux, un enculé.’

Most Messages bear little informative notes of the everyday type, supposedly addressed to friends and
functioning as some intimate telegrams: George arrive demain (17 June 1944), Toujours bien dévoués a
vos ordres (25 June 1944), Je pense a toi, Vu que j'aime pas qu’on se foute de ma gueule et tu peux lui dire
(27 June 1944), Ca t’apprendra a fermer la gueule (19 June 1944), Que j'aime pas les femmes saoules les.
emmerdeuses (19 June 1944). Others ressemble the little notes left on front doors to indicate the absent
resident’s whereabouts to potential visitors: La clef est sous le volet. J'ai a te parler / légumes / journaux /
tabac / Henri. Attends moi, je reviens de suite.
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June 1944 [Fig. 44] whose headline reads: ‘Bombenregen’ (‘Rain of bombs’ or ‘It is

raining bombs’).

11.3.2.d. Dubuffet’s Illustration of Guillevic’s Les Murs

Dubuffet’s treatment of the subject of the street gradually moved away from a general
overview of the theme with the portrayal of urban landscapes and the underground to
-focus onto one specific element of our everyday surroundings, Les Murs (‘The Walls’).
Dubuffet started Les Murs series in February 1945 with two monotypes, a series of
gouaches, and three large canvases, Rhéteur au Mur (March 1945), Fumeur au Mur
(April 1945), and Mur aux Inscriptions (April 1945).2* 13 of the 15 lithographs for
Guillevic’s Les Murs together with other paintings and drawings inspired by walls, such
as the Messages series previously observed, as well as prints for Ponge’s Matiére et

Mémoire were exhibited at the Galerie André in Paris in April 1945.2%

In the National Touring Exhibitions catalogue of Dubuffet’s Walls: Lithographs for Les

_ Murs, Helen Luckett recalls Dubuffet’s own words:

As of 1945, my paintings distanced themselves even further from prevailing
standards. The bright colours that had made access easier disappeared, making
way for triturations that were more and more opposed to everything that seemed
pretty and attractive at that moment. At the same time, the drawing of the
figurative objects moved further and further away from what was usually judged
to be good drawing.286

Although it is tempting to regard Les Murs as yet another example of Dubuffet’s
departure from traditional modes of representation as is expressed in the above quotation,
I propose to compare the lithographs and Guillevic’s text which they illustrate, and to
situate these in the historical context in which they were made. A collection is to be
understood as an association of images and poem, and together with the specific context

of the Occupation, this essential aspect of its meaning fails to be addressed in the

2% The latter will retrospectively be included in the Mirobolus, Macadam & Cie: Hautes Pates series.

%5 Helen Luckett, ‘Chronology’, in Dubuffet’s Walls: Lithographs for Les Murs, exh. cat., ed. by Harry
Gilonis (London: Hayward Gallery Publishing, 1999), p. 7.

% Luckett, “Chronology’, in ibid., p. 10.
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aforementioned publication.?®” In Harry Gilonis’s text revealingly entitled ‘Re-invented
from Scratch: Dubuffet and Guillevic’s Les Murs’, the focus is on establishing a

comparison with prehistoric paintings and graffiti:

Some [of the prints] feel almost pre-human. The Stone Age cave-paintings at

Lascaux had been discovered in 1940; critics vied to link current art to
prehistory. Dubuffet was a ‘graffitist of caves®. 288

I will however contend that Dubuffet’s Les Murs series represent much more than just an
aspect of everyday life and the support for the expression of the ‘common man’ through
graffiti: in the context of German oppression, they symbolise the delimitation and
framing of human actions and movements, as well as borders that are both geographical

and metaphorical.

The cover of the collection, Mur au Parachute (‘Wall with Parachute’) (January-March
1945) [Fig. 45], seems to represent the remnants of a wall as the lines demarcating the
individual bricks have all but a few disappeared. What remains is a dark surface onto
which has been scratched words, initials of Dubuffet’s friends such as Francis Ponge, the
artist’s own name, letters, numbers, a head reminiscent of a child’s drawing, a caricatured
phallus, and a simpl'iﬁed man hanging from a parachute.?®® Despite being the focus of the
title of the print, ‘Wall with Parachute’, the parachute appears only as one of the elements
in the picture without occupying any central or priviledged position. All components in
the picture are typical of graffiti to be commoﬁly observed on walls and are condensed
onto one horizontal band, as if corresponding to the most comfortable level onto which
the presumed author of this graffiti could have given free rein to his/her expression. The
title of Les Murs is clearly written at the tdp of the band as if appropriating into the
artistic sphere a portion of a wall resulting from the everyday marks of the ‘common

man’. Because of the otherwise abstract general appearance of the print, the words Les

%87 See Appendix 10 for the totality of the text and its English translation.

288 Harry Gilonis, ‘Re-invented from Scratch: Dubuffet and Guillevic’s Les Murs’, in Dubuffet’s Walls, ed. .
by Gilonis, p. 14.

2 As we shall see in section ‘IV.1.3.°, the scratching of matter in the lithographic process would be
translated into painting in the next series, Macadam, Mirobolus & Cie: Hautes Pdtes series of 1945.46.
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Murs appear prominent. Thus, this particular lithograph, as the cover of the publication,

introduces the subject matter of the wall both visually and textually.

I. Les murs sont compagnons,
Posés toujours qu’ils sont pour le coude et la paume
Et dressés vers les yeux,
Ayant un peu de terre
Ou confier leur bonté quand ils en ont excés
Et paraissant avoir prouvé leur innocence
A se trouver dans I’air tout en vivant de noir.2%

In Guillevic’s text, the walls are metaphorically presented as the accomplices of human
actions and the witnesses of past dark events, such as the shooting of hostages, or the
traces of emprisoned life. This idea of the walls as bearers of human sufferings is echoed
in the frontispiece of the collection representative of a man collapsing onto a wall, Mur et
Homme (‘Wall and Man’) (January-March 1945) [Fig. 46]. While the viewer is presented
with the result of a failed attempt at parachute landing, there is doubt whether the man
has collided onto a wall and is viewed from the side, or has crashed onto the pavement
and is seen from above. As a consequence, the onlooker’s notions of verticality- and
horizontality are blurred.*! Although the protagonist has put his hands forward in a
reflex movement of protection, he is emptying his guts and his limbs are dismembered.
The atrocity of the event is made more palpable by the gesturality of the image which is
more akin to a gouache than to a lithograph. Differing so much from the previous print,
the lithograph announces the variety of printing methods present throughout the
publication. The image is echoed in Guillevic’s text in which moss and lichen are

~ associated with wounds and blood stains.

11. Bien des murs sont tachés
De mousse ou de lichen couleur de vagues
Qui & peine émergés
De I’eau ti¢de et du sel ol vivre prend figure
Laissent de pierre a nu
Aussi gros que la plaie & ne pas trop montrer,
Plutdt chérir quand on est seul. 2%

0 Guillevic, ‘Les Murs’, in Dubuffet’s Walls, ed. by Gilonis, p. 43.

! The attention of the viewer is again solicited in the print entitled Mur a I’Oiseau (*Wall with Bird’) in
which a bird seems to be perched on top of the print. This defines the latter as indeed a re-presentation.

2 Guillevic, ‘Les Murs’, in Dubuffet’s Walls, ed. by Gilonis, p. 43.
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In Homme Coincé dans les Murs (‘Man Trapped in the Walls’) (11 January 1945) [Fig.
47], a man is presented caught between walls. Just as the cover of the collection, the
lithograph copies the graffiti of the ‘common man’ to be found in real life. A series of
elements seem to have been scratched onto the surface of the wall: the artist’s own name
and his wife’s ‘Lili’, undecipherable words, initials such as EC, letters, numbers, and a
caricatured phallus. In addition, the artist entertains with the viewer several playful tricks
between representation and illusion. Firstly, the figure is presented from different
viewpoints: his head is shown in profile, while his body is viewed frontally with the
_closure of his jacket and the tie that he wears in the middle of his trunk. Secondly, it is
difficult to decide whether Dubuffet or the man represented in the picture is the author of
the date of the print, as ‘11 janvier 1945’ can be read just above the latter’s hand.
Moreover, both the facts that the man is framed by the demarcating lines of the different
walls in the image and that the borders of the printed material follow the contours of a
house indicate that the figure is indeed caught between walls. It seems that if the house
were to be cut-out and re-assembled, it could literally emprison the character. In its
allusion to emprisonment and censorship, Guillevic’s poem illustrates perfectly the idea
of the walls delimiting and framing our actions, movements, and thoughts, as well as
establishing borders that are together geographical, mental, and metaphorical. In this
perspective, the date of the print could be an allusion to the number of days that the
prisoners inscribe in their cells while waiting for the moment of their liberation.
Moreover, January 1945 already foresaw the imminent capitulation of the Reich in May
and the implementation of a new democratic French government, the first concrete sign
of the Liberation from the German occupants that had been so much awaited. Taking that
historical element into consideration, the print could be said to present the greater

metaphor of the awaited Liberation.

III. C’est dans les murs
Que sont les portes
Par ol I’on peut entrer
Et par 'une
Arriver.
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V. Les murs quand ils sont hauts,
Surtout ceux qui n’ont pas fenétres et rideaux,
Qui ont trainées parfois de gris jaune et de noir

Dessous les cheminées,

Sont bons pour étre écrans aux visions des passants
Qui n’y trouvent pas forme ni legon,
Mais soupirail:

Un géant rouge a fait grand signe
Et sur les toits ses pieds sont vite,

C’est au ciel qu’il s’en prend,

C’est 2 I’été. Il a du feu entre les bras.

Il a laissé tomber un astre ou un enfant.

11 dit: Vengeance. 1l se rasseoit.

C’était un pauvre.293

Amidst the graffiti covering the almost enfirety of Lithograph XI, Mur et Gisant (‘Wall
and Effigy’) (18 January 1945) [Fig. 48], a ghost-like figure seems to be appearing or
vanishing. Present or absent, alive or dead and already in a state of decomposition, one
could not say, but its appearance is definitively emaciated, with pron:iinent ribs, inexistent
arms, a heavily wrinkled face grimacing in pain, and hahds in a movement of protection
or rest. The scaring of the tortured body and its decay seem to be respectively echoed by
the scratching of the wall and the chemical process of lithography. There is no indication
of the cause of such a state in the print, but a cue might be given in the next print of {he
collection, entitled Mur et Avis (‘Wall and Notice’) (January-March 1945) [Fig. 49]. It
shows a man passing by a wall on which has been posted a notice (‘avis’ in French).
Now, ‘Avis’ is also the title of a poem by Eluard, whom Dubuffet had befriended in fhe
winter of 1943 and who had contributed a poem to his first exhibition at the Galerie
- Drouin in 1944.%* Eluard’s poem depicts a dying resistant fighter, who, despite having
been subjected to torture, did not succumb to confession. Relieved of his torments thanks
to his approaching death, yet suffering and agonizing, the thought of the solidarity of his

resistant fellows who will no doubt avenge him, restores his peaceful mind.

La nuit qui précéda sa mort

Fut la plus courte de sa vie

L’idée qu’il existait encore
Lui brilait le sang aux poignets

3 Guillevic, ‘Les Murs’, in ibid, pp. 43-44.
4 See the corresponding sections ‘I1.3.1." and ‘IIL.3.1.°, as well as chapter ‘1.2. An Intellectual Milieu:
Dubuffet, Fautrier, and the Resistant Writers’.
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Le poids de son corps I’écoeurait
Sa force le faisait gémir
C’est tout au fond de cette horreur
Qu’il a commencé a sourire
Il n’avait pas UN camarade
Mais des millions et des millions

Pour le venger il le savait
. 295

Et le jour se leva pour lui.
Guillevic’s verse that is illustrated by the lithograph Mur et Gisant is even more potent.
Echoing Dubuffet’s lithograph in which the wall and the figure seem to be formed of the
same matter as if the figure were the result of the violent attack of scfatching marks on
the wall, Guillevic’s poem establishes a correlation between the wall and human destiny.
In particular, he condemns the natural tendency of human beings to censor their own
actions and thoughts, and to thus emprison themselves mentally. In this light, taking on
different personae, in turn the witnesses, accomplices, or obstacles of past and current
events, the walls encapsulate the choices facing each individual who is confronted with
extreme historical situations. Guillevic’s position to refuse and accept a given situation is
clearly political as his poem depicts the necessity for a fight against oppression, the
decision to enter the ranks of Resistance, and the resulting overcoming of obstacles. The
wall then becomes the support of such ideals and actions: in order to regain freedom and
accomplish victory for the collective good, it might be necessary for the individual io
make the ultimate sacrifice to die, ‘to die for freedom’. In this perspective, the walls
represent the repository of love for human beings towards each other, a love which
formerly lost with oppression, is finally retrieved with freedom. This might be for

Guillevic the absolute sense of human destiny as the poem finishes on the word ‘Amour’.

VL 11y a du terrible dans le monde
Et ce sera
Un mur & travers champs, contre un prunier,
Auprés de la charrette et ses timons dans [’air,
Sous le soleil qui fait durer I’immensité.
Un mur qui n’aura pu
S’habituer
Et ne croit plus
Réduire I’espace 4 travers plaines.

%5 128 Poémes, ed. by Roubaud, pp. 110-11.
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VII. Voir le dedans des murs
Ne nous est pas donné.
On a beau les casser,
Leur fagade est montrée.
Bien sir que c’est pareil
En nous et dans les murs,
Mais voir

Apaiserait.

VIIIL. Des murs
Sont laids.
Ils n’y auront pas mis
Du leur.

Faits pour cacher,
Pour empécher,
Amidonnés parfois
De tessons de bouteilles.
- Ils n’arréteront pas
Les foules de triomphe.

IX. Parfois les routes
- Nous y allions pour le plaisir ou le devoir -

Etaient bordées de murs.

1Is nous donnaient la verticale,

Du soleil blanc, la route encore

Et du loisir,
Mais ils nous séparaient
De la fraise attardée dans la fraicheur du bois
Ou toucher deux genoux
Qui ont tant de raisons de trembler sous les feuilles.

XI. Que peut un mur
Pour un blessé?
Et pourtant
Il en vient toujours dans les batailles
S’y adosser,
Comme si la mort ainsi
Permettait de mourir
Avec plus de loisir
Et quelque liberté,

XII. Un homme
Est devenu jaloux des murs
Et puis, tétu, c’est des racines
Qu’il ne peut plus se déméler.
11 asseoit 4 I’écart
Un corps habitué,
Exclut les portes,
Exclut le temps,
Voit dans le noir
Et dit: amour.?*®

%6 Guillevic, ‘Les Murs’, in Dubuffet’s Walls, ed. by Gilonis, pp. 44-46.
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11.4. Conclusion

Thus for Dubuffet and his supporters, the emphasis on the ‘common man’, the popular,
and their different facets in his visual and textual production of the mid-1940s
represented strategies of Liberation which were either antecedent or concurrent with the
Liberation of France itself in the winter of 1944. Moreover, it inscribed itself within the
“wider artistic, social, and humanist debate of the time. Firstly, Dubuffet’s work was
posited in opposition to the ideals of the French artistic establishment in the immediate
post-war period. In his manifesto, Prospectus aux Amateurs de Tout Genre, the artist
systematically dismissed the values dear to the academic establishment which imposed
onto the artists the conformist application of academic principles, such as direct
observation and imitation, leading to the photographic representation of their chosen
subject matter. The artist priviledged instead matierist experimentation, advocated the
free exploration of individual creativity, sensibility, and imagination, and emphasized the
importance of the creative process over the resulting object through invention, chance,'
clumsiness, and accidents. At the heart of Dubuffet’s and his supporters’ ‘cultural politics
of the popular’ was secondly an institutional and philosophical critique of the art
establishment and society which was to be blamed for the hierarchy that existed between
supposedly high and low forms of art, between the initiated and the larger public. They
were convinced of the benefits of culture on the development of every individual’s social
life and believed in the political potential of non-conformist art to bring about social
reform. They equated the overthrowing of traditional means of representation in the arts
to the challenging of the social structures which put them into place and the creation of a
‘new order’ for French society after the Liberation. These were important principles of
Dubuffet’s production of the period and laid the foundations for the artist’s subsequent
development of the artistic category of Art Brut which will be examined in the fourth
part. Furthermore, because individuals and their surrounding realities were believed to be
formed of the same substance, a new perspective on the environment would necessarily
result in a new outlook on individuals themselves. Art and writing reflected therefore the .

humanist ambitions and ideals once advocated by the Front Populaire, which, I have
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contended; having originated from the left-wing tradition of the pre-war period, stood for
values that had been suppressed during the war, but were being respected by those who

had fought for the Liberation from the Fascist oppression.

As a slice of everyday life and a symbol of fraternity, Dubuffet’s and Guillevic’s Les
Murs makes the link between the second and the third part. According to the author, the
belief in the kindess of human nature was the guiding force against oppression for the
retrieval of freedom at the Liberation. This guides, I argue in the third part, Dubuffet’s
and Fautrier’s artistic production of the war years and its support by intellectuals who had

also ‘confronted history’.



112

IIL. Confronting History

The Liberation was marked by two exhibitions at the Galerie Drouin: Tableaux et
Dessins de Jean Dubuyffet (October-November 1944) and Les Otages: Peintures et
Sculptures de Jean Fautrier (October 1945). Their reviews, Arland’s ‘Jean Dubuffet’ and
Ponge’s ‘Fautrier & la Vallée-aux-Loups’ were issued in the unique cahier of Le
Spectateur des Arts of December 1944. While Paulhan’s introduction to and Jacques
Gabriel’s review of Dubuffet’s exhibition were included in the issues of Poésie 44
published concurrently and subsequently to the Liberation (July-becember 1944),
Wallard’s review of Fautrier’s exhibition was included in the January issue of Poésie 46.
The content and historical context of the magazines will be closely examined below, as
they revealed, soon after the Liberation, the role that some of the members of Dubuffet’s
and Fautrier’s artistic and intellectual milieu had played during the war.?®’ The
exhibitions were further commented by writers who were then a part of Dubuffet’s and
Fautrier’s circle: Limbour, Malraux, and Ponge. Limbour had written ‘Jean Dubuffet ou
I’Imagination de la Matiére’ (May 1945) and ‘Les Otages de Fautrier’ (November 1945).
Malraux had prefaced Les Otrages exhibition catalogue, while Ponge’s retrospective
essay, Note sur les Otages, Peintures de Fautrier (1946), was an extensive study of
Fautrier’s oeuvre. We will observe in these texts how Dubuffet’s and Fautrier’s artistic
production was one of the means by which their immediate intellectual environment
could come to terms with the past and contemporaneous events relating to W W.II. Their
exhibitions at the moment of the Liberation were described by such writers as expressing
not only the horrors, but also the more mundane everyday aspect of occupied life in
France. For intellectual resistants such as Parrot, Ponge and Malraux in particular,
Dubuffet and Fautrier were considered to have expressed artistically the stance that they
had taken against the German oppression in both words and actions, and to have

announced a better future.

7 This focus and the more general social historical mefhod of the text owe a great deal to Timothy J.
Clark’s ‘The Conditions of Artistic Creation’ (Times Literary Supplement, 24 May 1974, pp. 561-62).
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IIL.1. An Intellectual Milieu

Having moved with Dubuffet from Le Havre to Paris in 1918, Limbour had been
introduced by his friend to the Parisian intellectual and artistic circles around
Montmartre *® He had made the determining acquaintance of Max Jacob through whom
he was introduced to Breton and Leiris. He thus became involved in the newly-formed
Surreaiist group for whom he signed the first Manifesto and which first published his
poems. He became a long-term friend of Aragon and wrote for Masson the introductory
text to his first exhibition and a collection of poems, Soleils Bas, for a book of
illustrations. He took part in a number of literary reviews directed by Arland with whom
he would collaborate on Le Spectateur des Arts more than 20 years later.”® While
Limbour was excluded from the Surrealist movement in 1929, he had gained, by the end
of the 1920s, increasing recognition from the French literary establishment. As a close
friend of Paulhan, his stories and novels were published by the NRF until the declaration

of war with Germany. From 1944, Limbour devoted himself to art criticism.3%

Since the 1920s, Malraux had been a part of the French literary and artistic milieu:
Arland, Derain, Gide, Léger, Max Jacob, Mauriac, Paulhan, Picasso, and Vlaminck were
all his friends. He had published literary texts and reviews, as well as studies on art. His
experience of Indochina in the 1920s had led to an acute political awareness and to his
active and intellectual participation in the anti-Colonialist fight. In his novels of the
1930s, he had refined his political ethos that combined an allegiance to the French
_Anarchist tradition and to Marxism as a revolutionary practice. His ambition was indeed
less the abolition of social classes than the defence of the oppressed and the search for
fraternity and human values beyond bourgeois Individualism and totalitarian Dogmatism.
Having joined the Association des Ecrivains et Artistes Révolutionnaires in 1932, he had
put his ideas into practice in his fight against Fascism when Hitler later acceeded to
power. While remaining faithful to his own political ideas, he had supported Communism
with the specific purpose of defending the idea of solidarity against Fascism. With the
Spanish Civil War in 1936, he had become increasingly engaged politically, forming, for

298 1 uckett, ‘Chronology’, in Dubuffet’s Walls, ed. by Gilonis, p. 7.
jzz Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, pp. 671-72,
Ibid.
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the defence of the Republic, the Espafia ﬂight in which he took an active role. The
Spanish events were analysed in his novel L’Espoir whose main message is the will to
prevail in the face of oppression. The Germano-Soviet Pact had put a definitive end to his
already fading relationship with Communism. Having been made a prisoner at the
beginning of the war, he had escaped and lived in Corréze for two years before joining
the Resistance in 1944 as a high-rank officer under the name of Colonel Berger. He had
definitively moved from a revolutionary to a national Militantism when in 1945 he met
De Gaulle. The latter appointed him Minister of Information for his provisionary
government at the Liberation and Delegate to Propaganda of the éarty that he had
founded, the R.P.F.3"!

Ponge had met Paulhan in 1923 and became the sub-editor of the Editions Gallimard
where he had published his first collection. In 1931, he had drawn closer to the Surrealist
group. During the Front Populaire, he had been actively involved in the C.G.T. trade-
union and had joined the Parti Communiste.’* In the‘ late 1930s, he had written
extensively and the resulting texts would later form the influential Le Parti Pris des
Choses, published in 1942. That year, he became acquainted with Eluard and Jean Tortel,
and joined the Resistance in the South zone as a liaison agent.303 He was also active in the
Resistance through his involvement in clandestine poetry reviews and publishing houses.
His poems were included in Seghers’s Poésie 1940, Poésie 1941, and Poésie 1942, which
were published outside German control. His writings also appeared in the first volume of
L’Honneur des Poétes of 1943.3%* At the Liberation, he became responsible for the
cultural pages of the Communist journal Action which was supported by Aragon, and met

Dubuffet.3%

ot > Ibid., pp. 706-10.
°2 For more details on this period, see ‘11.2.1. History and Development of the Front Populaire’,
3 Dictionnaire des Lettres Frangaises, ed. by Bercot and Guyaux, p. 870.
3%4 See Eluard and Seghers in ‘1.2. An Intellectual Milieu: Dubuffet, Fautrier, and the Resistant Writers’,
305 Arbaizar, ‘Mondes Poétiques’, in Paris-Paris, ed. by Viatte, p. 382.
Dictionnaire des Lettres Frangaises, p. 870.
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111.2. Conditions of Reception

I11.2.1, Le Spectateur des Arts (December 1944)

Both the exhibitions Tableaux et Dessins de Jean Dubuffet (1944) and Les Otages:
Peintures et Sculptures de Jean Fautrier (1945) were reviewed in Le Spectateur des Arts
of December 1944.3% The latter was edited by Dubuffet’s school-friend, the poet,
novelist, and art critic Limbour, and published by the art dealer and gallery-owner Drouin
who had presented the exhibitions. Providing the context in which Arland’s ‘Jean
Dubuffet’ and Ponge’s ‘Fautrier a la Vallée-aux-Loups’ were received by the audience of

the time, its content will be examined in more detail below.

At the time of its publication in December 1944, the Allied landing had successfully
taken place with the decisive offensive having been launched at the end of July. The
insurrection of Parisian resistants had liberated the capital from the control of the German
occupants on 25 August. The provisional government formed by De Gaulle had replaced
the leaders of the Vichy regime and had been recognised by the Allies on 23 October.>”?
The destiny of France was therefore sealed when Le Spectateur des Arts was published,
and it clearly stated its adhesion to the artists and writers who had contributed to such an
outcome. In his introductory ‘Message aux Peintres Frangais’, Marc Chagall paid tribute
to the ‘comrades-painters of the Liberation’ and writers who had participated in the
courageous ‘fight against the enemy of Art and Life’. He saluted Cassou, Malraux,
" Paulhan, Eluard, and Aragon, who would later be considered as national heroes of

intellectual Resistance.3%®

Not only demonstrating the engagement and support of its associates to intellectual
Resistance, most articles in the review also deal with the positive attitude adopted by

artists in the face of the events of W, W.IL. Picasso’s grim paintings of the Occupation are

3% Arland, ‘Jean Dubuffet’, and Ponge, ‘Fautrier & la Vallée-aux-Loups’, Le Spectateur des Arts, pp. 21-22
and 23-29. :

397 prost, Petite Histoire de la France, pp. 45-46 and 55-56.

3% Marc Chagall, ‘Message de Marc Chagall aux Peintres Frangais’, Le Spectateur des Arts, p. 3.
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reviewed in ‘Picasso au Salon d’Automne’, while the painting that he had offered ‘Au
Profit des F.F.1.’ is reproduced in the publication.*®® The F.F.I. or Forces Frangaises de
I’Intérieur had been created on 1 February 1944 in order to organise all the different
groups of armed Resistance under one united front.>'® Picasso’s donation therefore
demonstrates his support of the Resistance. ‘Un Album de la Résistance’ shows the
twelve satirical drawings published by André Fougeron and other resistant painters in
June of the same year, and recalls the quite humoristic tale of Lipchitz’s ‘Statues
Enterrées’, the ‘Statues Buried’ by Fougeron and Déchelette in order to protect them
from the German covetousness. ‘Peintre Enseveli Vivant’ (‘Painter Buried Alive’) tells
the story of a Jewish painter, Benn, who produced art hidden from the Gestapo, while
‘Les Dessins Satiriques d’André Masson’ mocks the Spanish Civil War of 1936 and the
rise of Fascism. Le Spectateur des Arts also reviews ‘Un Livre Inédit de Jean Prévost’, a
Resistance martyr renowned for his fight in the mountains of the Vercors and married to
Pauline Réage, the discreet chief editor of the Nouvelle Revue Frangaise before the war.
Finally, it advertises Poésie 44, the review created by Seghers, and dedicated to poets on
the front and engaged in Resistance (in which could be found Paulhan’s introduction to
and Jacques Gabriel’s review of Dubuffet’s exhibition), and took the defence of the

s . . 11
‘degenerate artist’ in ‘Souvenirs sur Soutine’.}

The defence of ‘degenerate art’ is also the subject of the review of ‘Une Exposition d’Art
Abstrait’ including ‘Braque, Chirico, Max Ernst, De la Fresnaye, Klee, Lhote, Gleizes,
Metzinger, Kandinsky, Picasso’ at the Galeries Berri Raspail et de Berri. The review
celebrated Modern art, which had been condemned by the German and Vichy regimes as
‘degenerate art’, because it was the demonstration of a ‘totale liberté d’esprit® (‘totally

free spirit’) in the face of the oppressors and their preference for the Realism of academic

399 <pjcasso au Salon d’Automne’, and ‘Au Profit des F.F.L.’, Le Spectateur des Arts, pp. 4-8 and 13.

310 prost, Petite Histoire de la France, p. 55.

31 <Un Album de la Résistance’, ‘Statues Enterrées’, ‘Peintre Enseveli Vivant’, ‘Les Dessins Satiriques
d’André Masson’; Georges Limbour, ‘Souvenirs sur Soutine’, Le Spectateur des Arts, pp. 10-12 and 14.
Note that some rapprochements had been made between Fautrier and Soutine by the 'art merchant
Zborowsky, who had been a friend of Modigliani and had organised a common exhibition in his gallery in
1926. ~
Cabanne, Jean Fautrier, p. 26. ‘

Such comparison between the two artists was reiterated by Sarah Wilson, ‘Introduction’, in Paris: Capital
of the Arts. 1900-68, ed. by Wilson, exh. cat. (London: Royal Academy of Arts, 2002), p. 17.



117

painting. It thus constructed all forms of art which rejected Realism as a declaration of

artistic Resistance.

Que faut-il entendre par art abstrait? S’agit-il d’un art absolument non figuratif et
qui ne prend aucun appui sur la réalité? Dans ce cas, ce titre ne convenait pas a la
majorité des toiles exposées. C’est que le but de cette exposition était de féter la
Libération et le titre d’art abstrait s’appliquait arbitrairement a 1’art moderne de
toutes tendances, dit dégénéré et condamné par les Allemands et le régime
vichyssois parce qu’il est la manifestation d’une totale liberté d’esprit susceptible
de s’attaquer & d’autres esclavages que ceux des principes périmés de la peinture
traditionnaliste.’'

In ‘La Peinture et la Guerre’ (‘Painting and War’), Limbour is however very critical of
the Modernist project, which he sees as running the risk of closing upon itself, as the
search for significance is contained within the work and is carried out on the very

properties of the medium. He thus explains the necessity to achieve a balance between

i

the historical role of painting and formal enjoyment.

La peinture moderne, si détachée de la réalité, si hostile au sujet, ne semble pas
bien apte 4 de telles transcriptions, ou le contenu littéraire risque de prendre plus
d’importance que la recherche plastique. Aussi bien la raison d’étre de la caméra
n’est-t-elle pas, aujourd’hui, de décharger la peinture de ce role anecdotique?
Aussi, 4 moins que les bouleversements du monde n’entrainent une
transformation de ’esprit moderne de la peinture, elle n’aura guére été troublée
par la terrible tragédie qui se joue prés d’elle sans I’atteindre. Il est conforme au
sens de I’art que, se retirant de son atelier, en dehors du champ des souffrances
humaines, le peintre ait continué ses recherches sur les purs problémes pictoriaux
et se soit préoccupé davantage de plans, de volumes et d’harmonies que
d’éclairages de prisons, de paysages de ruines et de poignants visages humains.
Cependant si I’art éprouve une nostalgie de la vie et le besoin de refléter les
tourments et les aspirations de son époque, méme au prix d’une certaine
impureté, nous rencontrerons quelques tentatives de rejoindre une réalité qui a
pesé si lourd sur le coeur des hommes. [...] Peut-étre alors, le visage humain,
dont les peintres se sont depuis longtemps détournés, ce visa%e vidé de toute
expression et de sens dramatique, prendrait-il un accent nouveau. 13

312 1 imbour, ‘Une Exposition d’Art Abstrait’, Le Spectateur des Arts, p. 31.

The article prefigures the presentation of abstract art as the emblem of democratic values by the American
government. This aspect of Serge Guilbaut’s argument will be examined in further depth in part ‘V. The
Politics of Criticism’.

313 Limbour, ‘La Peinture et la Guerre’, Le Spectateur des Arts, pp. 9-10.
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Thus the review defined the art of Resistance as an art that maintains the dialogue
between life and artistic expression, and that distances itself from the pure figuration of

traditionalist painting.

I11.2.2. Reviews of Dubuffet’s Exhibition of 1944 in Poésie

From July to December 1944, both Paulhan’s introduction to and Gabriel’s review of
Dubuffet’s first exhibition at the Galerie Drouin (October-November 1944) were
included in the issues of Poésie 44 published at the moment of the Liberation.’™* The
review itself was issued conjointly with the Premier Cahier de Poésie 44. The
publications included contributions of authors who had or would have an important part
in Dubuffet’s and Fautrier’s artistic development, either through the reviews of their
shows (Arland and Parrot), or joint projects of illustrated books (Eluard and Frénaud), or
even in some cases both (Pauthan and Ponge). The Liberation issue of Poésie explains
the evolution of the review from its development in clandestinity in the South zone to its
publication in Paris after the Liberation. In particular, the article entitled ‘De P.C. 39 &
Poésie 44’ introduces the review to the readers of the North zone who were, until then,
unaware of the existence of the publication, except through the partial corhmentaries in
collaborationist newspapers. It reiterates the aims and philosophy of the review: to
express with the support of poetry the belief in human nature and the hope for freedom in
the face of oppression, and to lean on ‘fraternity’ and ‘honour’ in order to maintain such
ideals. It explains the essential role that poets such as Jo& Bousquet, Eluard, Frénaud,
Parrot, and Ponge played in the development of the review, as they would later in
Dubuffet’s and Fautrier’s life and work. The acknowledgement .is extended to other
reviews and publishing houses which had been involved in literary Resistance. These

included Fontaine created in Algiers in 1941, Confluences based in Lyons, and Messages

314 paulhan, ‘Lettre 4 Jean Dubuffet’. Repr. in Catalogue des Travaux de Jean Dubuffet, ed. by Loreau, 1, p.

236.
Jacques Gabriel, ‘La Peinture’, Poésie 44, no. 21, November-December 1944, pp. 137-38.
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implemented in Paris, both founded in 1942, as well as Les Cahiers de la Libération, Les

Editions de Minuit, L’Eternelle Revue, and Les Lettres Fi rancaises.3 15

In addition to the reproduction of Sartre’s text La République du Silence on everyday life
and political engagement during the Occupation, Parrot’s article, ‘L’Honneur des
Lettres’, explains the circumstances in which literary Resistance developed in France.*'®
While in Paris and the North of France, patriotic writers, who refused to comply with -
German control, were arrested by the Gestapo, in the free zone where many had found
refuge, they communicated with French-speaking countries outside mainland France. As
far as the press was concerned, it was entirely under German control in the North, while
the provincial newspapers were able to find strategies to avoid the Vichy censorship.
With the overall Occupation of the French territory by the German army on 12 November
1942, Resistance became national and Resistance literature. became completely
clandestine. For instance, Eluard’s Dignes de Vivre was published despite the numerous
bans by the German and Vichy authorities, while his Poésie et Vérité 1942 was circulated
without authorisation or visa in Paris. In his poem ‘Liberté’, initially entitled ‘Une Seule

Pensée’, and reproduced in all clandestine reviews, Parrot remembers that Eluard had

exalted the freedom of which the French citizens were deprived.

Thus the editorial of the review and Parrot’s contribution extensively expressed the
weight of the past historical events on French society. This forms the context of the
introduction to Dubuffet’s first exhibition, ‘Lettre & Jean Dubuffet’.3!” Published in the
) July-October issue of Poésie 44, it was, as indicated by its title, in the unusual format of a
letter written by Paulhan and addressed to Dubuffet. In the face of ‘chaos’ and ‘deluge’ in-

the aftermath of war, the only answer was for the writer a return to Humanism. In this

315 Created on the initiative of the editor René Tavernier, the political and poetic orientation of Confluences
was close to the Communist poet Louis Aragon.

The first issue of Les Cahiers de la Libération was published in France at the beginning of the winter of
1943 and reached Algiers via London.

Poésie 44, no. 21, November-December 1944, p. 141,

316 gee Appendix 11 for a reading of Sartre’s text.

37 paulhan, ‘Lettre & Jean Dubuffet’. Repr. in Catalogue des Travaux de Jean Dubuffet, ed. by Loreau, I, p.
236.
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perspective, an art reflective of humanist values such as Dubuffet’s would play an

essential role.

[Dubuffet] connait I’homme mieux que vous et moi. [...] il peut arriver un jour
qu’a la suite de quelque chaos ou déluge, les mondes se trouvent légérement
confondus. Ce jour-1d on sera rudement content d’avoir sous la main Jean
Dubuffet pour les débrouiller, [...]. De vrai, c’est & tout instant que chacun de
nous s’embrouille, et I’on est content de trouver Jean Dubuffet, qui nous connait

e 1
si bien.}'®

Gabriel’s review of Dubuffet’s exhibition, included in ‘La Peinture’. published in the
November-December issue of Poésie 44, expanded on Paulhan’s humanist approach to
Dubuffet’s work, and is to be located in the spirit of Reconstruction at the end of the year
1944 3% Following the Liberation, the beginning of the 4t Républiqgue was marked by
political reconstruction in France. The traditional political parties, the P.C.F. (Parti
Communiste Frangais), the S.F.1.O., and the Parti Radical were being reconstituted with
the exclusion of the members who had voted for the full powers to Pétain in July 1940.
The M.R.P. (Mouvement Républicain Populaire) was also founded in No;/ember. It
comprised of former resistants of Christian faith, democrats, and Catholic militants.*?° In
this context, Dubuffet’s work represents for Gabriel an opportunity for the retrieval of
‘happiness’ and peace in the aftermath of war. The writer believes that Dubuffet presents
the viewer with an ‘enchanted world” where people are good and can walk freely in the
countryside and on the street. However, this does not preclude for him the immediate

post-war period as a time for introspection and analysis of past events.

Plus rien & dire aprés eux [Jean Paulhan, Pierre Seghers, Louis Parrot], sinon,
simplement, en les doublant, vous engager & ne pas négliger une chance de
bonheur: la flanerie dans ce monde enchanté ol les animaux sont paisibles, les
hommes bons, tristes et un peu ridicules, les femmes offertes comme des
grenades qui ne sont pas responsables d’étre mires, les rues pensives, le métro

chaud et lourd de solitudes collectives.321

*® Ibid.

*1% Gabriel, ‘La Peinture’, pp. 137-38.

In this issue of Poésie, Ponge had for the first time mtroduced ‘Le Galet’, one of the poems of the
collection Le Parti Pris des Choses (see ‘IV.1.1."), and Guillevic had presented his series of poems Les
Murs that Dubuffet would illustrate at the beginning of the following year (see ‘11.3.2.d.").

320 prost, Petite Histoire de la France, p. 57.

321 Gabriel, ‘La Peinture’, p. 138.
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For Gabriel, Dubuffet’s work could metaphorically contribute to ease this passage, this

difficult transition from Occupation to Reconstruction.

Je ne veux vous en dire que son pouvoir, son pouvoir magique de transmuer en
bonté le ridicule, en gentillesse I’amertume des hommes et leur désespérance en

espoir fraternel,**2

11L3. Exhibitions of the Liberation

1I1.3.1. Dubuffet’s Marionnettes de la Ville et_de la Campagne Series (1942-45):
Tableaux et Dessins de Jean Dubuffet Exhibition at the Galerie René Drouin (1944)

Parrot wrote the essay for the catalogue of Dubuffet’s first exhibition at the Galerie
Drouin®® Addressing directly the historical context in which the paintings were both
made and exhibited, his tone is rather sombre. The mtroductlon depicts ‘un champ
d’herbes rases ol courent en tous sens des chemins que I’on ne suit, semble-t-il, qu’a
regret [Fig. 50].”>** Moreover, his description of one of the landscapes, I would argue,
acts as a metaphor for the transition from the Occupation years to the Liberation four
years later. In this ‘lifeless and naked’, ‘disgraced’ landscape, the ‘old world’ is depicted
as having been ‘covered in a great desert of ashes’, hence the ‘absence of colours’ in the
favour of ‘greys and muted tones’, or just black and white drawings. But ‘life

progressively comes back. In a shy manner at first, but with increasing strength.’

Il est terne, il est nu, [...]. Je pense qu’un grand désert de cendre a
recouvert notre vieux monde et que le peintre nous incite tout d’abord &
nous affliger de cette désolante absence de couleurs, de cette monotonie
qui nous est maintenant réservée. Plus de couleurs? Il va donc falloir se
contenter de grisailles, de teintes muettes ou des seules ressources du
dessin? Et pourtant, sur cette surface disgraciée ol n’ont trouvé place
aucun des enjolivements que les peintres savaient si bien exécuter
autrefois — une image souriante, un sous-bois avec un nu ou un soleil
couchant aux teintes savamment réparties sur la toile — la vie reviendrait

*2 1bid.
323 gee Appendix 7 for the totahty of the text.
324 parrot, ‘Jean Dubuffet’, in Tableaux et Dessins de Jean Dubuffet, p. 9.
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peu a peu. Timidement d’abord, puis avec une force sans cesse croissante.
Ce paysage de cendre s’anime pour peu que nous sachions I’observer.**

Further in the text, Parrot focuses on different aspects of the consequences of the war,
starting with the ‘profound scars’, both physical and psychological, that it has left behind.
In particular, the discovery of Auschwitz in March 1944 pre-dated Parrot’s text by only
three months, and this could not have failed to have an emotional effect on the writer.
The ‘hutments’ describe’d in his text could be an allusion to the ones where the prisoners
of concentration camps were penned as cattle, just as the ‘tattoos in the flesh’ could be a
reference to the numbers that were tattooed onto their arms. The characters have become
a part of the landscape itself just as the ashes of the dead fuse with the soil of the earth on

which they have been spread.

De prés, on ne voit pas les cicatrices de la terre; mais de haut, on les découvre,
profondément tracées, [...], cernant [...] les baraquements ol se profilent des
personnages & travers lesquels le paysage est 4 peine estompé. Ces lignes qui se
croisent, se ramifiant sur la toile entre d’épais bourrelets empourprés comme la
chair autour des tatouages, parcourent en tous sens le paysage, [...] ol broutent

des vaches.’?®

In another paragraph, Parrot refers more specifically to the painting entitled La Rue (‘The
Street’), as is evidenced from his mention of the inscription of the words ‘Café’ and
“Tripes’. The painting depicts a two-storey building with some commercial premises on
the ground floor, one presented as a ‘Café Bar’ and the other one inscribed with the sign-
board “Tripes’. The latter designation is puzzling as it does not indicate the nomination of
a shop, but rather the specific produce, the tripe, being sold in a butcher’s shop. As such,
it is a direct reference to the dark years of the Occupation when shops usually presented
in their windows a written indication of the rare and unique produce available at a
particular moment [Fig. 51]. Moreover, April 1943, the time La Rue was painted, marked
the weekly rationing of meat falling down to 120 grammes, part of the decline in rationed
supplies that year which resulted in providing only half of individual daily

requirements.*?’

325 Ibid., p. 10.
328 Ibid., p. 11.
327 The painting is actually dated.
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In his observation on La Rue, Parrot alludes to refugees, deserters and fugitives whose
plea for shelter has been repeatedly refused, and, against wind and tide, have arrived at
the end of their journey and found themselves exhausted from their continuous escape. In
a metaphor for the dark years of the Occupation, the paragraph also suggests the tension
between oppressers and oppressed, and the resistants’ persistent quest for the light of

freedom against adversity.

Pierres usées ou tant de regards se sont fixés, devant des portes qui ne voulaient
pas s’ouvrir, des vitres sur lesquelles la poussiére s’amassait peu a peu et qui
disputaient 3 la pluie, 4 la gréle et & ’orage un reste de cette clarté qui les avait
autrefois illuminées. Vieilles facades courageuses, aujourd’hui sans lumiére,
assises au bord des talus, lasses et ridées, les yeux lourds, avec leur bonnet de
guimpe noire toute rougie par la teinture et le bouquet de pensées qui revient
chaque année sur le balcon de bois piqué au vers. Toutes les couleurs du jour et

. . . 8
de la nuit sur tous ces vieux visages, [.. .].32

-

Describing La Rue as ‘la fagade d’une maison triste que personne n’a regardée jusqu’ici,
[...] aux couleurs glauques, pourpres et bleues, d’une épaisseur douce et transparente
d’émail’, Parrot focuses on Dubuffet’s unusual handling of painterly matter.3?’ For the
writer, the painted matter becomes a subject matter in itself and enables, instead of an
illusory representation, a subtle allusion to reality that becomes ‘richer, more substantial

and lively’ for the beholder.

Sa peinture trouvait en elle-méme ses propres sujets. [...] nous pouvons y
découvrir une allusion, une référence a cette réalité, si chére & ceux pour qui les
seules apparences sont réelles et qui ne veulent comprendre combien plus riche,
plus substantielle et plus vivante est cette autre réalité que les peintres et les

poétes nous font entrevoir.**

Uniting these two key concepts in the text, the acknowledgment of past events and the
unusual treatment of painterly matter, is the human figure. Parrot constructs a series of
equivalences between the texture of paint and the complexity of human nature, the

painted matter and human flesh, the urban landscapes and the human condition. Very

For more information on shortage, rationing, and salvage, please refer to ‘I1.3.2.c. Dubuffet’s Messages
Series (1944).

328 parrot, ‘Jean Dubuffet’, in Tableaux et Dessins de Jean Dubuffet, p. 12.

329 parrot, ‘Jean Dubuffet’, in Tableaux et Dessins de Jean Dubuffet, p. 9.

9 Ibid., p. 9.
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early in the text, the natural landscape acquires the trait of a human face, its appearance
and expression of different emotions, and becomes the site where the traces of sufferings
caused by past historical events, ‘the scars profoundly traced’, ‘the painful wrinkles’, are

located.

De prés, on ne voit pas les cicatrices de la terre; mais de haut, on les découvre,
profondément tracées [...]. La masse compacte de la toile est sillonnée ainsi par
ces rides oli s’accuse un souci d’exactitude souvent douloureux.>!

Even the inert objects represented in the paintings, such as the houses, are for the writer a
reflection of humanity: ‘Fagades plus belles, plus sensibles, plus vraies et plus humaines

que tant de visages humains!’**

On this point, we will observe in section ‘IV.1.1. Matter as Strategy of Transgressing
Dogmatism: A Radical Change in Art Practice’ how the artist meets Ponge’s philosophy
which consists of showing ordinary objects and subjects in a new light in order to extract
the marvellous in the everyday. Moreover, both. advocated a profound mistrust of all
artistic traditions, whose abandonment would lead to a start from scratch and the
development of a new technique. In this perspective, matter in Dubuffet’s painting, T
would argue, plays the same part in the pleasure of the beholder than textual matter in
Ponge’s poetry: they both enhanced the discovery of the subject matter which has
avoided the l‘iterality of mimetic representation. The experience of the onlooker is

described in Arland’s text on Dubuffet’s exhibition published in Le Spectateur des Arts:

L’herbe de ce pré, nous en épousons I'élasticité et la mollesse; ces murs
pustuleux ou bariolés, nous les reconnaissons, nous les nommons enfin; cette
terre ol toutes les couleurs se mélent et se fondent est bien, dans son épaisseur, la
croiite, ’écorce du globe; cette vache méme, & la croupe tendue, au maigre
fessier, stylisée, solennelle, quasi hiératique, a peuplé toutes les étables et tous les
paturages; il n’est pas jusqu’a cette femme nue, 1’une des oeuvres les plus fortes
du peintre, cette femme boueuse, difforme et misérable, qui ne raconte et ne
célebre & sa maniére une histoire éternelle.®*® [Fig. 52]

! Ibid., p. 11.
332 1bid., p. 12.
333 Ibid., pp. 25-26.
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Commenting retrospectively on the Marionnettes de la Ville et de la Campagné series in

an article of 24 and 31 May 1945 whose title is explicit enough, ‘Jean Dubuffet ou

I’Imagination de la Matiére’, Limbour focused on the role that the palpable quality of

paint in Dubuffet’s paintings played in triggering the imagination of the viewer.*** He

contended that in a painting in which the artist has explored the creative possibilities of .
the painted matter and given free rein to chance and accidents in its making, the onlooker

is able to observe the different stages of the creative process and to share the pleasure of

the artist as s’he him/herself performs mentally the making of the painting at which s/he

is looking.

La joie est dans la création d’une mati¢re assez riche en possibilités pour

s’ordonner selon le caprice d’une forme prétée par le hasard. Et I’apparence de
I’homme se présente d’abord & I’esprit de I’homme. ¥

e

For Limbour, the exploration of the creative possibilities of the painted matter in
Dubuffet’s paintings takes precedence over the characterisation of the figures
represented. The latter are in fact the repository of this experimentation. Evolving in
Dubuffet’s pantomime, the writer sees these figures as characters lacking soul and
emotions. They have no physical or psychological substance. ‘Dubuffet va faire, pour
commehcer, des hommes, mais non pas des hommes pensant, ni sentant [...]! Ainsi ces
‘hommes n’ont ni coeur ni entrailles.”**® Limbour claims that they pfesent the staticity of
effigies rather than the life of genuine human beings, and when their titles refer to
movement such as in Danseuse de Corde [Fig. 19] and Grande Epingleuse de Cheveux

- (1944), their actions are pointless and meaningless.

Ces personnages sont statiques, [...]; méme une danseuse de corde et les femmes
qui épinglent leurs cheveux n’atteindront jamais leur but et jamais ne
rabaisseront leurs bras. Ces étres se présentent comme des idoles.3¥’

However, what seems to be at first sight a harsh criticism of Dubuffet’s portrayal of

human beings in his paintings is in fact for Limbour the evidence that the artist has

334 Limbour, ‘Jean Dubuffet, ou I’Imagination de la Matiére’, Servir, 24 and 31 May '1945. Repr. in
Catalogue des Travaux de Jean Dubuffet, ed. by Loreau, 1, pp. 239-41.

33% Limbour, ‘Jean Dubuffet, ou I'Imagination de la Matiere’, in ibid., p. 240.

336 Ibid.

37 Ibid.
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departed from traditional means of expression. In Dubuffet’s paintings, the illusionist
representation of figures conforming to techniques such as perspective and chiaroscuro
has been abandoned to the profit of the exploration of the painted matter. This departure
is for Limbour an imperative condition of the inclusion of the viewer. ‘C’est pourquoi,

nés de I’adoration de la matiére, ils exercent une si puissante fascination.’**®

Thus Arland and Limbour introduced in their respective texts about Dubuffet’s
Marionnéttes de la Ville et de la Campagne series (1942-45), and ‘in particular, the
Tableaux et Dessins de Jean Dubuffet exhibition at the Galerie Drouinv (1944), ideas that
the artist would appropriate and expand in his Macadam, Mirobolus & Cie: Hautes Pdtes
series (1945-46). While the latter will be the focus of section ‘IV.1.3.’, the notion of
matter as recipient of spectator participation will be dealt with more extensively in

chapter ‘IV.1.".

111.3.2. Les Otages: Peintures et Sculptures de Jean Fautrier Exhibition af the Galerie
René Drouin (1945)

Fautrier produced the Orages (‘Hostages’) series from 1942 until its first public showing
at the Galerie Drouin in October 1945. The paintings and sculptures deal with a threshold
sequence of events in the hostility between the resistants and the occupants of the French
territory. As observed in ‘11.3.2.b. Dubuffet’s Métro series (1943), following the German
offensive against the USSR, its former ally, on 22 June 1941, members of the Parti
Communiste began taking part in armed Resistance with the Killing of the Marine Officer
Moser in the Barbés-Rochechouart underground station in Paris on 22 August 1941, The
German authorities responded promptly with the promulgation on that same day of the
‘Ordinance of the Hostages’ which effectively considered all French citizens detained in
the occupied zone by the Germans as potential ‘hostages’ and legitimized their execution.
The first shootings took place on 16 September 1941, but the German repression
amplified with the shooting of 98 hostages on 22 and 23 October in less than 48 hours, 95
in December. 93 hostages were executed in August 1942 after the ‘Hostages Code’ of 10

338 Ibid.
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July 1942 which allowed the shooting of all the male adult relatives of a ‘terrorist’, from
both ascending and descending lineage, including brothers-in-law and cousins. Women
relatives were condemned to forced labour.**® From the autumn of 1942, this method of
public intimidation was progressively abandoned to the more discreet elimination of
resistants in German prisons and the transfer to concentration camps as Nacht und Nebel
(‘Night and Fog’) prisoners.>*® As we will observe in IV.2.2.b, such grotesque form of
propaganda was however re-instated much later, on 21 February 1944, through the
Affiche Rouge, a ‘Red Poster’ [Fig. 85] which was stuck on the walls all over France and
portrayed the 23 members of the Manouchian Resistance group who had been executed

by the Germans at the Mont Valérien.

Oradour [Fig. 53], one of the Orages paintings, also refers to a very sordid affair. The
inhabitants of this village near Limoges in central France had been completely massacred
by young Alsatians belonging to the German militia as late as June 1944, concurrent with
the Allied landing in Normandy. It appeared therefore as the ultimate act of gratuitous
cruelty at a time when the defeat of the German army was inevitable. The aftermath of
the bloodbath was depicted in detail in the last clandestine issue of 1 August 1944 of Les
Lettres Frangaises, the literary review representative of the Comité National des
Ecrivains, in the foundation of which Paulhan and Eluard had participated.341 The article,
entitled ‘Sur les Ruines de la Morale: Oradour-sur-Glane’, suggests that this final gesture
before the end of the war demonstrated the absolute immorality of its perpetrators.*? It
follows the author in his discovery of the village briefly after the operation: its ruins, its
~ burnt charnel-houses, the corpses of women and children who, after having witnessed the
execution of the men of the village, had not even been spared. The conclusion of the
article, in its request for justice and revenge, announced the role that the C.N.E. woul‘d

play in the épuration process.’*’

339 According to Tillon, the execution of hostages was at its worst in August 1941 and February 1942,
Tillon, ‘A la Recherche d’Informations’ (1946), in Tillon, A la Recherche du Vrai et du Juste, p. 82.

340 Azéma, De Munich & la Libération, pp. 240-42.

341! See footnote no. 52.

342 Géorges Duhamel, ‘Sur les Ruines de la Morale: Oradour-sur-Glane’, Les Lettres Frangaises, no.
spécial 19, 1 August 1944, p. 2. This was edited by Eluard.

33 See ‘1V.2.3. The Epuration Process’.
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Puisse la justice divine et celle des hommes chatier comme il convient pareil
crime et venger tous ceux qui, au nombre de plus de 1,000, périrent victims de la

plus abjecte barbarie.>**

In this section, I will show how previous studies of Fautrier’s work have reduced the
reading of the work in contemporaneous critical accounts to the literal recipient of past
historical events. A thorough examination of the critical reception of the Otrages
exhibition from different political trends and artistic factions, as well as the visual
analysis of a selection of the Otages, will reveal a multiplicity of interpretations which
are absent from'Sarah Wilson’s contribution to the catalogue of the Paris Post-War: Art
and Existentialism. 1945-55 exhibition at Tate Gallery (1993) and Patrick Le Nouéne’s
essay in the catalogue of the Face g I’Histoire: L’'Artiste Moderne Devant 1’Evénement
Historique. 1933-96 exhibition at the Centre Georges Pompidou (1996-97).* Their
analyses have monopolised the discourse on Fautrier’s Ofages series as they were
included in rare retrospective exhibitions of French post-war art in both France and

Britain. 3%

Because the subject matter of the Orages is a direct reference to a very specific episode of
the Occupation, the German riposte to Resistance, Wilson has assumed that ‘Fautrier had
witnessed the execution while hiding away in the basement of a sanatorium.”3¥’ However,
there is no evidence that the artist personally witnessed such scenes. According to

Cabanne, Fautrier could have heard about shootings taking place in his proximity:

344 «Sur les Ruines de la Morale: Oradour-sur-Glane’, p. 2.

See ‘Les Alsaciens-Lorrains transformés en ‘Volksdeutsche’’, in Azéma, De Munich a la Libération, pp.
174-76.

345 Wilson, ‘Paris Post-War: In Search of the Absolute’, in Paris Post-War: Art and Existentialism. 1945-
335, ed. by Frances Morris, exh. cat. (London: Tate Gallery Publications, 1993), pp. 25-48. .

Patrick Le Nouéne, ‘Jean Fautrier: des Otages aux Partisans. 1945-57’, in Face & I'Histoire, ed. by
Ameline, pp. 242-43.

%6 Others included Paris-Paris: Créations en France. 1937-57, ed. by Germain Viatte, exh. cat. (Paris:
Editions du Centre Pompidou, 1981); Aftermath, France: New Images of Man. 1943-54, ed. by Viatte, exh.
cat., Barbican Art Gallery (London: Barbican Centre for Arts and Conferences, 1982); Paris: Capital of the
Arts 1900-68, ed. by Wilson, exh. cat. (London: Royal Academy of Arts, 2002). :
347 Wilson, ‘Paris Post-War’, in Art and Existentialism, ed. by Morris, pp. 25-48.
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L’inspiration dramatique de ces visions de guerre et de mort prit une autre
dimension lorsque Fautrier sut que, non loin de chez lui, dans un bois, on fusillait
a I’aube des malheureux amenés par camions.**®

This fact is corroborated by Robert Droguet’s retrospective proposal that Fautrier could
have seen corpses in a charnel-house.>*® Similarly, Wallard, in his review of Fautrier’s
exhibition in the Poésie of January 1946, does not describe the Otages as the result of the
artist’s own eye witness account, but rather as the paiﬁted re-enactment of a journalistic

reportage. He explains the source of inspiration for one of the paintings.

Ils étaient six compagnons et on les a photographiés sur leurs civiéres pour les
identifier. [...] Ce sont des documents: nez éclaté sur une éponge noire de sang,
masses brunes, énormes et fragiles de ce que furent des yeux et le ricanement de

monstres aux dents bizarres, des visages profanés.

More importantly, Wilson describes the Orages as representative of the ‘repetitive
monotony of horror’ and of the ‘anonymity of the hostages face to their torturers’ and, in
an appropriation of Malraux’s phrase, as ‘hieroglyphs of pain’.>*! But she fails to explain
the critical development at the basis of Malraux’s designation. Instead of the almost
caricatural representation of suffering implied in Wilson’s analysis, Malraux’s
interpretation emphasises the suggestive and beautiful manner with which the artist has

expressed rather than directly represented the horror and blood through abstracted facial

features and harmonious pastel colours.

L’art des premiers Otages est encore ‘rationnel’: des figures mortelles qu’un trait
simplifié, mais directement dramatique, tente de réduire & leur plus simple
expression — et ces couleurs plombées, depuis toujours celle de la mort, Mais peu
a peu Fautrier supprime la suggestion directe du sang, la complicité du cadavre.
Des couleurs libres de tout lien rationnel avec la torture se substituent aux
premiéres, en méme temps qu’un trait qui tente d’exprimer le drame sans le
représenter, se substitue aux profils ravagés. I n’y a plus que des lévres, qui sont
presque des nervures; plus que des yeux qui ne regardent pas. Une hiéroglyphie
de la douleur. § Sommes-nous toujours convaincus? Ne sommes-nous pas génés

348 Cabanne, Jean Fautrier, p. 35.

349 Robert Droguet, Fautrier 43 (Paris: Echoppe, 1995), p. 16. Quoted by Le Nouéne, ‘Jean Fautrier: des
Otages aux Partisans’, in Face a 'Histoire, ed. by Ameline, pp. 242-43.

330 Wallard, ‘Les Arts’, Poésie 46, no. 29, January 1946, p. 88.

35! Wilson, “Paris Post-War’, in Art and Existentialism, ed. by Morris, pp. 25-48.

Considering the repetitiveness of the single theme onto the same tiny format (27 x 22 cm), the exhibition of
the Orages series at the Galerie Drouin was criticised for being too monotonous.
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par certains de ces roses et de ces verts presque tendres, qui semblent appartenir a
une complaisance [...] de Fautrier [...]? [...] Ou ces images, pour certains les
moins convaincantes, sont-elles précisément celles ou s’élabore dans une solitude
provisoire ’accent décisif d’un artiste? § L’art moderne est sans doute né le jour
ol I'idée d’art et celle de beauté se sont trouvées disjointes. [...] § Voici un
peintre que d’éclatants écarts depuis vingt ans raménent toujours au tragique — en
le représentant toujours moins, en I’exprimant toujours davantage.3 52

In ‘Jean Fautrier: des Otages aux Partisans’. 1945-57°, Le Nouéne takes a complementary
stance to Wilson’s comment. He concurs with Gabriel’s critique of Fautrier’s exhibition
for not representing adequately the martyrdom of the hostages. In his article, Gabriel

accuscs.

Qui devinerait, sans catalogue, cet Oradour? [...] En tout état de cause, les
recherches de matiére ne suffisent pas, croyons-nous, a dresser un monument
digne d’eux & ces hommes et ces femmes qui se sont sculptés dans les supplices
et qui sont morts pour nous sans parler. >

However, Le Nouéne omits in his quotation an important part of the latter’s article,

appropriately entitled ‘L’Hommage d’un Peintre aux Martyrs’: les Otages de Fautrier’:

11 y a sans doute du monumental dans cette peinture et comme quelque chose de
sacrificiel qui la grandit. Mais c’est sa matiére surtout, en tant que matiére, qui

'] f . 4
nous ébranle en dehors de toute signification symbollque.35

This latter part of Gabriel’s statement rev.eals a reading of Fautrier’s series based on the
concept of suggestion through matter that was already present in the first article on the
Otages. This dates back from December 1943 at the time of Babelon’s visit to the artist’s
studio at 216 Boulevard Raspail. Although the word Otages is never mentioned, there is
no doubt that Babelon’s description refers to such work in progress. It is already loaded

with matierist references: ‘Ici, exhibition d’un masque sans corps, couperosé, balafré de

352 André Malraux, ‘Les Otages’, in Les Otages. Peintures et Sculptures de Jean Fautrier, ed. by Malraux,
exh.cat. (Paris: Galerie René Drouin, 1945). Repr. in Fautrier. 1898-1964 (1989), p. 222.

353 Gabriel, ‘L’Hommage d’un Peintre aux Martyrs: les Otages de Fautrier’, Le Pays, 19 November 1945,
p. 1. Quoted in Le Nouéne, ‘Jean Fautrier: des Otages aux Partisans’, in Face & I'Histoire, ed. by Ameline,
p. 242. .o
Let us note that the newspaper in which was published Gabriel’s article presented news of an almost

exclusively political nature.
3% Ibid.
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noires cicatrices...’*** It follows that Le Nouéne misses an essential aspect of Fautrier’s
interpretation in his discussion. During the Occupation years, the notion of matter became
loaded with political meaning as it divided the art critics who were a part of the artist’s
inner circle and the ones who evolved outside this circle for aesthetic or political reasons.
The latter saw Fautrier’s exhibition of 1945 as highly condemnable for not responding
adequately to the subject matter announced in its title. The reaction of Léon Degand,
spokesman of the geometrical abstraction movement, for instance, illustrates this point.**®
‘Dans I’ignorance de son titre général, il est impossible de deviner non seulement qu’il
s’agit d’otages, mais de masques tragiques.’”>’ But for those such as George, who
fervently supported Nazi aesthetic conceptions, Fautrier’s paintings were open to
criticism because of their experimental use of painted matter, what he called the
‘informe’. Evolving in a gap between representation and suggestion, they were seen as

consciously distancing themselves from the academic tradition promoted during the war

years.

Son art, trop elliptique, est le triomphe de I’informe. 11 se réduit & un dessin puéril
greffé sur une couleur a laquelle il demeure parfaitement étranger. Le cas de

Fautrier est celui d’un grand peintre qui commet un suicide.>%8

However, this contrast between direct testimony and suggestive execution was precisely
what attracted Fautrier’s main supporters, and would be further developed in diverse
publications, such as Paulhan’s Fautrier L’Enragé (1943), Ponge’s Note sur les Otages,
Peintures de Fautrier (1946), and Limbour’s ‘Les Otages de Fautrier’ (1945).3%°

355 Babelon, “Visite a 1’ Atelier Fautrier’, p. 5.

3% As we shall see in section ‘V.1.1.’ Léon Degand had founded in 1949, as one of the defenders of “The
“Official” Avant-Garde: Geometrical Abstractlon the review Art d’Aujourd 'hui together with André Bloc.
357 Léon Degand, ‘Du Tragique I’ Ascétisme”’, Lettres Frangaises, 10 November 1945, p. 4.

%8 Waldemar George, La Voix de Paris, 8 November 1945, in Jean Fautrier: Rétrospective, ed. by Berne-
Joffroy and Paulhan, p. 17.

3%% The revised version of Paulhan’s Fautrier L’Enragé (1949) includes an addition on the Otages series.
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In his extensive essay, Note sur les Otages, Ponge establishes the necessity to testify the

360 ‘L

execution of hostages, its horror and suffering. on ne pouvait certes se taire devant

de pareilles horreurs, ni devant de pareilles détresses.’*®' However, he observes that
Fautrier’s paintings expose a contrast between the ‘horrible spectacle’ of the events
depicted and the ‘beauty of the artwork’. While the work deals with ‘tortured bodies and
faces that have been deformed, truncated, disfigured by bullets, by a hail of shots, by
torture’, the paintings do not present any ‘unsightliness’, any ‘intolerable or even

unpleasant impression’ but rather ‘an impression of serene and eternal beauty, with

endless and ceaselessly growing satisfaction,’32

Il en est de méme — et il n’en est pas de méme pour les Orages de Fautrier. 1l en
est de méme pour la beauté de 1’oeuvre, du spectacle, qui nous est proposé, et qui
est pourtant au moins aussi horrible, [...]. Il s’agit de corps et de visages torturés,
déformés, tronqués, défigurés par les balles, par la mitraille, par la torture.
Aucune laideur pourtant, aucune impression insupportable, voire pénible: au
contraire, une impression de beauté sereine, éternelle, de satisfaction sans fin; et

qui s’accrofit sans cesse.*®?

Together ‘terrifying’ and beautiful, horrible and grandiose, the Orages series, according

to Ponge, puts into play a duality which enables to surpass the ‘anecdotic’ comment:

Peut-étre trouvera-t-on ces expressions indécentes & propos d’un sujet aussi
terrible que ‘les Otages’. Et certes, Fautrier a di ressentir bien fortement ces
horreurs pour en éprouver ensuite (esthétiquement) I’obligation. Mais le miracle
est 14 justement: Il nous restitue les Otages en beautés. § Pour qui a pu apercevoir
cet ensemble de toiles, ‘les Horreurs’ de Goya paraissent presque

. 6
anecdothues.3 4

In the contrast between the horror of the events depicted and the beauty of Fautrier’s

Otages paintings, matter plays a central part. According to Ponge,

360 The first version of the text was published in the Resistance review Confluences (nouvelle série no. 5,
June-July 1945, pp. 473-80) under the title ‘La Bataille contre I'Horreur’, The title was suggested by René
Bertelé, ‘Le Peintre et ’Horreur’, ‘L’Horreur et la Beauté’, ‘ou simplement’, ‘Les Otages’ were other
suggested titles. :
Archival material found in Paris, Bibliothéque Nationale de France - Site Richelieu, réserve des
manuscripts, ‘I. Notes sur les Otages, Peintures de Fautrier. 1945°, pp. 3-19.
See Appendix 12 for the totality of the text.
2:; Francis Ponge, Note sur les Otages, Peintures de Fautrier (Paris: Pierre Seghers, 1946), p. 11.

Ibid.
363 ponge, Note sur les Otages, p. 9.
364 Limbour, Le Spectateur des Arts, pp. 21-22.
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Epaisseur [...] possédant une forme [...] déterminée: par [...] les nécessités du
sujet.’®® [...] les visages peints par Fautrier [...] sont de la peinture. [...] IIs
n’imitent pas la chair. [...] § C’est toute une sorte, une famille de sentiments
nouveaux que Fautrier vous propose: qui vont du ravissement d’oeil & I’horreur, a
I’épouvante d’oeil. § Eh! Donc qu’en art du moins, la fin justifie les moyens!
Pour ce résultat: la beauté.>® ... Qu’il peut y avoir plus de délectation (et moins
d’efficace) dans la dénonciation de I’horreur comme telle, dans sa représentation
horriﬁcgug, purement réaliste (?) que dans la tentative de transformer 1I’horreur en

beauté.*®

However, while Ponge enunciates the formal elements composing Fautrier’s paintings, he

explains the inadequacy of language to describe their material quality.’¢®

Nous I’avons dit: il serait vain de tenter d’exprimer par le langage, par les
adjectifs, ce que Fautrier a exprimé par sa peinture. Les adjectifs, les mots ne
conviennent pas a Fautrier. Ce que Fautrier a exprimé par sa peinture ne peut étre
exprimé autrement. Comment pourrait-on tourner la difficulté? Peut-étre
pourrait-on tenter un éloge du blanc de zinc sortant du tube? Un éloge du pastel
écrasé dans I’enduit, un éloge de I’huile colorée?®®

In order to circumvent the insufficiency of language, while emphasising the physical
aspect of the pdte, Ponge avoids a description of Fautrier’s painting process and
reproduces instead linguistically the materiality of paint. In fact, he reflects the material
qualiiy and palpability of the pdte in the transformative language of his own text, which
results in a technical equivalence between Ponge’s text and Fautrier’s painting. The
intimate bond between painting and viewer created by the palpability of the painted
matter is echoed in the text by the uncovered materiality of language rather than in a
direct reference to the pdfe through the meaning of language. For instance, the
juxtaposition of layers of paint involved in Fautrier’s specific creative process is mirrored
in the syntax of Ponge’s description, the Note consisting of abbreviated and unrelated
sentences divided by asterisks that seem to have been added to one another rather than

form a linear structure.

365 ponge, Note sur les Otages, p. 28.

36 Ibid., p. 27.

37 Ibid., p. 10.

368 This aspect of Ponge’s Note sur les Otages is described in Butler’s ‘Fautrier’s First Critics: André
Malraux, Jean Paulhan, and Francis Ponge’.

Jean Fautrier. 1898-1964, ed. by Carter and Butler, pp. 48-51,

3% 1bid., p. 27.
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Ponge’s linguistic method is also applied when apprehending the traumatic effect of the
Otages on the viewer. The poet does not describe the physical, emotional, and sensual
impact of the artworks on the onlooker, but actually performs their perceptual experience
through the materialist use of language in his text. The physical suffering of the flesh and
subsequent traumatic effect of the Otages is echoed in the progressive loss of any logical
order in Ponge’s text, its style becoming disconnected and lacking grammatical
coherence. Moreover, the argument lacks cohesion as it is interrupted in the
aforementioned overall structure of the text. As we will see in section ‘IV.1.1. Ponge’s
Parti Pris des Choses (1942)’, the poet had elaborated a specific type of poetic prose in
which the structure of the object is reflected in the structure of the text so that the latter
becomes the ‘poetic equivalent’ of the former.’” In Ponge’s writing therefore, the
perverted use of words corresponded to the disorder of things and the decline of human
beings. In this particular instance, there is a correspondence between the abusive handling

of language and the treatment of the hostages.

Similarly, Limbour, in ‘Les Otages de Fautrier’ (1945), believed that the artist had
created with the Otages a new type of art that responded adequately to the specific
historical and political events of W.W.IL., less for the chosen subject matter than for the
specific technique in which the deconstruction of the painting is equated to the

decomposition of death.*”!

Quand les peintres, jusqu’ici, représentaient ’oeuvre de la mort, ils la
représentaient au milieu d’un monde intact et survivant. La mort, elle-méme,
n’était pas représentée entiérement dans son pouvoir dissolvant, anéantissant. Ils
lui opposaient la construction de I’art: il y avait quelque chose de plus fort qu’elle
et qui triomphait de I’horreur et qui était I’ordonnance d’un beau tableau. § Mais
chez Fautrier, la victoire de la mort est totale: le désespoir n’est pas racheté,
I’horreur n’est pas compensée: il peint le dégott lui-méme. [...] § Ainsi quand il
peint les otages, il semble jeter que défi a I'art de peindre. [...] solidité,
construction, composition, il remplace ces qualités par leurs contraires:
évanescence, liquéfaction, horreur, décomposition. [...] Ne peut-on dire que
Fautrier a contre lui les peintres qui se servent de pinceaux, c’est-a-dire qui
s’expriment & ’aide de formes plus ou moins rationnellement construites, des

370 Claude-Edmonde Magny, ‘F.P. ou I’'Homme Heureux’, Poésie 46, no. 33, June-July 1946, p. 62,

371 Antimoine Chevalet, ‘Les Otages de Fautrier’, Action, no. 63, 16 November 1945, p. 12.

Antimoine Chevalet, the tongue-in-cheek pseudonym of Limbour, literally translates as ‘Antimonk Easel’,
and mocks religious and traditional painting.
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lignes précises, bref, a I’aide du dessin, et qui se méfient des excés de matiére
nuisible aux lignes? Les premiers otages, les plus anciens sont les plus lisibles; ils
sont traduits par un signe, celui de ’homme martyr, le sceau de I’otage,
admirablement dégagé par Francis Ponge dans son étude sur Fautrier. [...] Mais &
mesure que I’artiste s’enfonce dans la recherche d’une expression nouvelle du

tragique, ce signe disparait ou se complique.372

Thus &for those critics allied to Fautrier, the power of his paintings lied in their ability to
convey the situation of the Otages in a suggestive manner through their exploration of the
painted matter. While Malraux emphasised the use of subtle colours in the paintihgs,
Ponge, supported by Limbour, focused on the contrast between the horror of their subject
matter and the inherent beauty of their execution.. While this enables a displacement of
the reading of Fautrier’s paintings and sculptures away from the anecdotal representation
of the Orages onto the level of the symbolic, we will now see how the interpretation of
Fautrier’s exhibition acquires an additional dimension when set against the general
climate of France after the war. Les Otages: Peintures et Sculptures de Jean Fautrier was
eventually presented to the public at the exact time of the Epuration. The national
squaring of accounts was then being regulated with the implementation of cours spéciales
de justice and associated chambres civiques by the government on 15 September and 28
November.’”® As we will examine in section ‘IV.2.3. The Epuration Process’, Fautrier’s
immediate circle refused to take part in the condemnation of former collaborators which
they considered as just another type of victim in the history of W.W.IIL. I would argue that
this allows a shift in the reading of the Orages away from the specificity of the historical
context in which they were made to the more general notion of martyrdom during the

war >4

This argument is supported by Wallard’s exhibition review, Limbour’s ‘Les Otages dé

Fautrier’, and Ponge’s Note sur les Otages. The latter essays seem to dialogue with one

V72 1hid.

373 prost, Petite Histoire de la France, pp. 56-57.

74 This view was also certainly supported by Fautrier’s immediate environment of the time as is
demonstrated by a letter from Dubuffet to Paulhan in October 1945, in which he explained his position
regarding Fautrier’s Otages: ‘Il [Malraux] trouvait seulement que j*étais excessif quand je disais: que pour ce qui est
des histoires d’otages et Oradour, etc., je m’en foutais, que je ne voyais pas d’otages dans tout cela, qu’il ne me
paraissait pas du tout utile de méler des otages & tout cela mais que c’était une manie du peintre, une manie
concomitante qui n’est au surplus pas génante, qui est méme sympathique.’

Dubuffet, ‘Lettre Inédite 3 Jean Paulhan a propos de I’Exposition Les Otages de Fautrier, Samedi Soir’, in
Fautrier. 1898-1964, p. 222.
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another as Limbour was the editor of Le Spectateur des Arts in which Ponge’s ‘Fautrier a
la Vallée-aux-Loups’ had been issued, and Ponge wrote the cultural pages for the
Communist journal Action in which Limbour’s ‘Les Otages de Fautrier’ that referred to

Ponge’s Note was published.

Wallard saw in Fautrier’s series a broad interest in the traumatic experiences of the
victims of oppression, from the Spanish Republicans to the hostages during the

375 His article, published in January 1946, two months after the end of the

Occupation.
Orages exhibition, focuses on the series, yet locates the origin of its pc;litical engagement
in the Spanish Civil War. In doing so, it simultaneously offers an interpretation of the
series within and outside its specific historical context: the Otages could also portray the

Spanish Republicans.

De hautes flammes et des cris montaient de I’Espagne assassinée, on vit avec
étonnement les restes d’hommes dépecés que les fascistes catholiques envoyaient
dans les lignes gouvemementales, les yeux pourris des enfants, les brigades
internationales...”’®

Moreover, Wallard considers that the ‘giant fruits’, ‘skinned rabbits’, and ‘wild-boar that
loses its guts’ (which were presented in Fautrier’s retrospective exhibition of 1943 at the
Galerie Drouin) express the human suffering experienced during the war as adequately as

‘open and lewd men’.

Je ne soupgonnais pas que Fautrier venait de peindre des fruits géants, des lapins
écorchés, des hommes ouverts et impudiques, exprimant ce qui était & peine
concevable: un tragique cohérent, intérieur et visible comme I’est une maison

dans la rue.’”’

The human predicament is represented, according to the photographer, not so much
through the literality of the subject matter as through the manner with which the subject

matter has been dealt with. The violent treatment of the victims, whether human, animal

375 Wallard, ‘Les Arts’, pp. 86-90.
%76 Ibid., p. 87.
377 Ibid.
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or even vegetable, is felt on the part of the viewer through the brutal handling of the

painted matter.

Dans I’art de Fautrier il y avait parfois, & travers I’expression du tragique,
I’écume d’une horreur qui ne pouvait se contenir: I’homme se réveillait, s’étirait
et découvrait 4 la place de ce ventre lisse et doux une ouverture sanglante qui
béait, il se réveillait d’'un cauchemar, il ne révait plus et il était autopsié, le
cadavre ouvert, impuissant. Sur d’autres toiles Fautrier avait approché de
Phorreur en faisant paraitre sans préméditation le sanglier qui perd ses entrailles -
et les lapins écorchés qui crient plus fort que le vent dans les branches, les fruits

A . . (o 378
eux-mémes étaient parfois menaces.37

While the cruel treatment of the victims results in unrecognisable and shapeless masses
of flesh and blood, the experimental use of the painted matter, ignoring traditional
conventions of representation, threatens the legibility of the subject. This, Wallard

argues, has more impact on the onlooker than any illusionist representation of the tortured

o

victims.

Ils étaient six compagnons et on les a photographi€és sur leurs civieres pour les
identifier. [...] Mais les cinq compagnons ont perdu leurs visages, écrasés,
dépouillés de leur derniére humanité., Ce sont des documents: nez éclaté sur une
éponge noire de sang, masses brunes, énormes et fragiles de ce que furent les
yeux et le ricanement de monstres aux dents bizarres, des visages profanés. [...]
§ [...] S’il n’a pas été le témoin de ces scénes atroces, il a peint, il a tenté
d’exprimer cette rencontre mille fois répétée de la barbarie sur le corps de
I’homme et la protestation qui fuse & travers les chairs bouleversées, le sang
libéré, les formes détruites et la douleur. Il a choisi ces signes plastiques, ces
effusions colorées, qui constituent son langage, qui représentent assez peu
d’insupportables spectacles, mais qui, & mi-chemin entre des profiles ravagés et
des terres accueillantes, m’émeuvent davantage que les plaques de marbre ou les
grands monuments somptuaires.379

This results in the physical involvement of the viewer which engages him/her beyond

aesthetic contemplation to think about the ‘human condition’,

Fautrier a le droit de tout confondre, d’aller beaucoup plus loin, 13 o le modelé,
le jeu libre des lumiéres, la précision des contours ne nous occupent plus, 12 ol
nous ne songeons plus & la toile mais 4 nous-mémes, & la condition de

I’homme.>%°

378 Ibid.
37 Ibid., p. 88.
30 Ibid., p. 90.
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This process forces the onlooker to take a clear political stance. ‘On ne vous demande pas

si vous aimez Fautrier, on vous demande seulement si vous étes pour ou contre lui.’*®!

In a similar fashion, Limbour observes that the hostages in Fautrier’s paintings have lost
their ‘personal attributes’ and have become ‘unrecognisable’, their identity being reduced
to the number that the artist has ascribed to each of them. Through the repetitive aspect of
both its format and its titling system therefore, the series ascribes to each of its figures a

generic dimension for all hostages.

Le catalogue de cette exposition dans son impressionnante simplicité (1. Téte
d’otage n°l; 2. Téte d’otage n°2 et ainsi de suite jusqu’a P’otage n°33 [...])
indique bien qu’il s’agit d’étres non plus anonymes, mais évanouis dans une
totale impersonnalité: ils n’ont plus de visage particulier, aucun trait personnel:
chacun est I’otage, chacun n’est que chair meurtrie. [...] Il s’agit de représenter
ou, plutdt, d’exprimer le tragique et de peindre I’Horreur. Ce sont 1 des otages,
et quelles que soient les métamorphoses et méme les enchantements par lesquels
peut les faire passer I’art du peintre, il convient qu’il nous raméne toujours a cette
pénible obsession, au sentiment de la tragédie. § [...] Fautrier ne va-t-il pas
encore plus loin? Le cadavre est un objet qui tend a perdre sa forme, ses lignes
s’évanouissent. En  particulier D’otage férocement exécuté devient
méconnaissable. Ainsi c’est du méconnaissable, ou ce qu’il en reste comme
sentiment, que Fautrier semble paradoxalement vouloir peindre. Le sang s’écaille
autour des trous, il y a des écoulements de liquides verditres, suaves parfois, une
sorte de liquéfaction. La vie construit, donne architecture et dessin; la mort efface

et mélange.382

This standpoint is contended in Michel Florisonne’s review of the exhibition in Arts.
While obviously referring to the men and women who had sacrified their lifes for the
Liberation of fellow French citizens, the article emphasises the fact that the victims in
Fautrier’s paintings are not identifiable anymore, but are to be considered for their human
value solely. As such, it resonates as an appeal to the commemoration of all victims of

W.W.IL

Une quarantaine de violentes taches blanchatres, écrasées, numérotées, posées
uniformément sur des supports carrés, gris, quelques autres plus grandes,
quelques traces parfois de couleur jaune: c’est ainsi que Fautrier évoque dans un
puissant langage plastique le martyre des hommes qui ont payé de leur vie le
salut des autres. Ce sont des anonymes, ce sont des formes d’autant plus

! Ibid., p. 88.
382 Chevalet, ‘Les Otages de Fautrier’, p. 12.
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tragiques qu’elles sont symboliques, ce sont des représentants de I’humanité qui
n’ont plus droit au visage personnel: ils sont et ils ne sont déja plus, ils font partie

du cosmos.

In its praise of Fautrier for respecting the anonymity of the victims and for avoiding the
representation of the executioners, Ponge;s text also expresses the necessity to empathise

with all victims of cruelty.

Point de portraits. Et nous n’avons donc pas la sympathie pour un étre déterminé,
mais une nécessité beaucoup plus poignante, irrésistible.” [...] bien qu’il edt été
sans doute, pour stigmatiser les horreurs nazies, plus logique et plus facile de
montrer I’acte de torture, afin de ne laisser aucun doute sur I’origine, la cause, la
responsibilité de ces défigurations — Fautrier ne s’est senti de go(t pour peindre
le bourreau, [...].385

In the context of the excesses of the Epuration, the poet expresses his belief that there is
at the basis of all brutality the very idea of justice, and warns the advocates of revenge
against the danger of the means involved in seeking justice, as these can very often be
more destructive than the punished acts themselves. ‘Le désir du tortionnaire [...] est [...]
de faire progresser ’action de ce qu’il considére comme sa justice.’**® Hence the need to
consider all human beings as potential hostages of human cruelty in order to retrieve the

goodness of human nature.

11 a raison, car voila I’affaire la plus importante du si¢cle: 1’affaire des Otages.*
Chez toute 4me bien née, I’idée de la torture des autres inspire, beaucoup plus
que la terreur et la panique, ’horreur et la colére vengeresse. Et il y a toujours
assez d’dmes bien nées pour entrainer I'histoire. § Chez les plus intelligents ou
les plus ambitieux elle inspire la résolution de tout faire pour supprimer & sa
racine ou a sa source la cause profonde d’une telle horreur, de changer le monde
et de changer I’homme pour qu’il ne soit plus capables de tels crimes.}®®

Furthermore, this reading of Fautrier’s paintings away from the narrative representation

of the Otages to the more general notion of martyrdom during W.W.IL. involves the

*% Michel Florisonne, ‘Les Expositions: Les Otages’, Arts, no. 11, 2 November 1945, p. 2.
38 Ponge, Note sur les Otages, p. 23.

*%5 Ibid., p. 25.

%56 Ibid., p. 20.

w7 Ponge, Note sur les Otages, p. 26.

*% Ibid., p. 21.
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viewer into a greater political dimension of the work.*®* This political engagement is at
the core of Ponge’s Note sur les Otages.**® The contrast between subject matter and its
depiction in Fautrier’s paintings, according to the poet, engages- the onlooker for several
reasons. Firstly, it serves to highlight and attract the attention of the viewer towards the

morbidity of the events.

A I’idée intolérable de la torture de I’homme par I’homme méme, du corps et du
visage humains défigurés par le fait de ’homme méme, il fallait opposer quelque
chose. 1l fallait, en constatant I’horreur, la stigmatiser, I’éterniser. § Il fallait la
refaire en reproche, en exécration, il fallait la transformer en beauté.” [...][...]
[Clhaque toile vous attire, vous améne & elle, provoque en vous un

mouvement.

Secondly, the beauty in Fautrier’s paintings stands as a reminder of the possibility of

beauty in the world and acts as a gesture of Resistance against horror.

Que les visages des Oftages soient si beaux, [...] n’y pouvons-nous pas voir une
sorte d’héroisme, de mensonge héroique semblable, - et de divine, d’obstinée
résistance, opposition & I’horreur par I’affirmation de la beauté.>

It re-affirms an indestructible belief in the goodness of human nature at the centre of

Ponge’s philosophy.**

Nous voila donc en face d’un sujet nouveau, [...] il peut en résulter [...] une
nouvelle religion, une nouvelle résolution humaine. Cette religion [...] est celle
de 'humanité, avec ce qu’elle implique de discipline consentie et aussi, en face

de ses bourreaux et de leurs complices, d’intransigeance.

These ideas are corroborated by the visual analysis of a selection of Orages. In Orage no.
22 [Fig. 54], as in many other paintings in the series, the head of the hostage, viewed
from its profile, is constituted of thick white paint that does not quite fill in the surface

delimited by its outline. This gap between the head and its actual contour suggests that

3% The idea of the involvement of the beholder has been developed in ‘L.5.1. Paulhan’s Fautrier L’Enragé
(1943)’.

% ponge, Note sur les Otages.

! Ibid., p. 22.

392 Ibid., p. 30.

% 1bid., p. 11.

3% See “1V.1.1. Ponge’s Parti Pris des Choses (1942)’.

3% Ponge, Note sur les Otages, p. 25.
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the viewer is presented with a representation rather than an illusionist reproduction of the
subject. The onlooker is further involved in the work through the correspondence
between the materiality of paint and human flesh. In this particular instance, s/he is
witnessing an accomplished act, as brushstrokes of reddish brown paint, suggesting dried
blood, have been applied vertically from the forehead to the jaw following two thick
lines: one from the bone of the nose to the mouth; the other from the eye to the cheek.
Together with the Greek aspect of its facial features, the head thus acquires the

monumentality of an homage to the martyrs of the war years.’”

While first appearing to be a formless mass, La Jolie Fille reveals itself, through the

observation of encircling hands, to be a body curled up onto itself [Fig. 55]. This |
hypothesis is confirmed by the more figurative representation of Lespugne [Fig. 56], a
coloured lithograph that Fautrier had produced as an illustration to a poem by Ganzo of
the same title, and that resembles La Jolie Fille.*” The figure of Lespugne, representative
in fact of a little Aurignacian statue, is formed of a head encircled by a pair of arms and
hands, the trunk of the body being completely absent from the composition.>*® In La Jolie
Fille, the trunk of the body is made of thick layers of bright paint, while the hands are
drawn in black lines. Here again the viewer is involved in the torturing process which has
contributed to the destructive transformation of the ‘Pretty Girl’ into a formless object, as
sh/e is positioned at different moments of the victim’s life: the title of the painting
suggests a girl still able to enjoy the pleasures of life, while the painting itself portrays
her death and decay. This notion of witnessing is itself reinforced by plain black circles in
"~ the background that hint at observing eyes.>*® These seem to be an abstract version of the

seven faces in one of Fautrier’s four illustrations for Eluard’s Dignes de Vivre from.

3% From my visit to the exhibition Paris: Capital of the Arts. 1900-68, Royal Academy of Arts, 2002,

7 See Appendlx 13 for a reading of the poem.

% Lespugne is one of the archeological sites of cave painting. A Venus figurine with stylised and
exaggerated breasts, buttocks, and thighs was found there and is now housed in the Musée de I’"Homme.
Andrew J. Lawson, Cave Art (Buckinghamshire, UK: Shire Publications, 1991), p. 31.

3% From my visit to the exhibition Paris: Capital of the Arts.

La Jolie Fille contradicts the common assumption that Fautrier mounted all his paintings on canvas, as the
gap between the paper onto which is represented the image and the piece of textile onto which the paper
has been mounted reveals rough jute. This pre-supposes the development of a specific technique making
use of materials that were more readily available at the time. As we shall see in section ‘IV.1.3., this was
echoed in Dubuffet’s Macadam, Mirobolus & Cie: Hautes Pdtes series (1945-46).
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which the artist has kept only the eyes [Fig. 571.%° La Juive [Fig. 58] establishes another
form of ambivalence between presence and absence as the curved line defining the figure
on the right has been exactly duplicated so as to give the impression of a shadow. Both
the subject and the ghostly remaining trace of her life can therefore be viewed

simultaneously in the painting.*”!

At first glance, the sculpture entitled Otage [Fig. 59] resembles an oblong mass of bronze
with a rugged surface and very few prominent features. However, the title of the work
indicates the representation of a human head. Incited therefore to look closer, the
onlooker notes that the front view of the figure presents very interesting facial traits: the
bone of the nose continues well into the forehead, and as such, divides the face into two
sections. On the left profile, the artist seems to have traced the different elements in the
face by removing the matter of the sculpture in a destructive gesture echoing the harmful
actions of the torturer onto his victim. The mouth is indicated by a flicker of the finger,
. and because of the protrusion of the upper lip, seems to be gaping. The finger marks
“scarring the cheek from the eye to the jaw are suggestive of tears, sobs, or wounds. While
this profile restitutes in an almost cinematic manner the changing of human features
going through the different emotions of pain and suffering, the right profile is atrophied
into a swollen bruise covering its entire surface. Here again this suggests that the viewer
is presented with two stages of the torturing process, its actual exercise and its

disastruous result.**?

In Grande Téte Tragique (‘Large Tragic Head’) [Fig. 60], the two profiles have also been
treated very differently. While the profound sadness of the eye is what characterises the
" left-hand side of the face, the human aspect of the right-hand side has been completely
obliterated with a multitude of thin striations covering its entire surface and following the
contours of the head and jaw. The mouth and the nose have been spared the scoring

process, but the mouth is open in a suffering grin and the nose seems to be fissured. Most

490 According to Ponge, ‘c’est dans le recueil de poémes d’Eluard intitulé “Dignes de vivre” que se montrérent pour
la premiére fois les dessins de tétes d’Otages telles que les propose Fautrier.

Ponge, Note sur les Otages, p. 32.

%! Erom a visit to Fautrier’s collection at the Musée d’Art Moderne de la Ville de Paris.

92 From my visit of the exhibition Paris: Capital of the Arts.
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striking in the profiles is the Greek aesthetic of the figure whose mistreatment seems to
have been applied just as a mask would be posed onto a face. There is indeed a sharp
contrast between the face itself and the abundance and wildness of the hair, and the
impression of a mask is emphasised by the clearly defined jaw and hair-line. The
mistreatment of this otherwise very Greek bust can be seen as a direct criticism of the
type of art and associated ideology being promoted by the Nazis at the time the sculpture
was executed. Instead of a Greek hero emerging from the atrocities of war ever stronger
and more beautiful, we are presented with a solitary human face disfigured by sadness

and wound, a martyr.*®

Fautrier involved therefore the beholder into the world of his oeuvre in several ways.
Firstly, he created impastos of the exact size of heads which he then gouged, creating
scar-like incisions or obliterating some of the facial features. The. portrait thus acts as a
disfigured version of the mirror image of the viewer who is impelled to compassion.
.Secondly, as the victim is being tortured or is decaying, the scenes which the onlooker is
witnessing are not accomplished acts. The artwork presents a sequence of events rather
than a fixed image, impression of movement which is present within each piece, but also
in the sequential pattern followed by the Otages series [Fig. 61]. Confronted with the
possibility to intervene in the unfolding events, the viewer is faced with the decision to

act unto the events or remain passive.

111, 4. Conclusion

Thus the context in which the Tableaux et Dessins de Jean Dubuffet and Les Otages:
Peintures et Sculptures de Jean Fautrier exhibitions were received in the immediate posf-
war period expresses the weight of the past historical events having affected the fate of
French society and demonstrates a strong engagement and support to intellectual
Resistance. The art of Resistance was defined as an art that maintains a dialogue between
life and artistic expression, and that distances itself from the figuration of traditionalist

painting. For their supporters, Dubuffet’s and Fautrier’s work not only responded to these

% Ibid.
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requirements, but could also contribute to ease the difficult transition from the

Occupation to its aftermath by proposing a humanist model for Reconstruction.

Special reference was also made in this part to Fautrier’s Otages series. Opposing the
consensual argument that reduces the paintings and sculptures to a literal testimony
among the countless horrors committed during W.W.IL,, I argued that what attracted its
main supporters was the fact that the work treated the drama of the hostages in a
suggestive manner. This was achieved through the displacement that the artist operated
between the subject matter and the execution of the artworks thanks to the explicitly
experimental use of the artistic matter. Such exploration, I contended, made possible a
multiplicity of interpretations of the paintings and sculptures away from the anecdotal
representation onto the level of the symbolic and the more general notion of martyrdom
during W.W.II. This results in the involvement of the viewer beyond aesthetic
contemplation into a greater moral and political dimension of the work. While pondering
about the human condition, it re-affirms an indestructible belief in the kindness of human
nature. I concluded by arguing that the Otages series was also to be placed within the
general climate of the épuration when it was eventually presented to the public. Both
contexts raised questions about self and otherness, and ‘good and evil’, concepts which I '

will contend in the following part, form the philosophical battling ground of W.W.II.
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IV. Transgressing Dogmatism

Il faut tout ce que la litérature [et 1’art ont] produit de meilleur pour nourrir dans
I’homme tout ce qui mérite de Pétre. %

I want to show in this part that the 1940s in France were marked by a constant tension
between the notions of ‘Good and Evil’. The nature of the tension however evolved
during the different historical periods of the decade. Under the Occupation, the Nazi
ideology constructed the idea of the supremacy of the Aryan race over the Jewish
community, to which they later associated the Resistance movement. During the
épuration process, the squaring of accounts divided former resistants and collaborators.
The beginning of the Cold War raised the question about whether to adopt an American
or Communist political model. Considering these oppositions to be simplistic as well as
ethically aﬁd politically problematic, Dubuffet’s and Fautrier’s intellectual circle

attempted to by-pass the dualism of the model in their art and writing.

In the Nietzschean perspective, the distinction between ‘Good and Evil’ is criticised for
being traditionally moralist and to correspond to the requirements and fears of a weaker
type of human group. This ‘slave’, or ‘herd-animal’ morality, has become the dominant
set of values and has suppressed the aspirations and potentials of stronger groups in their
search for the enhancement of life.*”® Because the slave is constructed on the conception
ofa nori-ego that is itself opposed to evil in order to posit itself as self, what appears to be
an affirmation originates in fact from two negations, and is based on the power of
* resentment and the spirit of revehge. This is the danger of the distinction between ‘Good

and Evil’ against which Niezsche had warned us:

[Good and Evil values] are not created by acting but by holding back from
acting, not by affirming, but by beginning with denial. [...] But think of what

404 Georges Mounin, ‘L’Anti-Pascal, ou la Poésie et les Vacances’, Critique, no. 37, June 1949, p. 500.

45 Antony Flew, A4 Dictionary of Philosophy, 2™ edn (London: Pan Books; Basingstoke: Macmillan Press,
1981), p. 230. -

Ted Honderich, The Oxford Companion to Philosophy (Oxford and New York: Oxford University Press,
1995), p. 621.
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these values‘ hide, of their mode of creation. They hide an extraordinary hatred, a
hatred for life, a hatred for all that is active and affirmative in life, 496

According to Deleuze, the good of ethics has become the evil of morality, the bad has

become the good of morality.*?’

I believe that this point of view was reflected in both the art and literature of Dubuffet’s
and Fautrier’s intellectual circle who took a stance against the culture that mirrored the
ideology founded on a set of oppositions between ‘Good and Evil’. I show that one of the
strategies which Dubuffet, Fautrier, and Ponge developed to transgress the Dogmatism of
the 1940s consisted of making an explicitly experimental use of their respective media,
whether artistic or literary. I argue that such a comparison can be drawn from Fautrier’s
Objets series (1942-49) and Dubuffet’s Macadam, Mirobolus & Cie: Hautes Pdtes series
(1945-46) on the one hand, and Ponge’s Parti Pris des Choses (1942) on the other hand.
Moreover, underlying the Dogmatism of the 1940s was the rejection of a constructed
‘other’. This study illustrates this point with different exainples related to Dubuffet’s and
Fautrier’s milieu. During the Occupation, the collaborationist pres’s defined the members
of the Musée de I’'Homme intellectual Resistance network of which Paulhan was a
member as ‘foreign’ and/or Jew, while the Affiche Rouge depicted the members of the
Manouchian Resistance group as ‘terrorists’. All enemies of Fascist ideology were
therefore constructed as threatening ‘others’ who were eventually equated to one another
and united under one grouping. In this context, the experimental use of matter
acknowledged the participation of the spectator who came to signify the ‘other’ in all its
forms. At the Liberation, the notion of ‘otherness’ was transferred on ex-collaborators
who were treated as enemies of the State by the population, and even more so by former
resistants. However, Paulhan’s Cahiers de la Pléiade literary review (1946-52) and
Dubuffet’s Portraits series (1946-47) took a stance against the épuration excesses which
they considered illegal. Ref}ealing a concern with issues of identity and otherness were
also Dubuffet’s interest in Art Brut and Fautrier’s illustration of Bataille’s Madame

Edwarda (1942/45) and of Frénaud’s La Femme de ma Vie (1947). While the former

4% Friedrich Nietzsche, On the Genealogy of Morals (1887), 117. Quoted in Deleuze, Nietzsche &
Philosophy, p. 122,
7 Deleuze, Nietzsche & Philosophy, p. 122.



147

attempted to surpass the hierarchy between ‘civilised’ and ‘primitive’, the latter explored

the liberating potential of the ‘erotic’.

IV.1. Matter as Strategy of Transgressing Dogmatism: A Radical Change in Art Practice

1V.1.1. Francis Ponge’s Parti Pris des Choses (1942)

In his philosophy, Ponge wished to transform the relationship between individuals and
the world through a new and diverse outlook at surrounding realities. This wish led the
poet to a tabula rasa of all a priori and anterior knowledge when apprehending the
subject of his poems. The need to renew the mechanisms of poetry was enhanced by his
suspicion of its traditional forms whose grandiloquence he considered as pretentious and
ridiculous. He had put his intention in practice in Le Parti Pris des Choses (1942).*® The
‘choses’ (‘things’) in the title encompass not simply everyday objects, but in a larger
perspective, realities which are external and insignificant to individuals; These include
objects (‘Le Cageot’, ‘Le Pain’), animals (‘L’Huitre’, ‘Le Mollusque’), vegetables (‘Les
Mires’, ‘La Mousse’), and everyday places (‘Bords de Mer’, ‘Le Restaurant Lemeunier
Rue de la Chaussée-d’Antin’). In this collection of poetic prose, the writer therefore
focused on one object in the material world that was regarded to be outside the poetic
spectrum, but then took his reader onto the enlightening journey of everyday magic.**’
Because in this ‘inventory’, ‘chaque object considéré [...] [est] saisi en méme temps dans
ses apparences manifestes et dans sa réalité poétique.’*'® The reading of this catalogue of
~ everyday objects presupposes the adoption of an oben attitude to appreciate and learn
about our surroundings, which, according to Ponge, will eventually facilitate the

discovery of new realities.

Comme tous les vrais poétes, Ponge lutte contre I’usure sensorielle, la tendance &
ne plus voir vraiment ces objets trop vus, la tendance & sentir la saveur s’en

48 Brancis Ponge, Le Parti Pris des Choses (Paris: Editions Gallimard, 1942).

% 1n 1948, Ponge published for Gallimard Proémes, whose title was formed of the words ‘prose’ and
‘poémes’. '

41 Jean Dubuffet and Jean Tortel, Francis Ponge, Cing Fois (Saint-Clément-la-Riviére: Fata Morgana,
1984), p. 11.
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émousser. Tout le travail de Ponge est de réveiller I’oeil endormi dans 1’habitude
des perceptions quotidiennes. Il donne a revoir.*!!

Despite Ponge’s focus on the object, it is however important to establish that his oeuvre is
profoundly humanist. The poet had written on the subject of Le Parti Pris des Choses:
“[...] quelle est la notion propre de I’homme: la morale et la parole. L’humanisme.’*'? In

this perspective, he

tend & apprendre & ’homme les prémices d’une nouvelle vie et notamment & lui
indiquer des possibilités accrues de bonheur. [...] [1l fait] tout son possible pour
connaitre ce qui vous appartient (d’oti I’inventaire) et améliorer votre situation
(d’otr les régles d’action morale et sociale). [...] Et qui contiennent toute la
morale, tout I’humanisme, tout le principe d’une société parfaite.

Ponge very often compared objects, animals, and plants to human beings, and assigned
human characteristics, attitudes, and feelings to them in order to give life to inanimate
objects. On a philosophical level, the poet believed that our understanding of surrounding
realities would lead to a better understanding of humankind and its place in the world of
objects. More specifically, the contemplation of objects would bring a re-birth of

humanity that would be mediated by a new experience of the things in the world. This »
revitalisation of our surrounding world would give human beings ‘raisons de vivre
heureux’ (‘reasons to live happily’).*'* Thus all beings and objects, even the most
insignificant ones, would desserve to be carefully explored to uncover their hidden and

unsuspected richnesses. Ponge wished

la naissance au monde humain des choses les plus simples, leur prise de
possession par I’esprit de I’homme, I’acquisition des qualités correspondantes, un
monde nouveau ol les hommes, 4 la fois, et les choses connaitront des rapports
harmonieux.*'

“'' Mounin, ‘L’ Anti-Pascal’, p. 495.
12 Dybuffet and Tortel, Francis Ponge, Cing Fois, p. 14.
1 1bid., pp. 16-17.
414 Moumn ‘L’ Anti-Pascal’, p. 493.
415 André Rousseaux, ‘Les Livres: Francis Ponge et la Nature des Choses’, Le Figaro Littéraire, no. 155,9
April 1949 (4" year), p. 2.
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In Le Parti Pris des Choses, the structure of the object is reflected in the composition of
the text, which describes the object as an autonomous and coherent entity.*'® Moreover,
the writer operates an entertaining play with language through the use of appropriate
connections, analogies, and humour. In particular, his notion of ‘objeu’ (the association
of the words ‘objer’ and ‘jew’, ‘object’ and ‘game’), designates writing practices that
consist of exploring the mechanisms of language so that the text becomes the ‘poetic
equivalent of the object’. Through his internal functioning therefore, the text is not only a
description of the object, but acquires an autonomy, homogeneity, and life that are only
theirs. The poetic activity thus aims at retrieving the ‘emotional shock’, the surprise, and
the delight that are provoked by the simultaneous discovery of the object and the matter
of the text. Establishing a structural equivalence with the object, the text paradoxically
acquires its own reality and becomes a reflection on language and poetic expression.
‘Ponge a cherché comme tous les poctes un nouvel idiome qui produira I’effet de surprise
et de nouveauté des objets de sensation eux-mémes.’*'” As the pleasure of the things of
the world are extracted and condensed in the specific forms of his poems, Ponge’s

humanist approach is not dissociable from his aesthetic.

[I1] fonde la morale sur I’esthétique, ou plutdt: un certain nombre de qualités
morales sont reconnues au poéme ‘objet de jouissance proposé a I’homme, fait et
posé spécialement pour lui>.418

Art even acquires an immense power of transformation as Ponge believes that the world
has not reached a fixed state, but is in a state of becoming through art. The perverted use
- of words corresponds to the disorder of things and the decline of human beings, just as

the appropriate use of words reflects, according to the poet, a harmonious society.

IV.1.2. Fautrier’s Objets Series (1942-49)

Fautrier’s Objets series was started the same year as Ponge’s Le Parti Pris des Choses

was published, and as the collection of prose poems, includes objects of the everyday:

46 Magny, ‘F.P. ou I’'Homme Heureux’, p. 62.
“1” Mounin, ‘L’ Anti-Pascal’, p. 497.
“'® Dubuffet and Tortel, Francis Ponge, Cing Fois, p. 21.
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encrier (‘ink-pot’), clef (‘key’), boites de conserve (‘tins’), pain (‘bread’), moulin a café
(‘coffee-grinder’), jarre de porcelaine (‘china jar’), flacon de crystal (‘crystal flask’). In
addition to L’Encrier, for instance, establishing an obvious relationship with the art of
writing, such concordance in time and subject matter suggests a common intention. This
hypothesis will be tested with the observation of a selection of paintings, in particular Le

Pain*?®

As Ponge in each of his poems, Fautrier focuses on one object only, and this object sits
within the frame of the painting without any background. As such, the dbject represented
stands for the visual equivalent of the object itself. For both artist and writer, the
favourite angle of vision is the close-up. ‘C’est de 1a qu’il obtient la résurrection du
monde oublié, de 1a qu’il brusque avec bienfaisance notre optique visuelle.’*** As Ponge
in his poetry, Fautrier gives a very personal, almost abstracted, interpretation of a
quintessentially traditional genre of painting, the still-life: most objects are borrowed
from everyday life. La Clef (‘The Key’) is one instance in which the title indicates the
representation of a clearly recognisable object that cannot be discerned in the actual
artwork. This seems to be a literal ‘entrée en maticre’ following one of Ponge’s puns on

the matter of writing.

Le Pain (‘Bread’) [Fig. 62] inspired both artist and poet, and I propose a comparative

study of both painting and text as an example of the correlation between Fautrier’s series

and Ponge’s inventory of objects.**'

La surface du pain est merveilleuse d’abord & cause de cette impression quasi
panoramique qu’elle donne: comme si I’on avait & sa disposition sous la main les
Alpes, le Taurus ou la Cordillére des Andes. § Ainsi donc une masse amorphe en
train d’éructer fut glissée pour nous dans le four stellaire, ol durcissant elle s’est
fagonnée en vallées, crétes, ondulations, crevasses... Et tous ces plans dés lors si
nettement articulés, ces dalles minces ol la lumiére avec application couche ses
feux — sans un regard pour la mollesse ignoble sous-jacente. § Ce lache et froid

1% The examples of paintings dealt with in this section were examined from the permanent display of
Fautrier’s work at the Musée d’Art Moderne de la Ville de Paris to which the artist donated a great number
of artworks just before his death in 1964,

420 Mounin, ‘L’ Anti-Pascal’, p. 495.

! The context of shortages and rationing of everyday substances described earlier in I1.3.2.c. Dubuffet’s
Messages Series (1944)’ is also pertinent here.
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sous-sol que I’on nomme la mie a son tissue pareil & celui des éponges: feuilles
ou fleurs y sont comme des soeurs siamoises soudées par tous les coudes a la
fois. Lorsque le pain rassit ces fleurs fanent et se rétrécissent: elles se détachent
alors les unes des autres, et la masse en deviant friable... § Mais brisons-la: car le
pain doit étre dans notre bouche moins [’objet de respect que de

consommation,*??

In his poem, Ponge describes the surface and the baking of bread, and the difference of
textures between the crust and the crumb. As we shall observe, all these aspects are
connected to the physical and material dimension of the object in question, but also to its
making and its represented version in the painting. In the expression ‘impression quasi
panoramique’ (‘quasi-panoramic impression’), the surface of the bread is connected to
the relief of a landscape. Described as ‘merveilleuse’ (‘marvellous’), it thus acquires an
imaginary, almost fantastic dimension, already present in the proposed vision of a
panorama. The bread ceases to be a banal object to become a grandiose landscape or even
a vast mountain rahge: ‘les Alpes, le Taurus ou la Cordilleére des ~Andes’ (‘the Alps, the
Taurus or the Andes’). Moreover, the poet plays on the contrast between the immense
and the small, as the bread constitutes a vast region on Earth but is also ‘sous la main’
(‘within reach’). In Fautrier’s painting, a si’milar contrast is at play, as the ‘bread’
represented resembles an island in the middle of the ocean, but also corresponds to the
full-size scale of a normal loaf (approximately 12 x 20 cm). The message underlying both

the text and the painting is that the marvellous can be easily grasped.

In the second paragraph of his poem, Ponge describes the baking process of bread and
- employs several terms referring to the bread’s dough as matter and to its metamorphosis
from ‘masse amorphe’ (‘amorphous mass’) thanks to the oven’s warmth: ‘éructer’ (‘to
eruétate’), ‘durcir’ (‘to harden’), ‘fagonner’ (‘to shape’). This transformation can be
equated to the painted matter and the creative process involved in the making of the
painting. In Fautrier’s painting, the painted matter is not unlike the bread’s dough, as it
has been cut across in the same way as bakers make incisions in the uncooked dough so |
that it can rise into a beautiful shape during its baking. This process of rising matter is

itself echoed in the painting by the different layers juxtaposed on top of one another in

422 Ponge, Le Parti Pris des Choses, p. 46.
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the construction of the represented loaf. The comparison with the reliefs of a landscape
made in the poem through the use of the terms ‘vallées’ (‘valleys’), ‘crétes’ (‘crests’),
‘ondulations’, ‘crevasses’ (‘crevices’), ‘plans’ (‘planes’), and ‘dalles’ (‘flagstones’) can
equally be connected to the marks in the painted matter resulting from the incision of a
diversity of instruments. In some areas of Fautrier’s painting, the painted matter seems to
be broken, revealing,b under the golden brown of the crust, the lighter cream of the crumb.
This aspect of the painting echoes Ponge’s focus away from the ‘luminous’ surface (‘la
lumiére [y] couche ses feux’) towards the inside of the bread. In both the painting and the
text, an obscure and troubling world is hidden under the beautiful surface of the

appearances.

Generally, part of the emotional pleasure in looking at Fautrier’s Objets series originates
from the simultaneity of the progressive discovery of the object and the re-creation of the
gestures of the painter. The artist guides the viewer through the structure of the object by
leaving apparent the different stages of its construction in the painting, either through the
skeichy aspect of the drawing marks or the different layers of painted matter [Figs 63-
66]. In Les Boites en Carton (‘Cardboard Boxes’) [Fig. 67] for instance, there is an
evident dissociation between painted matter and drawing, as the lines of perspective are
strongly lsuperimposed onto the painted matter. These give the impression of a
deliberately failed attempt at creating a three-dimensional space and demonstrate the
illusion of the technique of perspective. Substituting the traditional medium of oil
painting with experimentations on impastos, Fautrier replaces the exact representation of
an object with a dissociation between the drawing and the object itself. The object seems
to have lost its defining contours within the surrounding space to become only present
through the materiality of paint, its volume, and substance. Drawing and matter are
completely dissociated from one another in such a way that object and surrounding space

become one.

Fautrier’s creative process is an invaluable clue to the interpretation of his work: working
flat on a table, he had abandoned the traditional use of canvas [Fig. 68]. The construction-

of his paintings consists of sticking a sheet of paper coated with Spanish white and glue
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onto a stretched canvas, and then superimposing layers of impastos which he manipulates
and inscribes with a spatula or a knife. Added or mixed to the different coatings are inks,
watercolours, or powder of colours, which André Berne-Joffroy has described as ‘the
support of the image, the substance in which the image floats.’*?® Palma Bucarelli’s
publication, Jean Fautrier: Pittura e Materia, opens on six photographs of the different
stages of the execution of one of Fautrier’s paintings, which represent invaluable
documentation for the understanding’ of his working method and its unfolding in time.

They are described with the following subtitles:

1. Fautrier trace la premiére image au pinceau et aux encres sur le papier déja
préparé avec I’enduit (un crépi de blanc d’Espagne et de colle) et encollé sur
toile. 2. Sur Penduit encore humide ont été répandues des poudres et d’autres
matiéres qui lui ont conféré un aspect ‘brut’. Fautrier y superpose I’empéatement,
en suivant 4 peu prés le dessin tracé. 3. Des poudres colorées ont éte répandues
sur le premler état de la pate, auquel maintenant I’artiste ajoute d’autres couches,
plus ou moins amples, plus ou moins nombreuses, et irréguliéres, en utilisant la
spatule. 4. Les poudres colorées sont répandues sur la derniére couche. Le peintre
les laisse se déposer et adhérer & ’empétement frais et huileux en certains
endroits, en d’autres il les incorpore & cet empatement au pinceau. S. Le dessin
resté couvert par la pate, est repris sur cette pate méme, et aussi sur le ‘champ’ ou
il est encore visible sous la transparence des matiéres appliqués sur ’enduit, 6.
Avec une baguette métallique, ou une autre sorte d’instrument, Dartiste trace
dans la pate des sﬂlons délicats qui s aJoutent aux traits du dessin au pinceau et

complétent 1’1mage

However, her comments seem to establish a direct relationship between the drawing of
the object and the volume of its matter, which I believe is inadequate. Unlike the
descriptions made in statements 2 and 5, the impasto is not ‘superimposed’ onto the
drawing and the drawing is not ‘covered’ by the pdte; the drawing remains visible under
the impasto, and remains so despite the addition of several layers of pdte. The drawing is
on the contrary reworked through the impasto. The graphical traces are inscribed in the
matter, and being light and blurred, are suggestive rather than descriptive of the subject

matter: the image forms itself through matter.

423 Berne-Joffroy, ‘Franges pour un “Dossier Fautrier”, in Jean Fautrier: Re’trospective, ed. by Berne-
Joffroy and Paulhan, p. 11.

424 palma Bucarelli, Jean Fautrier: Pittura e Materia (Milan: Il Saggiatore, 1960), unpagmated section.
Trans. from the Italian in Seibel, ‘Remarques en marge de la Peinture de Fautrier’, in ‘Dossier Jean
Fautrier’, pp. 24-25.
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The dissociation between drawing and matter is what enables Fautrier’s art to be about
suggestion and expression rather than representation. Because the artist avoids all
attempts at realistic representation of the object, the painting acquires an autonomous and
coherent entity. However, as Ponge in his poetry, Fautrier explores the mechanisms of the
language of paint and makes this aspect of the creative process apparent through the
demonstrative use of drawing and matter in the construction of the object. Thus the artist
shares with the viewer an entertaining play with the language of paint. Through its
internal functioning, the painting therefore acquires its own reality, but through the
demonstration of its internal functioning, it becomes a reflection on matter and visual
expression, a play on the idea of painting as a language and re-presentation, As observed

in I.5.1,, this idea was expressed by Paulhan in Fautrier L’Enragé:

Car il se passe dans la fagon méme du tableau ce que Fautrier ailleurs nous
montre dans ses sangliers et ses lapins: ¢’est que la matiére y vient g égalité. Elle
n’est pas inférieure au fruit. [...] Il n’obéit pas moins aux volontés de I’huile et
de I’enduit, & quelque besoin de sa péte, qu’aux jeux réels de la nature et des
rochers, du soleil ou de ’ombre.*®

Thus in their attempt to uncover the matierist and poetic dimensions of the object,
Fautrier and Ponge created a visual or phonetic equivalence in such a way that the
presence of the object itself could be felt. ‘Ponge veut faire paraitre la présence de I’objet,
en dessiner sur le papier une exacte transposition, a la limite en donner un équivalent.’**
This demonstrates an interest in the image not so much as an exercise in stylisation but as

a recipient of emotions and ideas for the onlooker.

IV.1.3. Dubuffet’s Macadam, Mirobolus & Cie: Hautes Pdtes Series (1945-46)

The Macadam, Mirobolus & Cie series is at the centre of Dubuffet’s oeuvre as it
inaugurated his Hautes Padtes, paintings made of ‘thick impastos’ that the artist had been
developing since 1945 [Fig. 69]. The series was presented for the first time at the Galerie
Drouin from 3 May to 1 June 1946. The fact that it was closely followed by the

publication of Prospectus aux Amateurs en Tout Genre (1946), Dubuffet’s manifesto,

425 pauthan, Fautrier L’Enragé. Repr. in Fautrier. 1898-1964 (1989), pp. 216-20.
426 Magny, ‘F.P. ou I’'Homme Heureux’, p. 65.
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reinforces the idea that what is at stake in the displacement of conventional modes of
representation, techniques, and materials, is not only a purely formal experimentation, but
also a new mode of thinking. This I propose to explore with the study of Dubuffet’s own
text, ‘L’Auteur Répond a Quelques Objections’ that was included in the Mirobolus,
Macadam & Cie: Hautes Pdtes exhibition catalogue, as well as with the correspondence
that he entertained with some of his friends at the time. These represent the theoretical
aspect of his oeuvre that will be checked against the practical application of his principles
with the observation of a range of paintings taken from the Mirobolus, Macadam & Cie
series. These were examined during the artist’s retrospective exhibition at the Centre

Pompidou in 2001 celebrating the centenary of his birth.

While Dubuffet’s text included in the Mirobolus, Macadam & Cie: Hautes Pdtes
exhibition catalogue was published under the heading ‘L’Auteur Répond & Quelques
Objections’, it is better known for the title ‘Réhabilitaton de la Boue’. The latter was
ascribed at the moment of its publication in the Juin review of 7 May 1946 and in
Dialogue of July 1946.4?7 1t is appropriate as it is indeed about the ‘rehabilitation of
mud’. In the text, the artist promoted the use of ordinary and worthless materials, such as
‘coal’, ‘asphalt’, and ‘mud’, that had hitherto been neglected in the field of the Fine Arts:
‘substances trés vulgaires et sans prix aucun comme le charbon, 1’asphalte ou méme la
boue.”*?® He believed disregarded substances, such as ‘mud’, ‘waste’, and “dirt’, to be an
iritegral part of human life worthy of more respect. Emphasising their inherent beauty and
artistic possibilities, he questioned the hierarchical system which, based solely on market

values, rejected such substances.

La boue, les déchets et la crasse, qui sont & I’homme ses compagnons de toute sa
vie, ne devraient-ils pas lui étre bien chers et n’est-ce pas bon service & lui rendre

que le faire souvenir de leur beauté?*?’

“7 Dubuffet, ‘L’ Auteur Répond a Quelques Objections’, in Prospectus et Tous Ecrits Suivants, 11, note 67,
p. 421. .

*3% Ibid., in Prospectus et Tous Ecrits Suivants, 1i, p. 65.

429 Ibid., in Prospectus et Tous Ecrits Suivants, 11, p. 66.



156

In his comment on Barbu Hirsute, one of the haute pdtes of the Mirobolus, Macadam &
Cie series, Dubuffet clearly expressed his wish for an overthrow of the order based on the

concept of beauty:

Le fond est d’une boue gris sale de couleur indéfinissable. [...] On touche au
point critique (ce point occupe la pensée du peintre) ot I’on balance & reconnaitre
I’immondice le plus répugnant ou le joyau le plus fastueux.**

In Vénus du Trottoir [Fig. 70], both the title and the colour of the painted matter of the
figure allude to a very classical theme, but its unusual treatment indicates a mockery of
the artistic tradition. For Dubuffet, the role of the artist consists of uncovering the beauty
of the most horrible object, and in doing so, to enlarge the scope of the viewer onto

different aspects of reality.

Je dois encore ajouter que la fonction de I’artiste est & mon sens d’élargir les
conquétes et annexions de I’homme sur des mondes qui lui étaient ou semblaient
hostiles, et s’il est donné de révéler pour une chose belle et exaltante quelque
object qui naguére faisait horreur, c’est tout gain.43

This belief in the impact of artistic modes of representation on changing the human gaze
on life and society recalls Ponge’s philosophy. As the poet, Dubuffet saw the questioning
of traditional means of representation in the artistic field as reflective of a wider
questioning of the world and its categories. Through unusual modes of representation, the
onlooker would be led to take a fresh and critical look at his/her surrounding realities and
structures, and eventually, at him/herself. In a letter to Jacques Berne of 16 December

1946, Dubuffet explained:

Le role de Iartiste [...] et du poéte est justement de brouiller les catégories
habituelles, de les disloquer, et par ce moyen restituer a la vision et a I’esprit leur
ingénuité, leur fraicheur. § [...] I’accoutumance émousse, anesthésie, la vision;
qu’il faut donc constamment la briser, et c’est pourquoi I’art est inefficace s’il ne
travaille dans I’insolite, avec des moyens insolites. [...] Et les gens aspirent a se
changer. Pour percevoir les choses de maniére inaccoutumée. Et par suite les
percevoir (car I’accoutumance empéche de les percevoir). § Et si on ne peut se

430 pybuffet, ‘Indications Descriptives’, in Michel Tapié, Mirobolus, Macadam & Cie: Hautes Pdtes de J.
Dubuffet, exh. cat. (Paris: René Drouin, 1946), p. 45. ,
“! Dubuffet, ‘L.’ Auteur Répond 2 Quelques Objections’, in Prospectus et Tous Ecrits Suivants, 11, p. 66.
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changer soi-méme, il y a une bonne maniére: c’est de changer les décors. Ca
revient au méme.

Describing the making of one of Ponge’s portraits with unusual materials and techniques
[Fig. 71], Dubuffet himself suggested his adhesion to Ponge’s philosophy. He explained
how unusual variations in the structuring of the creative medium, whether literature or
painting, were instrumental in activating the gaze of its interlocutor on his/her visual

environment.

Aujourd’hui j’ai fait un grand portrait de mon ami Francis Ponge avec des
mortiers faits de ciment et de gros sable, et d’autres de gros sable et de chaux.
C’est sur un grand panneau d’isorel que j’ai cloué sur un chassis robuste et j’ai
planté des semences pour faire adhérer les mortiers [...]. [...] Le mortier n’est
pas lissé mais jeté avec véhémence et tout grumeleux et grossier. § Je pense que
pour écrire aussi il fait bon se dépayser (et dépayser ceux qui lisent) en recourant
a des moyens de méme ordre que ceux que je préconise pour peindre, ¢’est-a-dire
en employant des matériaux qui ne sont pas ceux employés habituellement, c’est-
a-dire pour I’écrivain, se servir de mots et locutions et fagons de dire dont les

.. - . . . 433
écrivains ne se sont jamails servis.

As the poet, Dubuffet believed human beings and their surrounding realities, such as
nature, the everyday, and the urban landscape, to be formed of the same substance. Thus
from a new perspective on the environment would necessarily result a new outlook on
human beings themselves. Un long bouillon (‘A great broth’), one of the eighty-two
dictionary-like entries included in Dubuffet’s Notes pour les Fins-Lettrés, which form a

part of his Prospectus aux Amateurs de tout Genre published in 1946, reads:

Car de larose a la graminée, mais aussi de la graminée a la terre ou & la pierre, il
y a une continuité, quelque chose de commun qui est & I’existence, la substance,
I’appartenance au monde de ’homme, lequel forme un grand bouillon continu

qui a tout au long le méme gofit (golt de I’ homme)

Dubuffet made the identification of his paintings with nature explicit in his ‘Indications

Descriptives’ appended to the exhibition catalogue of the Mirobolus, Macadam & Cie

2 Dubuffet, letter addressed ‘A Jacques Berne’. Repr. in Dubuffet, L’Homme du Commun & 1'Ouvrage,
pp. 291-92 (Le Havre: Monday 16 December 1946).

433 Dubuffet, letter addressed ‘A Gaston Chaissac’. Repr. in ibid., p. 293 (Wednesday 25 June 1947).

4 Dubuffet, ‘Notes pour les Fins-Lettrés’, Repr. in ibid., p. 40.
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series.**® For him, some of his paintings presented visual and textural characteristics only
to be found in nature, such as geological formations and elements, remains of vegetables,
which were sometimes subjected to natural phenomena.' There follow some examples:
‘substance de sol travaillé par les eaux’,*® ‘fagon sol de riviére’, ‘a4 fagon d’empreinte
fossile’,**” “figure [...] avec hauts reliefs et profonds sillons en creux’, ‘aspect de pierre
sombre’, ‘tons [...] de bois sec ou de feuilles mortes’,**® ‘[p]araissant sculptée et patinée
par une naturelle érosion’, ‘substance du sol terreux et caillouteux d’un mauvais
chemin’.**® His description of Brumes du Matin sur la Campagne [Fig. 72] encompasses

all the different aesthetic elements of this identification with nature in the series:

La matiére est comme de couches de limon gluant, couleur d’argile ou d’un vert
glauque et brumeux peu nommable, que la pluie aurait fait couler, s’interpénétrer
et travailler lentement les unes dans les autres.

In ‘Indications Descriptives’, Dubuffet also emphasised the resemblance of his paintings
with everyday appearances, with sometimes the appropriation of ordinary substances and
objects in their construction. In particular, he found that the colours of some of his
paintings were reminiscent of culinary ingredients and substances, such as the ‘couleur de

viande écorchée’*4!

of Discoureur Fossile, the ‘couleur de pain’ of Barbu Hirsute, or the
‘caramel brilé’**? background of Sourieuse Rose. Moreover, the making of the thick
impastos sometimes echoed for Dubuffet the different steps of a culinary recipe. Madame

Mouche [Fig. 73] is

couleurs de caramel, d’aubergine, de gelée de mires et de caviar, historié
d’évidements blanc-neige a la cuiller, ol s’est par places accumulé un vernis

sirupeux a couleur mélassée.*®

43 See Appendix 14 for a reading of the ‘Indications Descriptives’ and the rest of the exhibition catalogue.
43 Dubuffet, ‘Indications Descriptives’, in Tapié, Mirobolus, Macadam & Cie, p. 35.

“7 Dubuffet, ‘Indications Descriptives’, in ibid., p. 37. :

“8 Dubuffet, ‘Indications Descriptives’, in ibid., p. 42.

% Dubuffet, ‘Indications Descriptives’, in ibid., p. 49.

440 pubuffet, ‘Indications Descriptives’, in ibid., p. 40. '

*! Dubuffet, ‘Indications Descriptives’, in ibid., p. 37.

42 pubuffet, ‘Indications Descriptives’, in ibid., p. 45.

43 Dubuffet, ‘Indications Descriptives’, in ibid., p. 37.
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Indeed, the painted impasto in Portrait Cambouis (December 1945) [Fig. 74] and
Madame Mouche (May 1945) has the aspect of resin which has been cooked and
caramelised. In the latter, the matter appears to have been left to dry except for the lighter
brown colour of the defining lines of the figure that have kept the appearance of liquid
caramel. Dubuffet’s invention of haute pdte not only combines paint, sand, and tar, but
with the occasional inclusion of found and non-traditional materials, such as pebbles,
glass, and string, the series goes further in its rejection of the academic tradition. For
instance, in Portrait Cambouis, the nipples of the breasts are incrusted with small stones,
while the éye-browns have been defined by string. In Terracotta la Grosse Bouche
(February 1946) [Fig. 75], the eyes are made of a piece of glass that catches the light and
gives life to the portrait. In Volonté de Puissance (January 1946) [Fig. 76], the hair, teeth,
and body-hair are made of pebbles, while the eye-browns are defined by string and the
eyes are made of sand. In these instances, the use of ‘found objects’ not only helps
defining specific bodily parts, but also emphasises their physicality. In the latter example,
the male sex, the feet, and the mouth are almost three-dimensional and pfesent the

sculptural aspect of their real counterparts.

This enthusiasm for ‘base’ and found materials as well as non-academic forms of art in
Dubuffet’s art practice and writings about art is another important element of Modernism
‘which the artist appropriates. Picasso was the first to use collage, which is usually
described as the incorporation of any materials to be found outside the field of fine arts
onto the surface of a painting or drawing, while papier collé, which is a particular form of
collage as it is the application of a piece of paper on to the picture surface, was invented
by Braque. The combination of different materials in the painting created conflicting
information and caused surprise, unexpected meanings, and a play with reality and its
representation, what Rosalind Krauss has termed the ‘representation of representation’ in
‘In the Name of Picasso’.** Dispensing with the need for illusionism by incorporating
external reality into their work, such discoveries had great aesthetic and intellectual

implications. In addition to embracing the everyday as a material and to repudiating all

444 Rosalind E. Krauss, ‘In the Name of Picasso’, October, 16, Spring 1981, pp. 5-22, in Art in Modern
Culture, ed. by Frascina and Harris, p. 218.
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notions of specialised skills with the use of collage, the painting acquires an independent
entity without the burden of imitating ‘reality in nature’ and reveals the ‘strangeness’ of
the ‘displaced object’, itself echoing the world around it. In Picasso’s own words: ‘We
tried to get rid of ‘trompe oeil’ to find a ‘trompe 1’esprit’.”*** This aspect of Synthetic
Cubism had great effects on the Italian Futurists, the Russian avant-garde artist Malevich,
and the Dada artist Jean Arp, as their paintings of the time made a great use of collage,
such as Carrd’s Patriotic Celebration (1914). Their art sometimes expanded into reliefs
of painted wood, such as Arp’s Portrait of Tristan Tzara (1916).446_vUnderlying this
practice was the idea, central to Dada discourse and which Dubuffet later. appropriated,
that not only artists, but everyone, could become creators. The Dada artist therefore
characteristically removed himself from the controlling role in the creative process and

surrendered to nature and chance.**

45 John Golding, ‘Cubism’, in Concepts of Modern Art, ed. by Stangos, pp. 62-65.

Norbert Lynton, The Story of Modern Art (London: Phaidon Press Limited, 1994), p. 64.

44 Lynton, The Story of Modern Art, pp. 79, 129.

Benjamin H.D. Buchloh, ‘Figures of Authority, Ciphers of Regression: Notes on the Return of
Representation in European Painting’, October, 16, Spring 1981, pp. 39-68, in Art in Modern Culture, ed.
b}l Frascina and Harris, p. 230.

This was also the basis of Duchamp’s 3 Stoppage Etalons. 1t also follows that for the Dada artist, the
only difference to be found between a man-made or machine-made object was his actual choice to
designate it as a work of art. This had taken concrete forms with Duchamp’s ready-mades, the first of
which, a bottle-rack, he chose in 1914. A long series of commonplace and mass-produced objects, such as a
hat-rack, a shovel, and a urinal followed.

Dawn Ades, ‘Dada and Surrealism’, in Concepts of Modern Art, ed. by Stangos, pp. 119-20.

Lynton, The Story of Modern Art, p. 130.

Grosz and Heartfield, who represented the lefi-wing of Berlin Dada, developed collage into photomontage
which evolved beyond pictorial innovation and cultural protest to become an important means of political
intervention. Admiring the work of the latter, the Russian Constructivists, such as Rodchenko, tumed to
photo-montage in the 1920s, and Schwitters, based in Hanover, made nonsense, what he called Merz,
structures whose fragments of everyday materials and rubbish aimed at echoing the fragmentation of
meaning in the world around him.

Art in Theory, ed. by Harrison and Wood, p. 219.

Lynton, The Story of Modern Art, pp. 137-38, 141-42,

Max Ernst, who dominated Dada in Cologne, would become one of the first and most fecund of Surrealist
artists with much of his production focusing on the manipulation of ready-made visual material, such as his
‘mechanical drawings’ of 1919, his rubbings from large wooden printing type, and his assemblage of
printed advertisements and sales catalogues for the poetic effect of the ‘encounter’ of several ‘incompatible
realities’. Dada works of art questions our understanding of all aspects of visual communication, and
eventually, of reality. Collage was indeed seen by Breton as the closest visual equivalent to -
juxtapositioning in words. Ernst expanded the concept into assembled picture-reliefs, such as Two Children
are Threatened by a Nightingale (1924), and pictorial novels made of collaged graphics.

Lynton, The Story of Modern Art, pp. 145-46, 172-73.
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Moreover, Dubuffet’s use of a diversity of materials is to be placed in the context of
shortages and rationing that have been described earlier in sub-section °‘IL.3.2.c.
Dubuffet’s Messages Series (1944)’. Indeed, because industrial production focused on
warfare during the Occupation, nothing new was available, and the French population
had to have recourse to the already existent. ‘Shortage’ and ‘salvage’ became key words
of the period. The latter was supported by the French State with the organisation of public
collection campaigns for non-ferrous metals as well as old paper and recyclable textiles
in both the cities and the country [Fig. 77]. A decree of January 1941 even forbade to
‘throw out, burn, destroy, except in cases involving public health, old metals, papers,
feathers, bones, skins, leathers.” In addition to an enormous financial Occupation
indemnity that was the French daily due as part of the armistice agreement, Germany was
becoming increasingly hungry for raw materials to feed its war machine. Aesthetics,
cultural politics, and materialistic needs were conveniently combined to form creative
solutions to the occupiers’ problematic situation. On the pretext of their poor aesthetic
quality, bronze statues of highly symbolic Republican figures were taken down to be
melted and their metal to bé recuperated.**® The Occupation period also saw the
experimentation with new raw materials. Human hair and wood were used for textile
fibres, while bones were tried for the fabrication of soap [Fig. 78]. Very often, the ersatzt
| replaced the real produce. Wood substituted leather for the making of shoe soles [Fig. 79]
and saccharine replaced sugar.**® This situation lasted until the autumn of 1949 when

rationing finally ended.**

Dubuffet’s experimentation with unusual materials is recalled in De Solier’s account of
their common adventure in the streets of Paris: the picking-up of cigarette butts, burnt
matches, bolts, feathers,**! In addition, the tactile quality and inscription of the drawing

into the matter of the Hautes Pdtes resemble the walls that Dubuffet and De Solier had sd

48 Not only the material of street names was changed, from traditional enamel to bakelite, but also the
names themselves, from revolutionary figures to ‘heroes’ of the ultra-right leagues.

*% Dominique Veillon, ‘Engulfed by Daily Life’, in Denis Peschanski and others, Collaboration and
Resistance: Images of Life in Vichy France. 1940-44, trans. by Lory Frankel (New York: Harry N. Abrams
Publishers, 2000), pp. 114, 117-18, and 121-22,

40 Jean-Pierre Rioux, La France de la Quatriéme République: 1. L’Ardeur et la Nécessité, Nouvelle
Histoire de la France Contemporaine, no. 15 (Paris: Editions du Seuil, 1980), p. 46.

4! De Solier, ‘Au Temps des Graffiti’, in Dubuffet, ed. by Berne, pp. 277-78.
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closely observed.** Indeed, De Solier’s description of the diversity of materials and
techniques used in the realisation of graffiti seems to parallel Dubuffet’s own

contemporaneous production:

Ces matiéres, le fonds rugueux ou s’effritant, conviennent au trait, qui fouille,
s’acharne, ruisselle (les ‘cheveux’), se contraint ou est maintenu dans la grande
courbe, trace raide. Rien de décoratif ne vient se prendre-1a. Le graffiti dépend de
la main armée (ongle ou canif, ou pierre ramassée au sol, 3prise dans le mur), le
tracé de marelle d’un bout de craie tenu entre trois doigts.45

Moreover, the canvas in the Hautes Pdtes series, just as the walls in the application of
graffiti, becomes the site of a performative hand which, empty or holding a diversity of
elementary instruments, scratches, claws, hits, and tears away the painted matter already

applied, instead of a more constructive tracing gesture.

Cette expérimentation graphique de la main [...] éprouve [...] la résistance du
matériau. Au geste traceur succéde la griffe, précédée de I’expérience du fond (le
mur étant une de ces expériences), - modifié par le grattage, le heurt, [...], [...]
P’intervention d’un instrument, d’une pluralité de moyens élémentaires [...], [...]
I’arrachage (qui permet de ‘décoller’ de la matiére) [.. .].454

As in Dubuffet’s writing, De Solier regards the material as an integral part of the creative
process whose properties are to be explored.*’ In ‘Indications Descriptives’, Dubuffet

presents figures and textures that are the result of a matter badly treated (‘maltraitée’):

456 «

‘figure [...] balafrée d’égratignures’ (scratching), couple de personnes [...] par

incision cursive au grattoir’,*’ ‘personnage trés éraflé’, ‘personnage [...] ol apparaissent

de toutes parts des éclats et égratignures’, ‘enduit [...] malmené de raclages barbares,
d’écorchures et d’arrachements’,*>® “[r]eliefs épineux et déchiquetés’,*®® ‘dessin, tracé de

la pointe d’un batonnet taillé’,*® figure ‘déchiré[e] de sourds éclats rouges et bleus.’*¢!
p g g

2 See ‘11.3.2.a. Influences: René De Solier, Graffiti, and Children’ Drawings’.
3 De Solier, ‘Au Temps des Graffiti’, in Dubuffet, ed. by Berne, p. 274.
:: : De Solier, Préface a un Court Traité des Graffitis, p. 3.
Ibid. .
%6 Dubuffet, ‘Indications Descriptives’, in Tapié, Mirobolus, Macadam & Cie, p. 35.
457 Dubuffet, ‘Indications Descriptives’, in ibid., p. 37.
48 Dubuffet, ‘Indications Descriptives’, in ibid., p. 40.
4% Dubuffet, ‘Indications Descriptives’, in ibid., p. 42.
460 Dubuffet, ‘Indications Descriptives’, in ibid., p. 52.
! Dubuffet, ‘Indications Descriptives’, in ibid., p. 56.
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Thus the mistreatment of the painted impasto adds to the materiality and palpability of
the paintings and makes the juxtaposition of the different layers of their construction
more visible. Once destructive gestures have removed some areas in the top layers of a
painting, the layers initially applied onto the canvas are uncovered. The contrast between
the areas of the canvas that have been untouched and the ones that have been altered
enables the viewer to visualise the different layers of its composition. This, for Dubuffet,
is an essential part of the visual impact of his paintings. In ‘Indications Descriptives’, the
artist attracts the reader’s attention to the fact that in Cafetiére [Fig. 15],

[t]a figure [...] laisse apparaitre en mille endroits des couleurs variées surgissant

des couches de dessous.*?; [...] La [Raccommodeuse de Chaussette], prune et

grenat, est dessinée par arrachements outrés et lourdes déchirures ouvrant, dans
la péte ici particuliérement épaisse, des plaies béantes blanc sale 46

2

*464 and Touring-Club

Minerve presents ‘[des] [i]rrisations colorées provenant des dessous
(February 1946) [Fig. 80] shows ‘[des] lueurs sang et bleu-métal qui fusent du profond
des pates’. In Black Beauty, ‘les griffures mettent & nu des dessous bariolés de blanc et de

couleurs vives.’ 46>

I would argue that this emphasis on the physicality of paint enables the onlooker to re-
enact Dubuffet’s own creative process. For instance, in Terracotta la Grosse Bouche, the
layering of the painting is made evident as the colours initially applied appear in the
incision of the trait defining the figure. In Touring-Club, a first layer of paint seems to
have been left to dry onto the canvas before the application of a second layer, as it
appears in the incision of the drawing in the painted impasto. The physical aspect of the
painting enables therefore the viewer to follow the different steps involved in its making,
in particular, to visualise the different layers of its construction and the appearance of the
car and its passengers through the removal of painted matter with a sharp tool. This

concretisation of the creative process adds the dimension of time to the appreciation of

2 Dubuffet, ‘Indications Descriptives’, in ibid., p. 35.
6 Dubuffet, ‘Indications Descriptives’, in ibid., p. 40.
4 Dubuffet, ‘Indications Descriptives’, i