Jean Dubuffet.
A barbarian in Europe
From 8 October 2019 to 16 February 2020

Jean Dubuffet. A barbarian in Europe.

Jean Dubuffet. A barbarian in Europe

8 October 2019 to 16 February 2020

A co-production with Mucem, Marseille. After being exhibited in IVAM in
Valencia, it will travel to the Etnographie Museum of Geneve between
the 8 of May 2020 and the 3rd January 2021.

With the collaboration of:

Cover:
Jean Dubuffet

Henri Michaux acteur japonais.
December 1946
Oil on canvas, 130x97 cm
Paris
Financière Saint James/Courtesy
Applicat-Prazan

Contents

1 Curators and scenography
2 The artist and exhibition
3 Interview with Baptiste Brun, exhibition
curator

4 Exhibition intinerary
5 Epilogue
6 Parallel activities
7 Catalogue
8 Jean Dubuffet biography

Jean Dubuffet. A barbarian in Europe.

1 CURATION
●

●

Baptiste Brun: Lecturer in history of
contemporary art at université Rennes 2,
author of Jean Dubuffet et la besogne de l’Art
Brut (Jean Dubuffet and the labour of Art Brut),
Dijon, Les Presses du réel, 2019

SCENOGRAPHY
Atelier Maciej Fiszer
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2 THE ARTIST AND THE EXHIBITION
Painter, writer, and inventor of “Art
Brut” (aka “Outsider Art”), Jean
Dubuffet (1901-1985) was a major
player on the art scene of the 20th
century. In the aftermath of the
Second World War, this elusive and
controversial artist brings into play a
radical critique of the art and culture
of his time, making ever renewing
invention the pillar of creativity and
thought. Borrowing from
anthropology, folklore, and the field of
psychiatry, he pursues the activity of
decompartmentalization carried out
by the avant-gardes of the inter-war
period, blasts the belief in a
supposedly primitive art, and opens
up new pathways
to creativity.
This exhibition shows how Jean
Dubuffet interweaves into his painting
and writing the research he devoted
to what he called “Art Brut”.

It presents his artistic production in all
its diversity, paying particular
attention to showing the objects and
documents resulting from the
“prospections” (field surveys) that
he organised by visiting ethnographic
and folk art museums, as well as
various collections dedicated to “the
art of the mentally ill”.
The exhibition “Jean Dubuffet, a
barbarian in Europe” presents 150
works and objects from the largest
French and European collections,
including: Musée Rolin (Autun),
Fondation Beyeler (Bâle), Musée
Unterlinden (Colmar), Musée BarbierMüller (Genève), Musée
d’Ethnographie de Genève, Louisiana
Museum of Modern Art (Humlebaek),
Colection de l’Art Brut (Lausanne),
Musée André Malraux, (Le Havre),
Musée de l’Abbaye Sainte-Croix –
MASC (Les Sables-d’Olonne), Musée
des Confluences (Lyon), Musée
Cantini (Marseille), Centre
Pompidou / Musée National d’Art
Moderne (Paris), Fondation Dubuffet
(Paris), Musée des Arts décoratifs
(Paris), Musée du Quai Branly Jacques Chirac (Paris), LaM,
Villeneuve d'Ascq and Mucem of
Marseille.
Poner datos de la foto aquí, 0000.
Autor por ejemplo

Robert Doisneau, Jean Dubuffet in his workshop, 1951,
photograph: Collection Agence Gamma-Rapho © Robert
Doisneau/GAMMA RAPHO
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3 INTERVIEW WITH BAPTISTE BRUN AND ISABELLE MARQUETTE, EXHIBITION CURATORS
How ought one understand the title of the exhibition? Is Jean Dubuffet a “barbarian in Europe” for having swept away the dominant values of
the time, or does this title also evoke his relation to cultures long supposed to be “primitive”?
Both! It is precisely because Dubuffet questions the values of Western culture of his time that the controversial term “barbarian” was chosen. This
refers to a book by the poet Henri Michaux Un barbare en Asie (A barbarian in Asia), where he discovered that in a “barbaric” country, ie another
culture, he was the “barbarian”; it is bid to relativize values similar to Dubuffet’s approach. The two men admired their respective works. On the
other hand, Dubuffet is interested in non-Western cultures – long thought of as “primitive” – and in fact disputes the use of this qualifier. He
refutes the concepts of both “primitive art” and “primitive culture”. For him, there is no hierarchy in art, there is only invention. He considers that
“primitive” is a European invention to colonize the world.
In a museum like the Mucem, that questions the porous nature of cultures, it is interesting that this concept of “barbarian” that still prevails today,
can be challenged in a new way. At a time when the issues of migrants and borders are hotly debated in Europe, this theme still seems highly
relevant.
What is “Art Brut”?
For Dubuffet, Art Brut concerns “works made by people unscathed by artistic culture”. It is also a poetic designation, because “art” is the opposite
of “raw”. By this oxymoron, he reminds us that he is a writer, an inventor in language. Finally, as researcher Céline Delavaux explains, Art Brut
is also Dubuffet’s “fantasy”: the fantasy of being able to create from one’s own impulses without referring to anything else, namely pure creativity.
Art Brut is also a search. It is a search for objects, which he calls “works”, a term that can cover writing, painting, sculpture, embroidery,
assemblage – all kinds of things of great invention, that he will seek out via what he dubs “prospections”, a word close to the vocabulary of
ethnography. He will set up a large network of collector-scouts in the fields of psychiatry, folk arts, and ethnography, that will enable him to bring
together what will become the Collection de l’Art Brut in Lausanne.

“The concept of Art
Brut comes about in
the summer of 1945
during a trip to
Switzerland where
Dubuffet visits the
musée
d’Ethnographie de
Genève, as well as
psychiatric hospitals”.

How has this concept evolved
since its “invention” by Dubuffet?
The concept of Art Brut comes
about in the summer of 1945 during
a trip to Switzerland where Dubuffet
visits the musée d’Ethnographie de
Genève, as well as psychiatric
hospitals. He is interested in
everything that demonstrates
artistic otherness.
Where is a different art found? In
Africa, in Oceania, in colonized
countries, with children, in
psychiatric circles, in prisons, in folk
art, and in street graffiti!

Today, the term Art Brut is used too
often to refer to everything related to
creativity that is connected with
pathology and mental deficiency,
whereas Dubuffet had always wanted
to avoid this.
For him, there is no art specific to
schizophrenia or Down’s Syndrome. This
is a contemporary simplification of the
term; this is also about the market:
madness has an added value!
Dubuffet wanted to celebrate the
uniqueness of invention. But the
commercialization of Art Brut insists
less on invention than on psychological
and mental otherness, while also being
the way station of a certain
contemporary morbidity.
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What surprised you most during your research
for this exhibition?

One of the particularities of this exhibition is how
it mixes art and the Humanities...

His manic passion. Dubuffet was very systematic
in his research and work, he archived absolutely
everything, and created a vast oeuvre: he was one
of the most prolific artists of his time. And an
equally prolific writer.

We could have called the exhibition “Dubuffet,
ethnographer”, but did not want there to be any
confusion. Dubuffet is above all an artist. He is
neither an ethnographer, nor a historian, and
much less an art critic. But like many artists of his
generation, he is interested in literature,
ethnography, philosophy, psychology, sociology,
prehistory…

This mass of available archives allowed us to see
a genuine coherence between his activities
of writer, his activities of artist, and his
prospections around Art Brut. Dubuffet has often
been criticized for being immersed in
contradiction, but what we forget to see is that in
his case contradiction is a driving force, a
movement that commits us to go beyond fixed
positions.Hence this movement around the
questioning of dominant values.

All these disciplines compete, during the interwar
period and beyond to redefine the limits of art.
Dubuffet likes “quarreling” in the philosophical
sense of the term; he likes to debate
contemporary themes at the junction of art
and the Humanities.
And furthermore, he will go on to to divert some
practices of the fields of ethnography and
psychology to his prospections for Art Brut, as well
as for his own work. In this sense, he is a precursor
to the 1970s and 1980s that American writers like
Hal Foster called “the ethnographic turn of art”.

“Dubuffet was very
systematic in his
research and work, he
archived absolutely
Everything (...) he was
one of the most
prolific artists of his
time”
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What are the major works presented in the exhibition?
It is difficult to answer because Dubuffet refused to establish
a strict hierarchy in his work. We can nevertheless cite some
important works such as Le Géologue (The Geologist), who
shows a small figure on a landscape of stratigraphic layers,
holding a small magnifying glass. It is a way to show that
man is no longer at the center of the world.
We can also mention the work Le Métafizyx, which was lent to
us by the Centre Pompidou /Musée national d’art moderne: a
woman’s body where the artist shows the inversion of values
and genres, while twisting language. A sort of reversal of fairly
iconoclastic polarities.
After the Mucem, this exhibition will be presented in
Valencia, then in Geneva. Proof that Dubuffet’s ideas are
still relevant?
On the one hand, it is interesting to note that many young
artists are now interested in the work of Dubuffet even though
this was much less the case in the 1980s and 1990s. On the
other hand, one can see in the exhibition catalogue which
involved art historians, anthropologists, and philosophers,
that this link between the arts and the Humanities is at the
heart of the most recent research.

This exhibition at the Mucem is a way for us to evoke
Dubuffet’s relationship with the musée de l’Homme and the
musée des Arts et Traditions populaires. As for the exhibition
at the musée d’Ethnographie de Genève, it marks in a way a
form of celebration of the decisive journey of Dubuffet to
Switzerland, which we referred to above. It was 1945, almost
75 years ago!
The exhibition will be presented successively in a museum of
civilizations, a museum of modern art, and a museum of
ethnography. This summarizes well Dubuffet’s
transdisciplinary character.
This openness was a driver for him to reflect on the world –
not that he didn’t risk doubting the validity of all values, oh
the joyful nihilist that he was! This is also what it is shown the
end of the exhibition.

Jean Dubuffet. A barbarian in Europe.

4

EXHIBITION ITINERARY

In the aftermath of the Second
World War, Western
culture is in a deep crisis. Art is one
of the most active
vectors of this process of political,
anthropological
and philosophical reconstruction.
Within this dynamic, the French
artist Jean Dubuffet (1901-1985) is
unmissable. Through his collections
for the Compagnie de l’Art Brut and
his own work as a painter, he
questions the dominant value
systems instituted by the culture of
his time and the supposed inferiority
of so-called “primitive” arts.

Dramatisation, 12 January 1978
Acrylic on paper mounted on canvas
(with 42 pieces sticked)
210 x 28 cm. Paris, Collection Fondation
Dubuffet. VEGAP.

This work is emblematic of the series Théâtres de mémoire that Dubuffet undertakes when he was
over 75 years old. These are vast assemblages of wallpapers and carvings that tend to evoke the
work of memory, where images and sensations correspond at the same time.
The character of the decoder, who also appears as a pioneer, seeks to organize, if not to understand,
the disorder in which he finds himself. Is not this a metaphor for the artist himself?
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4.1 CELEBRATION OF THE COMMON MAN
In the first section of the exhibition lies the key concept of the “common man”. As early as 1944, this phantasmatic figure is established by the
painter at the heart of his writings and painting. The “common man” is at the same time a way of defining and positioning oneself in the world
in general – and the world of art in particular – and is also the subject of his painting and his representation of the authentic artist. It is less a
question of a way of looking, that would redirect the tropism of some avant-garde artists towards all that pertains to popular culture, and
rather a reflection that considers artistic activity as inherent to the human species.
In the aftermath of the catastrophe of the Second World War, Dubuffet calls for the values of humility and modesty as a means to portray
human beings as stripped of any particularism. He rejects notions of “beautiful subject” or “heroic man” who, by definition, are “out of the
ordinary”. A clean slate is made with the past. The time is for the celebration of the common man and joyous banality.

4.1.1 LOCATIONS TEEMING WITH LIFE
The subjects that Dubuffet portrays in his works, depict joyful urban and rural scenes that function as
antidotes against the darkest hours of the Occupation and Liberation. He will continuously return to
them throughout his oeuvre. The grotesque characters that populate his paintings are sketchy and
childish.
Dubuffet dismisses classical perspective and any illusionism. The idea of festivity is at the heart of his
approach. These borrowings from the world of carnivals are not intended to mock, but rather to
celebrate, the human being at a time of a necessary overthrow of values.
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4.1.2 MARIONNETTES & MASCARADES
In 1935 and 1936, Dubuffet delegates his commercial activities (he was then
a wine merchant) to devote himself to painting. With his partner Lili Carlu,
he is interested in works of folk art.
He learns the accordion, makes carnival masks, and sculpts puppets that
he learns to manipulate from a professional “Guignol” puppeteer from Lyon
with the aim of creating an activity that he would be able earn a living from.
The documents around these puppet and carnival figures are collected
and the publications devoted to them are examined in his library. Their
revival is present throughout the oeuvre.

Jean Dubuffet, Lili, glove puppet, 1936, 66
cm. Collection Fondation Dubuffet, Paris
© Fondation Dubuffet, Paris © VEGAP

In the mid-1930s, Dubuffet meets Lili Carlu whom he will marry. A dancer
and confident of Kiki de Montparnasse, she is a familiar
of bohemian Paris and will play a significant role in the career of the
painter. It is her working class Picardy roots that particularly
appeal to the painter of bourgeois origin. He then learns the musette
accordion and both create a puppet show inspired by the
Guignol lyonnais. This puppet with Lili’s features is a reminder of these.
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4.1.3 GRAFFITI
The use of graffiti is an important aspect of this celebration of
the common man. Anonymous traces engraved on city walls
allow us to rethink the artistic act much more close-up to its
constantly renewing source.

Dubuffet frequents and acquires photographs of Brassaï in the
spring of 1945. Before that, he walks the streets of the capital
with René de Solier in search of engravings on walls and gleans
wrinkled messages on pavements that nurture his lithographic
and pictorial work.

Les Murs is a poem by Guillevic, embellished
with a set of lithographs made by Dubuffet in
1945. These works bear witness to the painter’s
taste for marks and signs engraved on the
walls of Paris. Ordinary and trivial art that
could have been made by anyone, graffiti is
an ideal for Dubuffet. It heralds his Art Brut
research. Considered as a practice from the
mists of time, it fascinates the avant-gardes of
the 1930s and 1940s. With Picasso or Miró,
Dubuffet thus collects photographs of graffiti
made by Brassaï whom he visits in his studio.

Jean Dubuffet (lithograph), Eugène Guillevic
(peom), Les Murs (The Walls), Les Éditions du livre,
Paris, 1950. Board VIII “Pisseurs au mur” (Pissers
against wall). Collection Fondation Dubuffet ©
Fondation Dubuffet, Paris © VEGAP

4.2 AN ETHNOGRAPHY IN ACTION
From the outset of the interwar period, Jean Dubuffet is
interested in plastic works at the fringes of the history of
Western art. The Compagnie de l’Art Brut, established in 1945, is
at the heart of his thinking. If we often remember his interest in
drawings, paintings, sculptures, and assemblages made in the
setting of the asylum, we must not neglect his appetite for and
knowledge of folk art and childish drawing, the ancient arts, and
extra-western artifacts.
The broad cooperation network made up of ethnographers,
psychiatrists, and other lovers of otherness attests to this.
Earlier still, the painter diverts ethnographic uses for the benefit
of his work and thinking, in order to proceed with an
ethnography in action, playing with the near and the faraway,
in time and space.

Inspired by anthropomorphic stelae of the Eurasian steppes, this painting
is one of the few works by Dubuffet that explicitly refers to a type of object,
at the time placed in the category of supposedly “primitive” arts. Its
denomination in Russian means “good woman of stone”. One of them,
now preserved at the Mucem, opened the way to the European collections
of the musée de l’Homme. The difficulty of dating these statues and
attributing a history to them lies in the fact that they are the inheritance of
peoples described by the ancient Greeks as barbarians – all of which
contribute to Dubuffet seizing on this subject.
Jean Dubuffet, Orient de barbe, 1959. oil on canvas. 116X89 cm.
Collection Louisiana Museum of Modern Art, Humlebæk,
Dinamarca. VEGAP.

4.2.1 PROSPECTIONS, OBJECTS, DOCUMENTS:
BEYOND A SUPOSEDLY “PRIMITIVE ART”

At the time of his initial thinking about Art Brut, a number of
relationships help Dubuffet to clarify his criticism of primitivism,
putting resolutely heterogeneous work on an equal footing.
In Switzerland, he meets the anthropologist and director of the
musée d’Ethnographie de Genève Eugène Pittard, and the
alienists Charles Ladame and Walter Morgenthaler.

Jean Dubuffet, Henri Michaux acteur japonais (Henri Michaux Japanese
actor), December 1946, oil on canvas, 130 × 97 cm. Financière Saint-James;
Courtoisie Applicat-Prazan, Paris © Financière Saint-James / Courtoisie
Applicat-Prazan, Paris © Adagp, Paris 2019

This portrait of the painter’s friend, the writer Henri Michaux, is part
of the series of portraits entitled with sweet irony Plus beaux
qu’ils croient (More beautiful than they believe). Michaux was a
lover of Asia, especially of its theatrical performances. He returns
to it in a book written in 1931 further to a journey that took him to
China, India, Malaysia, and Japan. Entitled Un barbare en Asie
(A barbarian in Asia), it inspired the title of the exhibition.
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4.2.2 AN ETHNOGRAPHY IN ACTION
It is Georges Henri Rivière, director
of the musée des Arts et Traditions
populaires, who introduces Dubuffet
to the carved wooden tools of the
Jurassian Xavier Parguey (1876 1948) during a visit to the palais de
Chaillot in November 1945.
The painter promptly acquires
some for the Compagnie de l’Art
Brut. The function of the tool
disappears in the decorative
exuberance and formal invention
that fascinated Dubuffet.

wicker butchery cutting tool, France, first
half of the 20th century, box tree, 11.7× 30.5
× 5.1 cm, entered in the collections of the
ATP in 1943 (purchase by René Perrot).
Mucem, Marseille © Mucem/Yves
Inchierman
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Interned at the psychiatric clinic of BelAir in Geneva, Robert Gie (1869 -?) drew
the “influencing machine” that he had
hallucinated and of which he felt himself
the victim. His psychiatrist, Charles
Ladame, shows his works to Dubuffet in
the autumn of 1945.

Robert Gie, untitled (Effluvium distributor), circa
1916, color crayon on tracing paper, 49.5 × 74.5
cm. Collection de l’Art Brut, Lausanne © Arnaud
Conne, Atelier de numérisation – Ville de
Lausanne
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4.2.2 TRIPS TO THE SAHARA
Dubuffet makes three trips to the south Sahara in 1947, 1948
and 1949. His primary motivation is to purge himself of a culture
that he judges as being oppressive and harmful to his creative
work. The minerality of the landscape reflects his interest in raw
materials. The way of life of the Bedouins he frequents seems to
satisfy his desire for isolation
There, the painter learns Arabic and Tuareg dialects. He is interested
in native music and makes numerous drawings. He even encourages
some of those he interacts with to take up drawing. Everything
contributes to an amateur ethnographer practice involving
participatory observation. In place of the desert of culture that he had
hoped to discover, he encounters a culture of the desert.

Jean Dubuffet, Arab wearing a male palm flower, El Goléa, Algeria, March-April
1948, crayon on paper, 32 × 24 cm. Collection Fondation Dubuffet, Paris
© Fondation Dubuffet, Paris © VEGAP
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4.2.3 METROMANIA
A notebook of gouaches painted in 1943 bears a programme title: Un
voyage en métro par son sous-sol [...] Les dessous de la capitale (A trip by
metro [...] The underside of the capital). Dubuffet describes in its pages
travellers in station after station, in a cinematic parade.

In response, Jean Paulhan writes a text paying tribute to this work: La
Métromanie ou les Dessous de la capitale (Metromania or the underside of
the capital). Later in 1949, Dubuffet does a calligraphy of this text in his own
style, per observations made on the motif. The two act here as
ethnographers in the metro: far from areas traditionally explored by
colonial ethnography, in Paris they practice a form of ethnography
of the near and everyday.

Jean Paulhan (texte), Jean Dubuffet
(calligraphy and drawing), La Métromanie
ou les Dessous de la capitale (pages 2223), Paris, at the authors, 1950. 21 × 21
cm. Collection Fondation Dubuffet, Paris ©
Fondation Dubuffet, Paris © VEGAP.

The writer Jean Paulhan had written a text celebrating the Paris metro after seeing a set of gouaches devoted
to the same subject by Dubuffet in 1943. A form of ethnography in the metro influenced by courses Paulhan
had taken at the Collège de sociologie, the text was then written in calligraphy by Dubuffet in 1949. The metro
is emblematic of the common man, whom the painter liked to celebrate.
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In 1961, Dubuffet returns to one of his favorite themes, neglected
during the 1950s: the city, and in particular Paris. He celebrates
shop fronts, public transport, and the reign of the automobile,
covering his canvases with motley crowds and various inscriptions
such as these of the eponymous tram line.

Jean Dubuffet, Trinité-Champs-Élysées (Trinity-Champs-Élysées)
(series Paris Circus), 25-26 March 1961. Oil on canvas, 115.8 × 89.7 cm.
Fondation Gandur pour l’Art, Genève © Fondation Gandur pour l’Art,
Genève. Photographe : Sandra Pointet © VEGAP.
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4.3 CRRITIQUE OF CULTURE
The celebration of the common man and the
close relationships Dubuffet maintains with his
thinking on the ethnology of his time fuel what
began in 1949 as a radical critique of humanist
culture. Dubuffet challenges the distribution of
the values on which it is founded.

At the heart of his work, the point of view,
language, belief systems, and values of art are
questioned. The form of absolute relativism to
which the painter then proceeds does not
happen without echoing the work of his
contemporary Claude Lévi-Strauss, himself very
interested in the steps the painter is taking.

Jean Dubuffet, Le Géologue (The Geologist) (series “Tables paysagées, paysages du mental, pierres
philosophiques”), December 1950. Oil on canvas, 98 × 131 cm. Fondation Gandur pour l’Art, Geneva © Fondation
Gandur pour l’Art, Genève. Photograph: Sandra Pointet © Adagp, Paris 2019© VEGAP

Holding up his magnifying glass, as if balancing on a horizon line atop a painting, Le Géologue reminds us that after the war mankind
is no longer the measure of everything. Dubuffet thus shifts his gaze onto the geology of the landscape and other temporal
scales that relativize our place in the cosmos and time. The painting inaugurates a shift from the point of view of the painter, who
will be obsessed by soils and fields.
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4.3.1 DECENTERING: the upside down point of view
In his work, Dubuffet is ceaseless in undermining the question
of the point of view, central in the field of the arts since the
Renaissance. The unique perspective and traditional modeling
are revoked.
Equally, his different paintings invite new ways of looking at the
reality around us. Dubuffet thus reveals relativism of the point
of view and its culturally constructed character. The individual,
who also is Western, is no longer at the center of the world.

The L’Hourloupe series, to which this painting belongs, seeks to
translate the whole world according to the same formal system.
Dubuffet interprets a whole range of objects, including this Gas
stove, as well as pairs of scissors, wheelbarrows, trees, houses,
books, and even characters.
He hopes to show the arbitrary and conditioned functioning of
how one looks and to put forward
other strategies for reading the world.

Jean Dubuffet
Personnage aux bajoues, 1967
125,7 x 39,4 x 10,2 cm
Hortensia Herrero Collection
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4.3.2 PANICKING LANGUAGE
The publications written by Dubuffet
from 1948 attack the conventional
character of language. With
cheaper paper (flyers, paper for
newspapers, draft paper, etc.), he
undermines the book, an object of
culture and knowledge, by
distorting layout, or by disrupting
the principle of interaction between
image and text.
The writing is handwritten and
phonetic. It is about both
“writing like a pig” and “oralising
literature”. All this will leave
the door open to an “absolute”
jargon in the 1960s, not without
cultivating certain connections with
writings collected as part
of the Art Brut or his trip to Algeria.

Jean Dubuffet, L’Hourloupe, juillet 1962,
mockup of the book, red and blue ballpoint
on paper glued to background of black
paper, white ink. Collection Fondation
Dubuffet, Paris © VEGAP

Inaugurating the series of the same name, this little book
works like an illustrated dictionary. A shapeless form
corresponds to a name and a definition in jargon and of pure
invention. Dubuffet thus humorously emphasizes the
arbitrariness of the denomination of things in the world.
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In parallel with his work on jargon and other
language inventions, Dubuffet collects historiated
drawings and also pages of writing as part of his
prospections for the Compagnie de l’Art Brut.
Filaquier (1901 -?), a poorly educated man with a
slight handicap, wrote various words on sketchy
drawings. The painter admired them.

Henri Filaquier, Mesie dubufé, between 1944 and 1949, color
crayon on paper, 32 × 24.2 cm. Collection de l’Art Brut, Lausanne
© Olivier Laffely, Atelier de numérisation – Ville de Lausanne
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4.3.3 ANIMATING THE THINGS OF THE WORLD
By polemically promulgating animism as a system of
thought, Dubuffet insidiously attacks the evolutionism
that is applied to belief (an ideology that postulates
that monotheism is the prerogative of the “civilized”,
while animism is that of the supposedly “primitive”).
His taste for apparently unprocessed materials
suggests that the painter is the mediator of a
spirituality that is their own.
His interest in natural objects where figures can be
found (an animal in a root, a grotesque character in
driftwood, an idol in a stone, etc) and his series of
paintings celebrating the “spirit of the soil” participate
in this revaluation exercise of other representation
systems of the world.

In this fascinating landscape, all traces of
humans have disappeared. The skyline emitted
at the top of the composition gives way to a
highly impasted matter, a form of magma from
which everything could be born and die.
The title insists on this creative aspect of nature
that Dubuffet celebrates here in what it seems to
be at a most elementary level.

Jean Dubuffet, Natura Genitrix, July-August 1952, oil on canvas, 130 × 162.
Private collection, Paris © Fondation Dubuffet, Paris © VEGAP
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4.3.4 MAKING A CLEAN BREAK: ART BRUT
Begun in 1945, the Art Brut entreprise perfects itself over time.
It aims to discover and promote artifacts that demonstrate
per Dubuffet “the pure artistic operation, raw, reinvented in the
totality of all of its phases by its author.”
To do this, the painter goes in search of “works” created by
people who are supposedly “free of artistic culture”, and thus
able to demonstrate a new capacity of invention, using
impulses that are uniquely human.

Aloïse Corbaz, Pêche miraculeuse du brodequin de Thalie
(Miraculous fishing of Thalie’s ankle boot), circa 1954,
color crayon, geranium juice and papers sewn in seven
sheets of paper sewn together, 204 × 147 cm. Collection
de l’Art Brut, Lausanne © Marie Humair, Atelier de
numérisation – Ville de Lausanne
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Aloïse Corbaz (1886 - 1964), Heinrich Anton Müller
(1865 - 1930) and Adolf Wölfli (1864 - 1930) are
among the authors of Art Brut that Dubuffet
admires the most. Each was able to create an
oeuvre in an particularly singular way, so that
none can be confused with another.
The painter celebrates their delusion-inspired
inventiveness from the perspective of their
iconography (Wölfli paints his fictional
autobiography, Corbaz his amorous fantasies,
Müller inimitable characters); their
implementation (sewn paper, chalk, pastel,
colored pencils); and their respective techniques.

Adolf Wölfli, untitled (The great railway of the ravine of
anger), 1911, color crayon and lead pencil on paper, 50 ×
37.5 cm. Collection de l’Art Brut, Lausanne © Olivier Laffely,
Atelier de numérisation – Ville de Lausanne
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5 EPILOGUE
The exhibition closes with the presentation of the last book published
during Dubuffet’s lifetime, Oriflammes. This short text of four
handwritten pages is an oath in which the author challenges the
reality of things in the world. It is accompanied by fifteen silkscreen
prints from the series Mires.

This declaration of nihilistic faith questions the visitor at the end of the
journey: does the systematic criticism of values signify the loss of
sense of realities?

Oriflammes is the last book published during
Dubuffet’s lifetime. It is a short text in the form of
an oath in which the artist challenges the
existence of visible names and things.
Accompanied by 15 silkscreen prints from his nonfigurative series of Mires, energetic descriptions
and stripes that mark the flat surface of a
dynamic presence, this work is the manifesto of
the painter’s nihilism at the end of his life.
Jean Dubuffet, Oriflammes, Marseille, éd. Ryôan-ji, 1984, four-page book
of written text accompanied by 15 silkscreen prints. Collection Dr Bâton ©
Yves Inchierman © Adagp, Paris 2019 © VEGAP

Jean Dubuffet. Jean Dubuffet. A barbarian
in Europe.

6 PARALLEL ACTIVITIES
Confference

When. 8 October at 19.00 hours: Baptiste
Brun, exhibition curator.
Where: Auditorio Carmen Alborch

Guided visits

Guided visits to the exhibitions on Saturdays
and Sundays. Pay a visit to the website:
www.ivam.es in order to confirm days and
timetable of the visits.

7 CATALOGUE

The IVAM has published a catalogue on the
occasion of the Jean Dubuffet exhibition. A
barbarian in Europe.
The catalogue will include the introduction
of the IVAM director, Jose Miguel G. Cortés,
texts by the two curator of the exhibition,
Jean Baptiste Brun and Jean Dubuffet
himself, as: an excerpt from his writing
entitled "Apercevoir" concerning “The
common man”, an excerpt from the text
entitled “Preliminary draft of a popular
conference on painting” linked to
“ethnography in action”, as well as “Letter
to Gaëtan Picon” from the “critical of
culture” stage. As well as "Art brut, wild
thinking" and "Jean Dubuffet and
ethnography" by Vincent Debaene.
The catalogue can be purchased at the
ticket offices of the museum or in the
online store of: www.ivam.es

Jean Dubuffet, Missions secrètes, 1953. Oil on canvas 89 x 116 cm
IVAM Institut Valencià d'Art Modern, Generalitat

8 JEAN DUBUFFET BIOGRAPHIE
1945: frequents figures close to the

musée de l’Homme (Charles Ratton,
Patrick O’Reilly, George Henri
Rivière), becomes interested in the
musée des Arts et Traditions
populaires and works stemming from
field of psychiatry.
Travels to Switzerland in July, where
he systematizes his research (musée
d’Ethnographie de Genève et dans
des hôpitaux). He invents the
concept of “Art Brut”.

1901: Jean Dubuffet born on 31 July in Le Havre to wine trader parents.
1923: Meets Fernand Léger and André Masson whom he frequents in his
studio on Rue Blomet. Michel Leiris, Joan Miro and Roland Tual are also
regular visitors.
1933-36 Separates from his spouse. Organises management of his
business to devote himself to painting. Meets Emilie Carlu (Lili, whom he
will marry in December 1937). Makes masks and puppets.
1944 Passion for graffiti. Embryo of his first prospections. Controversial
first solo exhibition at the Galerie René Drouin.
1945 Meets Henri Michaux. In Paris, he then frequents figures close to
the musée de l’Homme (Charles Ratton, Patrick O’Reilly, George Henri
Rivière), becomes interested in the musée des Arts et Traditions
populaires and works stemming from field of psychiatry. Travels to
Switzerland in July, where he systematizes his research (musée
d’Ethnographie de Genève et dans des hôpitaux). He invents the
concept of “Art Brut”.
1947 First stay in the Saharan desert at El Goléa. In November,
foundation of the Foyer de l’Art Brut in the basement of the Galerie
Drouin. Second stay at El Goléa, the longest (November 1947-April
1948).
1948 Third stay in the Sahara (March-May). Publishes L’Art brut préféré
aux arts culturels (Art Brut in preference to cultural arts). With Jean
Paulhan, works on La Métromanie ou les Dessous de la capitale.
1949 Third stay in the Sahara (March-May). Publishes L’Art brut préféré
aux arts culturels (Art Brut in preference to cultural arts). With Jean
Paulhan, works on La Métromanie ou les Dessous de la capitale.

1973 Establishment of the
Fondation Dubuffet.

1951 First retrospective in Paris, galerie Rive Gauche. The Art Brut
collections are sent to the US, to Alfonso Ossorio. Exhibition at the Arts
Club de Chicago. Allocution Anticultural Positions.

1975-76 Series of grand
assemblages, called THÉÂTRES
DE MÉMOIRE.

1954 Retrospective organised by René Drouin in Paris at the Cercle
Volney.

1984 French pavilion at the
Venice Biennale.

1959-60 Retrospective at the musée des Arts décoratifs, Paris.

1985Jean Dubuffet dies in Paris
on 12 May.

1955 Moves to Venice.
1958 First personal exhibition at the Galerie Daniel Cordier
(which will regularly organise exhibitions for him until 1964).

1962-63 Retrospective in New York, Museum of Modern Art.
Return of the Art Brut collections in France, settles in Paris at 137 rue de
Sèvres. Beginning of the L’HOURLOUPE cycle (1962-1974).
1967 Important bequest to the musée des Arts décoratifs, followed by
an exhibition of the collections of the Compagnie de l’Art Brut.
Publication of Prospectus et tous écrits suivants (Prospectus and all
subsequent writings) (Gallimard). Carries out construction of models of
edifices and of the Cabinet Logologique.
1973 Establishment of the Fondation Dubuffet.
1975-76 Series of grand assemblages, called THÉÂTRES DE MÉMOIRE.
1984 Continues to draw. French pavilion at the Venice Biennale.
1985 Jean Dubuffet dies in Paris on 12 May.
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CONTACT

TICKETS

Communication and Social Networks
Department:

All information about ticket
modalities in the “Visit” section of
ivam.es

comunicacion@ivam.es
Tel: 0034963176600
Photos: in “downloads” section at
www.ivam.es
Press releases and press dossiers: “news”
section in www.ivam.es

In collaboration with:

Ticket purchase: at the ticket office
or on the museum website by
clicking on the following link:
http://entradas.ivam.es/
principal.aspx

TIMETABLE
-From Tuesday to Thursday from
10.00 h to 19.00 h
Friday: From 10.00 h to 21.00 h
Saturdays and Sundays: from
10.00 h to 19.00 h
IVAM’s social networks:
Facebook, Twitter, Instagram
@gva_ivam
www.ivam.es

