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ABSTRACT

Paul Signac's'D'Eugéne Delacroix au néo-impression-

nisme'sa. translation and commentary is, to begin with, the

first English translation of the painter Signac's treatise
Written in defense of Neo-Impressionism in 1899, It is one
Of the rare theoretical treatises written at the end of the
19th century and perhaps more importantly, by an actual part-
icipant in the movement. Therefore the treatise's historical
interest is unquestionable,

In addition to the translation is a brief glossary of
technical terms used by Signac but not explained in the text
and a colour chart for reference on passages on colour, for
Neo-Impressionism was, above all, a movement concerned with
colour. |

The many scientific, literary and artistic sources dited
by Signac in the text are either identified in detailed
footnotes or,in some instances,in the introduction.

The introduction discusses Signac's background and
his motives for changing from palette to pen. It also
includes a brief comparison of Signac's practice vs his’
théory with several visual examples. Signac's major sources
and the treatise's style are discussed in greater detail,
Signac's later career is briefly touched upon particularly
in reference to his contact with other artists.

In conclusion, it is hoped that this dissertation
Will provide the reader with enough supplementary material

to better appreciate the vital qualities of D'Eugéne Dela-

Croix au néo-impressionnisme, and to .become better acquaint-

ed with its author, Paul Signac.



PREFACE

Why undertake an English translation of Paul Signac's

D'Eugéne Delacroix au néo-impressionnisme first published

in 18992 First of all, the work has never before been trans-
lated into Bnglish., Secondly, it is one of the rare theore-
tical treatises on painting written at the end of the 19th
century. Finally, it was written by an actual participant .
in the Neo—Impréssionist movement, the painter Paul Signac,
hence the treatise's historical interest,

However, an Baglish translation of the text alone would
have been insufficient, a critical edition was called for.
This is because the text in isolation 19aves the reader with
many questions such as; Who was Signac? Who are some of the
sources and figures mentioned in the book? Why did Signac

write D'Bugéne Delacroix au néo-impressionnisme?  The aim

of this edition is to answer some of those questions.
Information on Signac himself remains relatively dif-
ficult to obtain, if compared to his friend Seurat. Only
recently has a modern book with reproductions of Signac's
paintings been published, by his grand-daughter Francoise
Cachin (Paul Signac, Paris:; Bibliothéque des Arts, 1973).

However this book is out of print and according to the pu-
blisher, there are no plans to re-issue it. The only re-
maining way of consulting a cbpy is through second-hand book-
stores, Or libraries. Cachin mentions the existence of three
other books by Signac: Jongkind (Paris: Cres, 1927), Stendhal
(Anonymously published, 1914), and an unpublished translation
of Ruskin's Elements of Drawing (started by H.E. Cfoss, and
finished after his death by Signac during World War I). All

three would have proved useful for this edition, as samples
of this artist's writing, however they were unavailable to
me, as I was unable to gain access to the Signac Archives.
' Noqetheless, the situation was not totally bleak. Cgchin's

edition of D'Bugéne Delacroix au néo-impressionisme (Paris:

Hermann, 1978) is widely available in France and whereas the

first book on Signac by his student Lucie Cousturier (payl



Signac,Paris;Crés,1935) was impossible to locate, an article
in La Vie by the same author provided much needed information.
I have simply tried to provide as much background information
88 possible so that the text might be better appreciated.

Many questions are beyond the scope of this study but will
hopefully be undertakeam someday. The study of Signac deserves
more attention.

Therefore the first step was to translate the text from
French into English and identify the sources, persons and
paintings cited within, The translation of Signac's vig-
Orous,direct and almost agressive French into English
proved to be a difficult task., It was compunded by the
fact that Signac was a painter, Writing about a cause
very dear to him which presupposed a fair amount of art-
iétic knowledge on the part of the reader. Nonetheless,

I have tried to remain faithful to the sense of urgency
expressed in Signac's treatise in this English version.

Many sources cited by Signac needed to be identified
for the modern reader which I have done either in footnotes
Or in passages in the introduction. Once again, material on
some of Signac's sources was not widely available, even
in France. ,

After the translation and notes, came the task of
supplementing the information in the text. This involved
butting the book into historical context, discussing Signac's
career and work as related to his treatise, and providing
a brief glossary of terms used by Signac but not explained
in his text., 1In additioh a colour chart is included for
reference on colour questions. The introduction will hope~

fully answer many questions raised by the treatise.

Thus, my attempt to present D'Eugéne Delacroix au néo=-

impressionnisme to the modern English reader is completed

in hope that it will be more fully appreciated when accom-
panied with supplementary information and a presentation,
I would like to acknowledge Mr. Robin Spencer and

Professor Martin Kemp for their continued assistance which
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was invaluable to me., I would also like to thank my
Patient husband Daniel Vitaglione for his help through-

out the course of my work.

Heather Buckner Vitaglione

Aix-en-Provence,France



GLOSSARY

Brilliance- I have translated the French word éclat as bril-

liance. Signac uses this word frequently.

Chromatisme- (Fr) This word has been translated as use of

colour.
Colour- See Colour Chart.

Contrast- See Colour Chart.

Facture- brushwork, the actual texture of the paint.
Gouache- opaque colours made from pigment, water, honey and
gum, .

Gradation- the gradual blending of one tint, tone into ano-

ther, Le dégr~dé in French,

Eglf-tinté- See Colour Chart under Tone.

Hafching- application of paint in fine linés, parallel to
eéach other. The French word is hachures, Signac uses this
word frequently, particularly in reference to Delacroix's
technique.

Irradiation- the quality of brilliance or brightness.

Key~ high or low key. The amount of brightness a colour or
tone possesses. The Impressionists' palette is high-key be-

Caugse it is nearer white on the colour scale.

Local Colour~- actual colour of an object uninfluenced by re-
~flected 1light or colour.

LuminOSitx- one of the properties of colour which conveys the
illusion of giving off light. For our purposes this is

S8ynonymous with brightness.



Glossary continued.

Pointillate- simply a technique of painting with a brush

stroke in the form of a point or dot which is why the Neo-

Impressionists considered the term pointillist derogatory,

they also observed the contrast or division and their stroke
wWas not necessarily a point., The shape of each painter's
stroke varied, Signac's was more rectangular near the end

of his career, and theoretically the stroke could be a

triangle.

Puritx- See Colour Chart under Tone. Synonymous for satura-

tion,.

Rapporteur Esthétique~(Fr) in mathematics, a protractor. In

this instance, a device to measure angles and lines accord-

ing to how pleasurable or painful they were,
Tache- refers to a mark made with paint and for our purposes
is used synonymously with stroke. Tachisme later came to

be used for a trend in the 1950's,

Touch ~Touche (Fr)~ means stroke or brush stroke, in parti=-

Cular " The Divided Touch". This is varied in this translation.
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COLOUR CHART

purple

\ blue \\\\\\__

Colour - Primary colours are those colours from which the

green

others can be derived or mixed; red, yellow, blue for our

Purposes.

Secondary colours- The three secondary colours are green,

Purple and orange. Each of the secondaries is the comple-

mentary ef the primary not included in its composition, thus:

The primaries: red (1), yellow (2), blue(3)

The secondaries: orange (1+2), green (2+3) and purple ( 1+3)

All the colours together make white light, therefore, each

Colour needs a complementary made up of the other two in order

to make white light. Thus:

Red (1) = (2+3) green yellow (2)=(1+3) purple
blue (3) = (1+2) orange

Tint- This is used by Signac for the quality of a colour, eg,

red, yellow, blue and secondaries. Tint would be a circular

motion on the upper right-hand scale.

2222 -~ This is used by Signac for two separate qualities d

Colour, saturation and value or brightness. Saturation means

the vividness of a tint or degree of difference from grey of
the same brightness. Value or brightness - means the value
Of a tint Ffrom light to dark, or the degree of light or dark

°f a given tint, Signac often uses chiaroscuro if he

Wants to be specific.
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Colour Chart continued.

A half-tint is a colour or tint of medium value or tone ,
thus Delacroix uses " demi-teinte" in this way whereas Signac
would use tone. Whenever modelling with colour is spoken
it can be assumed that using various tones of the same tint

is meant, eg, & dark red,next to a lighter red etc.

Colour contrast - the effect of adjacent areas of colour upon

one another either in space or time. The colour difference

is accentuated when juxtaposed. Thus:

Two complementary colours ,eg. green and red, will enhance

one another when juxtaposed but become dirty when mixed.

Two secondary complementaries ,eg, violet and green.
a., the complementary of green--fed, acts on the violet
which will seem more red.
b. the complementary of violet--yellow acts on the green
which will seem more yellow,
Although both violet and green contain blue, its effect is
diminished when they are juxtaposed.

Thus we have a simultaneous colour contrast, in space,

Complementary tints look more saturated when juxtaposed and
when they are of equal brightness and saturation , appear

to vibrate,

Seurat's definition of a contrast for tone was a lighter, more
luminous one for a darker one, and for tint, complementaries,

eg. a certain red with its exact complementary green,
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Upon undertaking an English translation of Paul Signac's

D'EBugeéne Delacroix au néo-impressionnisme, many questions are

raised: perhaps the most important is, what makes an artist
undertake the writing of a book? This question leads us to
examine Signac's career, his era, the formation of the Neo-
Impressionist group and his role in it, as well as some of
the personalities in his entourage. Then, we will continue
-Our examination of the Neo-Impressionists after the premature
death of their leader, Georges Seurat in 1891,

A close examination of the book itself gives much food
for thought with its varied sources, including scientific,
literary and artistic. The author's writing style also
deserves some attention .

The period after the publication of the book will be
€Xamined, in which an important sub-question is raiéed: can
Signac's painting style be reconciled with his treatise? In
Other words, did he practice what he preached? The evolution
Of his painting style in light of what he had written proves
to be an interesting topic and will be supported whenever
Possible with visual examples as well as by quotations .from
his Journal.

In addition, the other articles and books written by
Signac, and any possible changes in his attitudes, deserve
@ttention.

' Finally, we should look at the influence he excercised
On younger artists, through his‘contacts and writings, asking

What impact did D'Eugéne Delacroix au néo-impressionnisme

have on other painters.
This introduction is intended to answer some of the

Questions raised by D'Eugéne Delacroix au néo-impressionnisme,

88 well as familiarizing the reader with Paul Signac's life

and artistic career.



aul Signac was born in Paris the 11th of November, 1863
into a family of merchants who owned a saddlery business in
Montmartre. Coincidentally, Delacroix died that same year .
Signac was therefore never to suffer the financial hardships
of many of his contemporaries nor, as it turned Ouf, the
Oopposition of his family.  Signac's father, who was to die in
1880, was an anateur artist who was qpposed to naturalist
literature and Imﬁressionist painting. This may explain
Paul Signac's early attraction to them, out of rebellion.
Signac's motﬁer was apparently an energetic and strict woman,
but although she tried to steer her only son into architecture,
she never withdrew her support from nim,?t

Signac started his studies at the College‘Rollin; Boulevard
de Clichy, which took him through Montmartre daily, with its
aI‘t_'dealers. In 1879, he went to see the Impressibnist ekhib-
tion on the Avenue de L'Opera. Sisley, Renoir and Cézanne
Were absenf from this show. Although Pissarro was later to
Play a part in Signac's life, the young man was maialy inter;
‘eSted‘in Degas, and in later life related an incident in which

he was sketching from Degas' works when Gauguin had him thrown

Out.2

Signac also admired Manet and saw the Execution of Maxi-

miiigg (1867) exhibited at the Salon. He never lost his ad-
Miration for Manet, even though his thedries were opposed to
those of the older artist.

Perhaps the most important initial contact with Impress-

lonign was Claude Monet's exhibition in the Vie Moderne mag-

8zine offices in 1880.



Signac refused to sit his baccalaureat exams in 1881,

althoi1gh he was a good student, especially in literature.
He made his career choice clear: he not only wanted to be a
painter but an "Impressionist'" one. For Signac " impressionist™"
meant everything he steod for: anti-bourgeoisie, anti-conform-
ism and revolution. His choice was a normal one for an en-
ergetic young man: real life, the ocean, open air, modern
Subjects as opposed to the stale academic atmosphere the
Beaux-Arts offered. It was a choice to be free rather than
to try to cénform to society's norms.3

After deciding upon a non-academic route, how would young
Signac go abéut his apprenticeship, since there were no schools
that taught Impressionism? Firstly, he started painting out-
doors in his own surroundings: Asniéres, Montmartre, etc.
Thén in 1883 he completed his first seascapes of Port-en-Bessin
in Brittany. Or, as he reminisced in his Journal seventeen
Years later:

".,.. et pendant que je faisais une aquarelle, je rquis
des souvenirs d'il y a déja dix-sept ans, ol pour la prem-
iére fois je vins dans ce pays. Il y avait deux mois que
je 'faisais de la peinture', j'avais vingt ans}--L'année
d'aprés, j'y revins et j'en remportai une quarantaine de
toiles ' impressionnistes'. Ga consistait a empdter des
rouges, des verts, des bleus et des jaunes, sans grand

N . 3 "4
souci, mais avec enthousiasme.
It can be seen that Signac's first works were as " Imp-
ressionist" as he could make them, and strongly influenced

by Monet, whose work Signac saw at Durand-Ruel's gallery in

1883, This can be seen in La Route de Gennevilliers (1883,




Paris, Louvre, Jeu de Paume) in which we already notice a pre-
disposition for bright, light colours and a rather thick imp-
asto. On another occasion he painted a still life entitled

Le Gateau ( 1882, London, Private Collection) which was close-

ly inspired by Monet's Les Galettes of the same year.

It was also in 1883 that Signac began the only formal
instruction he would ever receive, from the painter Bin, a
former Prix de Rome winner. It was then he met the colour
merchant , Pére Tanguy, and saw Cézanne's work for the first
time. Shorfly afterwards he bought a landscape of Auvers by
Cézanne which he prized throughout his life and refused to
sell. 5

éignac's mother moved to Asniéres, after her husband's
rdeath in 1880, which at the time was inhabited by fairly
Well-off pensioners and frequented by the kinds of bathers

and strollers that Seurat was later to immortalize in his.

Baignade, Asnieéres.

It was there, at Asniéres, that Signac became initiat-
ed into boating by the painter Caillebotteﬁ, who had spotted
the younger artist painting on the riverbanks. Signac was
to entitle his first boat in 1883, the "Manet-Zola-Wagner",
Perhaps the three nameslmost destined to shock the bourgeois-
ie. Bven at such an early period of his life, he was the
fighter he would always remain, loving to provoke the bour-
geoisie.’

1884 would prove to be an extremely decisive year , fa

that was when he participated in the founding of the " Salon



des Independants'" and as a consequence met Seurat. As Sign-
ac was later to write in an articles,the Salon des Independ-
ants was formed by artists rejected by the 1884 Salon and
others who refused to submit works to the jury but wanted

to find a way of showing their work. Signac was to meet
Angrandg,Dubois—Pilletl? Cross11 and Seurat who were to be-
come his lifelong friends, while in the course of organizing
the show.

So there begén the decisive meeting for both Séurat and
Signac. The former Was as slight and reserVed as the other
Was expansive, volatile and short. From most of Seurat's
contempobaries comes a description of an extfemely gquiet,
serious, and even mysterious man who only became impassioned
When discuésing the artistic problems which concerned him.
Seurat's character seeﬁs to be accurately portrayed'by his
bPainting style: already calm and serene, scientifically cone-

trolled even as early as the Baignade, Asniéres (1883-84,Tate

Gallery,vLondon). As Signac describes his friend's beginnings

in D'EBugéne Delacroix au néo-impressionnisme, Seurat was al-

ready in search of a method that would enable him to paint
MOore solid compositions, and had trained himself thfoagh lab-
brious research into colour theory making cbpies of class-
ical works, and drawing assiduously.
Seurat had passed through the Beaux-Arts, Although
Non-conformist in the sense of wanting to find something new;
Une peinture sienne", he always remained in touch with the

8Cademic tradition and retained his afFfinities with classic-
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ism. As Signac wrote, Seurat managed to "resist" his.
Beaux-Arts instruction by completing enourmous quantities
of reading on his own account. Signac's wording is inter-
esting on this subject:

"..but his intelligence, will, clear and wmethodical

mind, pure taste and painter's eye kept him safe from
12

the depressing influence of the school.
Regardless of Signac's antipathy for the academic tradition
Seurat's mature style was definitely affected by it.
This was the era in which " science would deliver us
from all incertitﬁdés" as one of Seurat's sources, Sutter,

13 1t was a trend of thought that was " in the

Would say.
wind". Already many" Impressionists'" were feeling that

they could not continue in the same vein as they had been.
They became dissatisfied with their work. Degas, Renoir,
Pissarro, Monet and of course Cézanne all underwent a

Period of chénge. Renoir wanted to leave the group and

Wanted to exhibit in the Salon., His style grew more formal
from around 1885-7, with his monumental Bathers. Monet '
exbfessed dissatisfaction with his work in the mid-1880's

and we know in which direction it led him: towards cathedrals,
haystacks and poplars painted in a rather different manner

in the 1890°'s.

Pissarro underwent a comparable change will be seen in
8reater detail later, which included solidifying his art
SOmewhat, from 1881Ion.

As a matter of fact, as Robert Rey points out in La

; . . 14 . .
Bﬁagigsance du sentiment classique Impressionism was

)
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never really a proper "school" at all but a group of artists
exhibiting together for convenience's sake, not out of truly
shared characteristics. The most highly regarded of the
Impressionists were those painters who evolved, namely De-
gas, Renoir, Monet and Cézanne, whereas the painters who did
not undergo any great change, such as Morisot and Sisley,

. remained less well-Known.

Signac maintained that Seurat was unaware of Impression-
ism before meeting him in 1884.15 But this version should be
Questioned. It would of course be in Signac's better inter-
est to establish his contribution to the foundation of the
division. Although Seurat had not yet excluded earth colours
from his palette at that point, and might have done it at
Signac's urging, this does not mean he was unaware of Impress-
ionigm, |

Seurat probably visited the 6th and 7th Impressionist
exhibitions in 1882 and 1883 with his friend and classmate
Ernest Laurent, as well as the Durand-Ruel gallery exhibit-
iOns,lﬁ
On the other hand, Seurat later anti~dated his use of
the division to 1884-5 in an 1890 letter to Fénéon which

‘ 17

Would preclude Signac's contribution. However it is known

that ne revised La Grande Jatte in 1886, which puts his

letter in question,
Some historians have taken Signac's version to be true
19;Rewald, whereas others maintain Seurat attended the Imp-

Tessionigst shows in 1882 and 1883 and that his early oil
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13 It seems as

studies show an Impressionist influence.
though the only statement available was that of Signac.
However we can observe that Seurat's use of colour prior

to meeting Signac, was akin to that of the Impressionists
inasmuch as can be judged from the few paintings rémainihg
from that period. This is probably due to Seurat's destruc-
tion of many of these early works.

Thus we can imagine the effect Seurat's Baignade must
have exercised on Signac. -He saw in it something extreme-
ly unusual énd revolutionary and it provided the direction
for which he was searching., Nonetheless, according to Sig-
nac, he felt the lack of pure colour in the work and an ex-
change of‘views took place between them. - Signac maintained
that he advised his friend to use the Impressionist palette

in order to remedy the colour problem.19

Signac, in his
turn questioned Seurat about his scientific knowleage and
started his own research. For Signac, Seurat's knowledge
Was a revelation, almost in the sense of a religious con-
version.

This would not be the 011& time that Seurat's and Sig-
nac's relationship would take on the appearance of a Messiah
and a Saint Paul. Signac became quickly convinced that this
art would be the way of the future, towards progress, delivw
ering them from uncertainty by the use of science. ane
convinced, he became a diligent apostle and tried to propa-

date the new theory. Seurat, although the leader and the

instigator of the new technique, never tried to propagate
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his theories, and in fact, later tried to keep them to him-
self, resenting the increasing number of " converts'". Sig-
aac, on the contrary, was a proselytizer from the very be-
ginning.

As a result of this encounter Signac was to plunge in-
to theoretical material with a vigour already characteristic
of him. He quickly sét about thé task of studying Rood,
Sutter, Chevreul and others. One example of his exuberance
was his detailed technical questioning of the Gobelins work-
ers ( where Chevreul had long been in charge), to which he
was invited to witness demonstrations at the factory.

Later, Signac was to meet the elderly secientist twice, with
rather unsatisfactory results, other ﬁhan hearing the anec-
dote abouf Delacroix wanting to visit.go

Despite Signac's study of theoretical material,; he
maintained his admiration of Monet and only now wWrote to

the older painter in order to visit him;

",+. Voici bien nettement ma situation: depuis deux
ans je fais de la peinture, n'ayant jamais eu comme mo-
deles q&e vos oeuvres et suivant la grande voie que vous
nous avez ouverte. J'ai toujours travaillé réguliére-
ment et conscieusement, mais aussi sans conseils et sans
aide, car je ne connais aucun peintre impressionniste
qui aurait pu me guider, vivant dans un milieu plutdt
hostile. Je crains donc m'égarer, et je vous demande
en grice de m'accorder l'autorisation de vous faire une
petite visite; je serais si heureux de vous pouvoir
Présenter cing 6u six de mes étudés d'aprés lesquelles
vous me pourriez juger et me donner quelques~-uns de ces
conseils dont j'ai tant besoin, car en somme je doute
horriblement, ayant toujours travaillé seul, sans appui,

e 21
sans critiques."
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What is curious about this letter is that itwas written
in 1885, after meeting Seurat and first admiring Monet's
work. There are several possible reasons. It is clear
from the letter that Signac felt in need of guidance and

reassurance . Perhaps only after ammassing a certain amount

of work did he feel confident enough to approach Monet. Also,

Monet might have been unavailable prior to 1885, because of
his frequent travels, ie, Bordighera, late 1884-April 1885,
What must also be remembered is that although Signac

had admired Seurat's technique in Baignade, Asniéres , he

had yet to see the Grande Jatte which would go far towards

convincing him of the division's viability.

Although Monet did receive the younger artipt!s visit,
he was unable to give the guidance Signac had hoped for, as
he was not a teacher. Regardless of this, Monet remained‘
a continuing model for Signgc.

Another Impressionist who exercised a perhaps more
concrete influence on Signac was Guillaumin, who befriended
the younger artist in late 1884 or early 1885.22
The two often painted together on the quays. Previously{

Signac had completed a painting similar to Guillaumin's

Quai de la Rapée (1881). It is interesting to note J.K.

Huysmans' review of this painting, in light of Signac's

known interest in Huysmane' criticism., In his review of
the 1881 Independent show, Huysmans wrote how Guillaumin
Was a " ferocious colourist" and advised the observor to

Step back from the canvas ‘and blink his eyes so that all
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the wild,hostile colours would fall into place, permitting

the delicacy of the painting to become visible. Huysmans

8ives the Quai de la Rapée as an example.23 It was through

Guillaumin that Signac was later to meet Pissarro in April
1885,

Duriﬁg the summer of 1885, Signaq spent his holidays
in Saint-Briac in Brittany painting numerous seascapes such

as La Croix des Marins (1885,London, Private Collection).

In such a work as this,Signac's treatment is Monet-like but
begins to show deliberate touches of complementary colours
~Such as red and green which indicate Seurat's influence.

In the meantime Seurat was preparing his Grande Jatte .

Seurat's Grande Jatte was a milestone in the Neo-Imp-

ressioqistvg:oup's foundation, as wefl as indicative of some
of ¥he téendencies ehépgeﬁt in the'avant-garde. ForVSignac
it.must have been very revelatory to see the culmination

°f the theories he had studied allied to the Impressionist
Palétte. In autumn of 1885 several artists began meeting,
.‘¢9ntering ?heir.interests on Seurat's"ﬁanifesto painting",
Which was alréédy_well—advanced. Fiféily there were Dubois-~

Pillet, Signac and then‘Luce24

and Angraﬁd. For Signac, this
wa§ a period in which his convictions would grow stronger and
'vstrOHSer, confident that their new technique would prevail,

®SPecially after viewing the principles at work.

"La Grande Jdtfe was different from other avant-garde

. Paintings in several ways. Firstly, the great amount of

‘tlme Spent on it, which was unheard of at the time for an’
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Impressionist. Seurat did a large quantity of preparatory
Work, including oil sketches and outdoor drawings. Then,

he implemented the new technique and his newly acquired pal-
ette to assemble the final work in the studio. Linear
Composition played a . particularly important role.

Why were the young artists so impressed by the tech-
hical innovation? The answer iies in the simultaneous con-
trast‘of colours, which consists of juxtaposing areas of
Opposite tint , and in the mingling of sfrokes of opposite
colours within each area, e.g. blue and yellow, which at a
distance are intended to compose green. Strokes of an
Opposite colour may be placed on a large field of green in
Order to enhance it and make it vibrate. The new technique
Promised its users a " superior reality". It was a scienti-
fic 'version of Impressionism.

Seurat came to his conclusion, as we have seen, partly
through an academic route, and partly through the stimula-
tion of his new," revolutionary" acquaintances. Signac, on
the other hand, was a keen believer in "progress" in art
throUgh science, which corresponded to his political beliefs.

Signac's fipst work in which he deliberately applied

the new technique was his Appr8teuses et Garnisseuses ( 1885~

1886, Zurich, Biirhle Collection) which is also known as "les

ModiStes". Degas' series of Modistes were done around 1882~
85 whicn in view of Signac's early interest in Degas explains
the choice of theme and the ambiguity of the title.

A . ' ;
€Cording to Seurat, Signac modified it at the same time as
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he was working on his Grande Jatte. This work is very

rigidly composed daspite its naturalist subject and title.

In April 1885 Signac met Pissarro thiough Guillaumin
and managed to convince the older artist, who was undergoing
@ period of uncertainty, that the new technique would be a
distinct improvement on Impressionism. Signac must have
been greatly encouraged when the older artist joined them.
He must have felt their theories were well-founded in order
to convince a respected " old guard" Impressionist. Together
With Pissarro came his son Lucien?sthe same age as Signac,
Signac introduced them to Seurat upon the latter's return,

Pissarro was soon experimenting with divisionist methods.

One of his earliest divisionist works is Le Train de Dieppe,

335521,1886(Philadelphia,Mrs. Carroll Tyson Collection).
-Pissarro, eager to help his new found colleagueé, did

his best to invite them to the 1885 Impressionist show, the

First one since 1882, and the last. Degas was the only one

to accept the newcomers, whereas the rest refused to exhibit

With them and dropped out. This exhibition would become re-

kn°Wnéd as the one in which the new tendencies became'evident,

Primarily in La Grande Jatte , which was by far the most con-

troversial painting in the show.

As Signac says in his description 26 this was the Pirst
time a divided painting was exhibited. Signac proceeded to
distinguish the Neo—Impréssionists from Impressionism, using
Words Such as " reflection and permanence" as opposed to

instantaneity'and instinct". Then he mentioned their empha-



18

sis on "composition" as opposed to nature however it pre-
sents itself,

One important result of the 1886 exhibition was the
encounter with the young critic Felix Fénéon, who was to
become the Neo-Impressionist's chief defender, much as
Z0la had been their predecessor's champion. Fénéon, who

had actually seen Seurat's Baignade, Asniéres in 1884,had

been impreséed. He had previously shown & predisposition
for simplifications in a Puvis de Chavannes mannef27and
felt drawn td the new style, which to his eyes went beyond
Impressionism. He tried to find out more from Pissarro,
Who felt unable to explain the theories. Seurat was nat-
urally reticent, and in the end Signac proved to be the most
fruitful source of int‘ormation.28

" Fénéon belonged to the generation of writers wh6 were
Searching for something more than Zola's naturalism, some-
thing more permanent. That they were looking for an art
Which would suit their generation is only natural. Some of
these Symbolist writers or "decadents" appreciated Neo=Imp-
Tessionism while othersylooked téwgrds different styles.

A curious aspect 6? Fénéon's review," Les Impression=

J is its style. Fénéon's vocabulary is very

Nistes en 18862
Unusual and his use of the " decadent" style remarkable in
that it is not devoted to the capturing of the subjectiv-
ity of the paintings, but rather the opposite: to the de-

SCribing of them objectively. This sort of precision may

be seen in Signac's writing style as well,
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Fénéon was certainly courageous to write about Imp-

ressionism as a spent force in 1886, concluding that
30

only Pissarro, Seurat and Signac innovate". As a matter
of fact Fénéon's review shows an incredible sense of modernity

when compared to other critics of the time. Most criticism

of the Grande Jatte centered on its lifelessness, because
they were only able to éccept Impressionism as a fresh
version of reality, and therefore they focussed on the
Woodemess of the new style., Fénéon concentrated on the Eof-
mal aspects , elaborating on the technique. He did not
comment much on the subject matter,

Fénéon made an extremely important contribution té
the fledgling Neo-Impressionists. He gave them their namé,
although ﬁt first they considered " chromo-luminairistes”
( a title Seurat probably would have preferred).31’

Signac owed Fénéon a great deal in that it was Fénéon who

later urged him to write D'Bugene Delacroix au néo-impress=-

ionnisme and published it in the Revue Blanche . As stated

Previously, Signac's writing style attempts io remain Ob-
jective and " scientific", which is how Fénéon wrote,

This brings us to a paradox; what did literary symbolf
ism, with its love of mystery and subjectivity, share in
COmmon with the most scientific, rigid painting of the time %
For many writers of that era, science was an ally of art
Tather than an enemy. Charles Henry, the brilliant and ec~-
lectic scientist and writer, epitomized the era, as we

Shall see later . e saw connections between all the arts

8nd yltimately sought a form of universal harmoany. It was



20

in 1886 that several of the Neo-Impressionists started attend-
ing his lectures on colour theory.
The next important event was the Independent Show, the

first for two years. Seurat dominated the exhibition with

La Grande Jatte and some seascapes. Signac showed his

Appr8teuses et Garnisseuses and his landscapes of Petit

Andelys on the Seine ( a small village not far from Monet's
Giverny where he had spent the summer with Lucien Pissarro).
Fénéon's review expounded on their scientific theory.32

Then the artists readied themselves for their entries
in the XX group show in Brussels, to which they had been in=-
vited. Seurat finished his Honfleur landscapes.

It was about this time that Seurat started manifesting
signs of jealousy. Although he had never been expansive
about his theories, he now grew more and more secretive.
This was undoubtedly due to his fear that Fénéon's detailed
e€xplanation would divulge their secrets. 33 |

The XX show turned out to be important, primarily by

dttracting the attention of other youg artists who were al-

€rted by the scandal centered upon La Grande Jatte . Signac,

Who went to see the 1887 exhibition, wrote to Pissarro about
the crowds attracted to Seurat's painting and how the Bel-

8ian avant-garde artists were interested in what they were
»dOing.
Seurat sold two landscapes at this exhibition, After-

Wards he ghut himself up in his studio, refusing to see any-

o . .
Re, and started on his Poseuses series. Perhaps he wanted

t .
© show he could give his characters life after hearing so
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much criticism about his figures being lifeless. This was
also the Ffirst time he experimented with coloured framas.

Seurat was becoming more and more anxious about the grow-
ing ranks of the Neo-Impressionists. Signac, on the con=-
trary, was willing to welcome new painters to help them fight
the battle.

The 1888 XX show included the growing recruits to Neo=
Impressionism, and was not destined to pacify Seurat. Sig =
nac was actually surprised at Seurat's behaviour, which con-
trasted with his.own beliefs. That summer, while Seurat
Was away at the seaside, an article by Arséne Alexander34
Was printed after an interview with Seurat, in which the
Writer concluded that " pointillism had spoiled the best
talents such as Signac and Angrand". He‘claimed Seurat as
the‘inventor and referred to Seurat's " unscrupulous cama-
fades" who were copying his technique. Signac and Pissarro
uﬂderstandabiy agitated, immediately wrote to Seurat for an
©Xplanation, Seurat replied he had not said that, but, if
8sked, he would say that therelﬁere too many adherents to
the technique.

Pissarro tried to calm Signac down by saying that it
Was not the technique but the talent that makes a painter,
8nd to let Seurat take the credit if he deaired?s

Seurat's jealousy created problems within the group,
88d although he was'the uncontested "leader", each artist

Could contribute something of value. New applications of

t
he technique were attempted continuouSly by the various
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members, such as Van Rysselberghe§6Petitjean?7Cross and oth-
ers, Signac was particularly eager to pass beyond the re-
search phase and enter the phase of personal creation, as he
indicated in his treatise.

All the painters experiencéd problems with the technique
because of its particular restraints, and many became dis~
eénchanted with if, but perhaps the most important "defect-
ion " was that of Pissarro in 1890. The older artist in-
Créasingly felt that the technique hampered his spontaneity,
and decided to abandon it. This defection w&e felt most
keenly by Signac, who never quite managed to understand how
Pissarro;could be so convinced at one moment and then sud-
denly change his mind. Signac wrote more diplomatically |

about this in his book than he did in his own Journal .38

This sort of volte face would have been impossiblé for Sig-
nac, who ,althouéh he experienéé& difficulties from time
to time,‘élw#ys fought for his convictionsland found a way
°Of comtinuing consistently.

Signac began to feel the weight of responsibility on
his shoulders. His role was already one of organizer, be-
Cause of his many activities, Increasingly, Signac's role
became oneof defender of their theories, due to Seurat's
Pe1UC1_:ance or downright refusal to fill this role.

1890 and 1891 must have seemed decisive years for Sig-
nac and Neo-Impressionism. Firstly, hewas affected by‘
piSSarro'é abandonment of the movement, and secondly by the

»1890.Brussel's XX exhibition, of which he published an
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anonymous review.39 During the XX meetings, Toulouse-Lautrec
vehemently defended Van Gogh's right to exhibit, and Signac
offered to second him in a duel.40

Signac was elected the first non-Belgian committee
member of the XX show in 1890, in addition to serving on
the Independent's committee.

In July 1890 Van Gogh died. Signac, who had visited
him in Arles and taken an interest in him, was to be involved
in a retrospective exhibition at the request of Theo Van
Gogh, and, after the latter's death, by Theo's widow, (Janua=-
ry 1891). Another fellow artist, one of Signac's co-found-
eérs of the Independents, Dubois-Pillet, was to die, and again
Signac was entrusted with a retrospective exhibition in~1891.4

In 1890, Jules Christophe published an article on Seu=
rat, including a letter to Maurice Beaubourg, detaiiing his
theories ( 28 August,1890).42 Seurat's publication of his
theories came after the rivalries and quarrels led him to
8ffirm his position as Ffounder of the movement. He also
Continued to correct errors ( as he perceived them) in
Others' articles about himself and Neo-Impressionism as in
the case of Fénéon's article on Signac cited earlier.43
Seurat's attitude probably led or at least contributed to
the defection of several members. Signac must have been
disCOuraged by this.As he mentions in Chapter 4, the
"severe criticism, several unfortunate deaths and resignat-

44 45

"10ns from the movement". Louis Hayet, a minor but fairly

8ctive member, wrote a resignation letter to Signac, deplor-

1
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ing the division into two camps: the serious researchers

and the ambitious attention-seekers.( 10 February,1890)?6
Henri Van de Velde47 was discourageé by Seurat's petti-

hess and began to doubt the seriousness of his theories.

As a matter of fact, he actually considered Signac's works

mOre luminous and therefore more successful than all the

FOthers.489Luce as well began to separate himself from the

movementf Pissarro was, of course, the most daﬁaging defect-

Or. As he explaine®d to Van de Velde, he felt unable to

exXpress his sensations with the technique which gave him

the feeling of death.so

Seurat in the meantime contiued his methodical work.

Since La Grande Jatte , he had used more of Charles Henry's

theories and applied them to more problems in painting: Pig-
Ures in artificial lighting (Lé Parade 1887-1888,Neﬁ York,
Metropolitan Museum of Art), nudes in an interior ( Les Po~
§9uses,1887—8;Merion, Pennsylvania, Barnes Collection), thq

POrtrait ( Jeune Femme se Poudrant ,1889-90, London, Court=

8uld Institute), an interior scene with moving figures ( Le
Eﬂﬂhut,1889-90, Otterlo, Rijksmﬁseum KrOeller-Mﬁllqr) and
f'il’lally his Cirque (1890-91 ,Paris,louvre ,Jeu de Paume).
Seurat was to apply his mysterious system of lines, with
8 dominant direction indicatirg the mood.

Signac, faced with the organization of the 1891 Independ-
€0t show, had to take into account the fall in the number
of Neo-Impressionist paiﬁters, and accept more of Gauguin's

friends than he would have liked. Signac exhibited his Por-
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trait de Felix Fénéon (1890, New York, Private Collection),

some landscapes of the Seine and some seascapes. Seurat
exhibited only five paintings: the incompléte Cirque and
four landscapes.

It was during the meetings of the committee that Seur-
at caught cold, and on March 30, he suddenly died of compli-
cations, Signac was understandably owvercome at the loss
Of his friend and partner. Seurat's death was to put an
énourmous burden on him, in continuing the fight. At first,
Signac went through a period of intense work in an effort
to forget, as he wrote to Pissarro from Cocarneau, July=-
August 1891, the time was when,

"see OU je croyais que, nous tenant tous par la main,
apportant des oeuvres et des idées nouvelles, nous allions
marcher au combat. Je me suis sacrifié, étant dans le
gfoupe celui qui avait le plus de combativité, & l'intéret
8énéral. Bt je pense que je n'ai pas été inutile et que,
8e nos idées se sont un peu imposées, je n'y suis pas ét-
ranger. Ce serait & refaire, que je le referais encore
et je suis sfir que vous ne m'en pourriez bl8mer. Si je
Mme tiens maintenant plus tranquille, c'est que maintenant
le terrain est ensemencé, nos idées sont répandues, notre
manifeste a été affiché... il n'y a plus qu'a travaillér,
qu'a laisser faire." 5;

As can be seen, Signac wénted to resign himself to simply
Painting, since their theories had already been4pubiished

( Christophe's article on Seurat52), and considering their.
ideas fairly widespread. However he would be unable to re-
Ma8in silent for long, he would soon spring back té the de-

£ .
€nse of their movement.
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Signac's reasons for returning to his role of defender
are fairly clear. For, if he did not, it would mean he
was but a mere shadow of Seurat. Once again we find a sort
of religious fervor in action after Seurat's death. It was
as though Seurat had been a martyr for their cause, in fact
Signac said himself immediately after the death that his

nS3 Naturally Seurat's

friend had " worked himself to death.
theories and principles became somehow sacred and Signac
alone felt he must defend them,

In the years following Seurat's death, and before the

Writing of D'Eugéne Delacroix au néo-impressionnisme , Sig-
ﬁac was to bemoan the public's lack of compfehension and
appreciation of his friend. On one occasion he compared
his friend's fate to that of Van Gogh:

"Comme l'on est injuste avec Seurat. Dire que l'on

veut pas reconnaitre en lui un des génies du siécle!

Les jeunes sont pleins d'admiration pour Laforgue et

pour Van Gogh-morts eux aussi ( du reste, sans cela..)

et pour Seurat, l'oubli, le silence., C'est pourtant un
~autre peintre que Van Gogh qui n'est intéressant que par
'son c8té phénoméne fou.. et dont les seuls tableaux in-
téressants sont ceux faits au moment de sa maladie, &
Arles . Au moment de la mort de Seurat, les critiques
rendaient justice a son talent mais trouvaient qu'il ne
laissait aucune oeuvre! Il me semble au contraire, qu'il
8 donné tout ce qu'il pouvait donner, et admirablement.
Il aurait certainement encore beaucoup produit et progr-
essé, mais sa tdche était accomplie. Il avait tout passé
en revue et instauré définitivement: le blanc et le noir,
les harmonies de la ligne, la composition, le contraste,
et l'harmonie de la couleur.. et méme les cadres. Que

Peut-on deménder de plus & un peintre ? nS4
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This Journal entry sums up Signac's feelings about his
friends l1life and work., There is a clear sense of injust-
ice present. Obviously, their theories were not as wide-
Spread as Signac had believed immediately following Seurat's
death. The publication of Seurat's theories had not gain-
ed them any recognition or acceptance, and conseqﬁently
something more was needed. Signac was the man for the
task; from the role of defender and organiser, he would
become the theorist..

Signac had already written letters, reviews and arti-

Cles. Among them were letters to Le Cri du Peuple, from

1887-8, under the pseudonym "Néo". He also wrote to
Other Socialist pubiications, usually anonympusly so that
he could speak more freely about the Neo-Impressionists,
His review of the 1890 XX exhibition was signed S.P;55

He was well on his way to being a good propagandist.

In addition to this activity, Signac was a reasonably
Prolific letter writer, and corresponded with many of the
8roup members, such as the Pissarros, Angrand, Crpss and
Others. He also kept a Jburnal in which he noted down ob-
Servations of his contemporaries, stylistic considerations,
and jdeas for articles.56 Simply by reading the Journal
One can trace the beginnings of Signac's eventual treatise,
Ie SOmething is mentioned several times in the Journal it
is almost certain to be‘developed further in D'Eugéne Dela-

Croix ay Néo-Impressionnisme .

For example, the following passage from Nov. 27,1894,



28

already takes up one of the points which Signac was later
to emphasize in his book:

"On nous reproche d'@tre trop savants. Mais nous ne sav-
ons sur la couleur que ce gque l'on nous aurait di apprendre
a4 1'école primaire! Dire que les girouettes du pére Chev-
reul ne sont pas auoptées dans les écoles! Pourquoi se
"plaindre du manque de gofit quand on ne fait rien pour éd-

uquer l'oeil. Pourtant pour apprendre le piano, on exerce
) 57

les doigts.. Ils ont des yeux et ils ne voient pas."
Here Signac has even used the phrase, " They have eyes but
do not see"™,; which he later attributes to Delacroix, as an

58 It is clear that Signac had begun

answer to his critics.
to associate the Neo-Impressionists' battle with that of
Delacroix. Especially in the passage on Seurat and Van Gogh
Previously cited, hé ehded with a comparison with Deiacroix.
He lamented how few visitofs’go to the Siint-Sulpice paint=-
ings or underétand Delacroix at éll. |

Signac's reflections on Delacroix can be seen as the
first maniféstation of the centralitheme of his treatise,
Since he has begun‘tolcompare his predecessor's battle for
96mprehension with theirs. He came to see this as a way of
Convincing people of Neo-~Impressionism's validity. | |

Perhaps the first mention of the actual book is on
JPne 2nd,1897 when he wrote:

" Bien remis au travail.-- Toutes les heures je prends

un petit repos que je passe soit & écrire quelques lignes
du Delacroix, soit a copier quelque dessin de maftre, ou

. . 59
& essayer de dessiner de souvenir."

It is clear that reading Delacroix's Journal played an imp -

Ortant part in Signac's decision to write his book, as will
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be seen in greater detail when Signac's sources are discuss-

ed.

Signac had his own generation of critics to respond to
as criticism of Neo-Impressionism had indeed become more

Prevalent. There was Octave Mirbeau's very negative article

in the Bcho de Paris ( May 12, 1895 ).60 Gustave Geffroy's

review of the Independent Show of 189661 was not much more

positive and most people still were of the opinion of Cam-
ille Mauclair that " tous ces peintres ée ressemblent".62
(1894). Sighac's highly defensive tone becomes obvious
Erom‘time to time in his treatise , as in Chapter 6, sections
8 and 9, in which he tried to point out the individual
characteristics of each Neo-Impressionist, Then he went

Oon to attribute the confusion to lack of art education, the
Public simply had not been educatéd to appreciate the differ-
eénces between the painters. These passages must be viewed

4s a direct answer to such criticism,

In summary, Signac's reasons for writing D'Eugéne De-

lacroix au néo-impressionnisme were:

1. Seurat's premature death. Although his theories had been
Published, they needed more defense. Seurat had been virtually
fOrgotten while others had been remembered, Signac felt

the need to defend his friend's memory.

2. Reéponse to criticism of Neo-Impressionism., The main

Teproach being that they all looked alike.

S. The publication in 1893~95 of Delacroix's Journal and

Signac's subsequent identification with it, since the move-
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ment was undergoing a difficult period at the time.

4, Neo-Impressionism needed a champion because Felix Fénéon
had given up art criticism. Fénéon did,however, encourage
Signac to write his treatise and eventually published in

La Revue Blanche.

Signac's writing style is an extension of his person-
ality. As in his political letters, his book comes across
as a manifesto, All the years of serving as diligent propa-
g8andist show in the work. He worked hard to convince the
readers thatvdivisionism is the only possible answer to the
problems facing painters. The tone of the book is not so
much technical as propagandist. As he once wrote," La divi-

sion est plutdt une philosophie qu'un systéme.ﬁ_3 This is

Precisely the message the reader receives. The message
throughout is : work and think hard, persevere, never give
up the fight. 'As we shall see, Signac often relied on his

Sources for quotes of this nature, and he found particular
inspiration in Delacroix. |

"Signac's writing style has a certain detachment that
OWwed a great deal to Fénéon. He tfied to remain very pre-
Cise and make his principles clear by regular repetition.
ThPOughOut, the reader is given the impression that Signac
Was very conscientious about his task of " educating the
®¥e" as he might have said. He took his mission very ser-
lously indeed.

"As stated .earlier, Signac's sources came from a wide

r ‘ . . . . ‘
ange: art, literature, and science, primarily. The time
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has come to examine some Oof those sources in greater detail.

The most obvious source for D'Eugéne Delacroix au néo-

Impressionnisme may be found in its title:Bugéne Delacroix,

As mentioned earlier, Signac most probably wanted to empha=~
size the comparison between Neo-Impressionism and Delacroix
in order to gain recognition as a serious but misunderstood
movement. Although Signac had probably already considered
writing a more detailed, convincing treatise, Delacroix's
Journals seemed to provide him with the spark he needed.

The idea of continuity from Delacroix through Impress-
ionism to Neo-Impressionism is stressed in Signac's work.
Whether or not Seurat would have insisted on the Impression-
ist connection is doubtful,.

Signac'§ appreciation of Delacroix probably dates back
to his meeting with Seurat and subsequent reading of Charles
Blanc., 1In 1885 he and Seurat saw the Delacroix exhibition

64

held at the EBEcole des Beaux Arts . In 1886, (the year of

La Grande Jatte) Maurice Tourneux's Eugéne Delacroix devant

S5¢s contemporains 65 was published, which included quotations

from Delacroix as well as reviews éhowing the critics' lack
Of comprehension. Signac was to use some Of these quotations
in his work, in addition to using a similar style of using
Quotations.

For Signac,contemplating a manifesto and given his part-
icular temperament,’ what a source Delacroix's Journal was!
There were numerous examples of apparently Neo-Iﬁpressioniét

Concerns defended, examples of idealistic advice and of
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the critics' imcomprehension.

The most frequently used quotations come from Dela-
croix's notes for a Dictionary of the Beaux-Arts, part-
icularly whenever the master speaks of common technical
problems such as the brash-stroke, colour, lines, composit~-
ion, tone or simplification of details. Signac's comments
on Delacroix's Journal in his own Journal, and his notes
over the several years period, led to this chapter on Dela-
croix.

The other passages from which Signac quoted most fre-
quently were those in which the very young, idealistic Dela-
croix made resolutions, or the old, experienced painter
Wwrote. about the injustice of the public and the critics.

He is probabiy drawn to those passages in which fhe artist
made a colour innovation.

On more than one occasion, Signac took quotations out
of context or slightly altered them. For example: in Chap-=
ter 1, he took a phrase:

" Ma palette brillante du contraste des cbuleurs"
but the original sentence in Delacroix's Journal was:

Ma palette fraichement arrangée et brillante du contraste

. o 66
des couleurs suffit pour allumer mon enthousiasme.™

This came from a passage in which Delacroix was comparing
the merits of the mediums of painting and writing, and not
Writing primarily about colour contrast, as Signac would
have it., This is a fairly typical example of Signac's use

of Delacroix: there are many fragments placed here and there'
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(not unlike a collage) which often mean little in isolatiaa
but support Signac's position when assembled. This will
become clear in the notes to this translation.

Another important source is Chevreul. As we know, Seu-
rat studied Chevreul's work on the law of simultaneous con-
trast of‘colours while still in his first drawing school in
1875,67 and subsequently introduced Signac to Chevreul's
works. Signac, in his enthusiasm to learn, had contacted
the elderly scientist by post and actually visited him twice.

‘Bugéne Chevreul ( Angers 1786-Paris889) attended
school in Angers, then came to Paris where he started as a
chemist in the Gobelins dye works and professor of chemistry.
He became a member of the Academy of Science in 1826 and
then head of the Museum. He published numerous works on
colouré and their chemical properties, but for our purboaes

68
his Loi du contraste simultané is the most important.

Signac himself in'His'own'writing made ﬁany references
to Chevreul, This was was in kéeéing with his deep-seated
beliéf in educating the masses aesthetically, a view which
Comes up again and agéin in his Journal. This was an under-

lying reason for writing D'Eugéne Delacroix au néo-impress-

ionnisme : to educate the critics, public and other artists.
_He often mentioned "fautes d'orthographe" or "spelling errors"
in colour in the paintings he saw, and discussed the indust=
T*ial use of colours. Aithough he may not follow Chevreul's
8dvice to the letter, it is a part of " Science... that will

de1iver us from uncertainties" as Sutter said.69 Armed with
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"pére" Chevreul's colour wheels, the world would soon bé&
delivered from ignorance of colour.
So, how was Cheévreul's theory used by the Neo-Impfess-

ionists? As Robert Rey puts it, in La Renaissance du Sent-

iment Classique dans la leinture Francaise a la fin du XIX®

ZO the title of Chevreul's work is paradoxical, be-

siécle
cause if we say that a contrast is a relationship between
two opposites ( contrast is singular), then how can we have

a simultaneous contrast . Are not the two terms mutually ex-

clusive? Régardless of the rather paradoxical title, which

Chevreul must certainly have assumed made sense to others,

the work defines and demonstrates both the effects of tone

contrast and those of tint contrast. Then Chevreul went on

to define simultaneous contrast. Since according to the

theory, a colour attained its maximum intehsity when piaced

next to its complementary ( but not mixed) the Neo-Impression-

ists modified colours by changing their surroundings rather

than by mixing. Also, if two like colours are placed next

to one another,eg, dark and light red, there is a contrast

by intensity and hafmony, because the tints are alike. '
Another notable source for Signac was Charles Blanc

( Castres 1813 - Paris 1882), Blanc exercised an important

influence on art history in the 19th century. As a young

Man he studied engraving in Paris, and subsequently turned

to art criticism, beginning with Salon reviews in Le Bon

Sens

=8ns , edited by his Socialist brother, Louis. Later he

began his Histoire des Qeintres francais au x1x° siécle,




' 35

the first volume of which came out in 1845, In 1848 he be-
came director of the Paux~-Arts and did much to further the
arts., After the coup d'état of December 1851 he returned

to writing and .continued his history of art.

Blanc's influence was due to his publications being
the most defihitive and comprehensive studies of art history
at the time. His work was accessible to the general public,
which hélped retain his supremacy in the filed until Signaé's
time. However, it was in his second term as director of the
Beaux-Arts fhat he probably influenced Seurat and Signac the
most, ( from 1871 to 1873).

In an article on Seurat and Piero della Francesca7?
Albert Boime discusses Blanc's influence on his own era and
on the following generations. Since Blanc was director of
the Beaux-Arts immediately before Seurat attended’the'
8chool it does not seem unreasonable to assume that some
©f his policies were still in force Wwhen Seurat began in
1878, Basically, Blanc was unable to accept Impreésionism
because of its objectivity . He supported a revival of
the Renaissance tradition as the 6n1y way to revitalise
French art. This implied the use of the human figure.

A8 part of his policy Le proposed a museum of copies of
Italian masters in order to educate the public. His project
Was an attempt to restore the human image in painting,
88ainst the trend towards landscape.74

Regardless of Blanc's staunch refusal of Impressionism

Si ' . . .
‘8nac used him ws a source. In preparation for his treatise
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Signac must have recognized the importance of Blanc's ideas
a8s they related to his movement and naturally relied heavily
on Blanc as an aﬁthoritative source, It must be remembered
that Signac was a ''man withka mission" so to speak, and
needed as many credible sources as possible in order to
gain acceptance for his theories. |
Perhaps the single most important scientific source for
the Neo-Impressionists was the scholar Charles Henry. Curi-
Ously enough Signac does not once mention Henry in his treat-
ise, althOugh he was in frequent contact with Henry, and
even collaborated with him on several occasions. The
reasons for this omission should become clearer after a

brief description of Henry.

As Signac noted in his Journal (14 December, 1894):

" Visite de Charles Henry, de plus en plus poétique.
D'une donnée exacte et scientifique, il tire des con-

clusions d'une fantaisie charmante qu'il s'efforce de
' 75

demonstrer mathématiquement."
This summarizes Signac's impression of Charles Henry, one
°f admiration for such an unusual man.
Henry ( Alsace 1859-Paris 1926) was first trained as
2 scientist, but his great curiosity led him to explore the
fields or music, literature, psychology, biology, chemistry
8nd mathematics. IHe Was an incredibly prolific writer on
these subjects. By the age of 27, he had already publish-
®d nineteen books. Henry Saw connections between all the

digeind s . .
lsclPllnes, which explains why many artists, writers and

o . - . ,
ther figures were attracted to his theories.
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Henry's theory on lines, for instance, was an attempt
to find, through the use of spatial geometry, mathematics
and physics, the lines or combinations of lines that were

the most agreeable and disagreeable. His Cercle Chromatique 77

of 1888 starts from a physiologicai basis, defining pain and
Pleasure respectively as continuity and discontinuity of
mental function, relating this information to directions

and finally to colours. Thus lines and colours which asc-
ended were called " dynamogenic" and those which descend-

ed "inhibitofy". This connection between human physiolog&,”
science and then art was p&rt of the trend towards "humani-
Zation" in art, foreseen by Blanc and others,

Seurat, as may seen in his later works, Cirgue (1890-1)
and Le Chahut (1889-90), put Henry's theories to work, hav-
ing studied them closely. Signac experienced more pefsonal
Contact with Henry, but did not rely heavily on his thedries,
éxcept during a relatively brief period, which will be dis-
Cussed later. Signac probably regarded them in much the same
Way as Chevreul's theories: he was for the education of the
Masses but personally did not feei compelled to Eollow the
theories to the letter in his own work. Full of enthusiasm

for Henry's Rapporteur esthétique7§ a project on which he

Was collaborating, he wrote Van Gogh the following explan-

tory letter:

W

C'est un livre sur l'esthétique de C. Henry-permet
d'étudier des mesures et les angles. On voit si la forme
®st harmonieuse ou pas. Cela aura une grande portée

SOciale au point de vue surtout de l'art industriel.
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"Nous apprenons & voir juste et beau aux ouvriers, apprent-
is, etc., dont jusqu'ici on n'a fait 1'éducation esthét-
iQue qu'au moyen de Formules empiiiques, de conseils
malhonn8tes ou niais. Je vous adresserai une de ces

brochures lorsqu'elles auront vu le jour."7
Signac's tone is one of educator of the working classes.
‘However it is doubtful whether he actqally used this instr-
ument in his own work. On another project Signac tirelessly
measured vases and other objects in preparation for Henry's

Applications des nouveaux instruments de précision ( cercle

chromatique, rapporteur et triple-décimétreemhétxme) 4 l'ar-

ch@uogie_,go or as Fénéon described it;

" Lorsque M. Charles Henry voulut appliquer & l'art ind-
ustriel les méthodes d'études esthétiques de la forme

et de la couleur auxquellesl'avaient conduit une théorie
générale de la dynamogénie et des expériences patientes ,
M. Signac lui apporta son concoﬁrs: son anaiyse du profil
(anses déployées) des vases de Cnide, de Thasos et de
Rhodes et leur définition par indicateur d'écart, de
dynamogénie,d'inhibitiom, de contraste, d'acuité, de
’divéréité,'de variété et de complication, sont un type

"trés pur de critique sciéntifique,"81 '

However, Fénéon goes on to add that;

", .Mais il serait illusdirem-ehh Signac cherch8t a 1l'ut-
iliser pour 1'éxécutiom~ d'un tableau ou M. X. pour 1l'ana-
lyse ultérieure de ce tableau. Du moins semble-t-il d'aprés
la maftrise dont témoignent les derniéres oeuvres de ce
-péiﬁtre que parmi tant d'ardues investigations, sa faculté
de contrfle sur ses intuitions d'harmonies polychromes
et liﬁéaiies ait aéquis plus de decision encore et de
lucidité.n32. o

Regarding Sighac's use of Henry's theories, Fénéon also
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wrote in 1890 that Signac relied more on his intuition than
principles when finding a dominant direction for his painte
ings, and that Henry's statement, "all directions are sym-
bolic", had destroyed Signac's faith in chance and limited
him to a clear empiricism on the edge of consciousness.oo

Signac's reply to Fénéon was:

" Ne vous souciez pas trop des critiques de notre Henry:

il se soucie fort peu du jeu des complémentaires qu'il

trouve fort barbare."84

Signac's exclusion of Henry was understandable in the
face of a sceptical public. He needed to play down Neo-
Impressionism's scientific aspects and emphasize its trad-
itional qualities. Henry, who is contemporary and a scien-
tist is excluded on two counts. However he must not be

neglected as a source, because his Introduction & une

esthétique scientifique (1885)85 in which Rood, Chevreul,

Helmholz, Sutter and others are synthesized and presented
in a positivist version, influenced Signac a great deal1.36
Signac himself, in a tribute to Henry in 1930%7urote that the
best homage to Henry would be to publish his complete works
and his experiments.

Yet another source cited by Signac is Daniel Humbert de
SuDerville8§ André Chastel, in an article entitled " Une
SOurce oubliée de Seqrat"?g maintains that Charles Blanc's
ideas on the moral significance of lines come directly from
Humbept de Supervilles' Essai sur les signes inconditionnels

gﬁ;il&gﬁ_(1827). This treatise was virtually unknown until

Blanc and others revived it. Blanc's Grammaire du dessin,
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an important source for Neo-Impressionism, is extremely
close to this.

Humbert's treatise is a '"call for humanity", in which
the primary points are:

1, There are three types of lines in the study of dir-
ections.

2. A corresponding colour system accompanies the line
system,

3. The signs are applicable to all arts.

4, Arts must be renovated by using old techniques such
4s stained glass.

The impact of thisvtreatise is more apparent when we consider
its influence on Charles Henry,rBlanc and subsequently on the
Neo-Impressionists. For example, Humbert's treatise on the
directions of three facial typés-- laughter as a v-shape,
inertia as a horizontal, crying as an inverted v-- which
Were'then associated with particular colours, may be direct-
ly compared to Seurat's diagram in his letter to Maurice
Bfaubourg. The facial expressions in Seurat's later works

Were carefully calculated in this way,eg. Cirque, La Parade,

Le Chahut.

Humbert's theories extended to objects in nature, some
Objects possessing symbolic value, such as oak—hdrizontal,
Beutral,fir-descending-sadness, pine -ascending, happy.

This ig interesting in light of Signac's St. Tropéz works
in Which pines are prominent or dominate the composition.

One soﬁrce who Signac mentioned only once in his treatise
s the Once Naturalist and subsequently " decadent" writer

JO' .
Tis-Karl Huysmans.90 In Chapter 4 Signac mentioned how he
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had mistaken a remark by Huysmans on Monet to mean thkat
the latter used a scientific technique.91

Whether he agreed with it or not, Sigﬁac was certainly
observant of Huysmans' criticism. He mentioned it on sev-
eral occasions in his own Journal, For instance when he used
Huysmans' term "indigomanie" (Feb.16,1897) in reference to a
Renoir painting of a woman in blue:

" C'est de 1l'époque de ce que le trop littéraire J.K.

Huysmans appela 'indigomanie'."92

The writer had also made a famous remark about Signac's
early work, referred to later ( Sept.29,1894):

"Huysmans écrivait que 'j'emmarseillais' les banlieues,Ret-

ti trouve que je 'banlieuegg' le Midi..Cela se balance
et du reste 'm'en fouti. "

HOwever, Huysmans was an influential figure because of his
break from Naturalism and Zola's circle (A Rebours 1883) and

the return to mystery in his writing,

A reading of his 1880 Independents' Exhibition review 24

Might have provided many examples for Signac in addition to

the misunderstood remark on Monet's "system", Huysmans devoted

two Pages to Raffaelli's Route deVGennevilliers, pointing

Out the modernity of the suburban scene. This is interest-

ing jin light of Signac's painting of the same area in 1883.

P y .
®rhaps more significantly , Huysmans made a connection
b . .
®tween Delacroix and Degas in the same review:

"Quelle nouvelle application depuis Delacroix du mélange
OPtique, c'est-a-dire du ton absent de la palette, et
Obtenu sur la toile par le rapprochement de deux autres..,

Aucun peintre, depuis Delacroix qu'il a étudié
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longuement et qui est son véritable maitre, n'a compris
comme M. Degas, le mariage et l'adultére des couleurs.."95

When we consider L'Art Moderne was published in 1883 (just

before A Rebours) and Certains in 1889, Huysmans' art criti=
cism could very well have had a significant effect on Signac.
Fénéon also regarded Huysmans highly for his "sfireté de ver-
dicte" 6 in his art criticism. Huysmans was the Neo-Imp-
ressionists' closest equivalent to Baudelaire, and therefore
Signac followed Huysmans' writing fairly closely.

Baudelaire himself proved to be a fruitful source for
Signac, in his search for support from recognized authorities.
Signac used many quotations from Baudelaire, Ffirstly as a
Source of information about Delacroix and secondly as a
SOurce of support.for Neo-Impressionist theories.

'Several publications of Baudélaire appeared in the

18801'¢: L'Art Romantique (1868) and Curiosités EBsthétiques

‘1868)were both reprinted in 1885,

Baudelaire's passages on colour must have been parti-
Cularly inspiring for Signac, especially when ﬁe spokeﬂof
the POppies in the grass, red singing the glory of green,
80d in the same passage he speaks of mixtures of tones, re-
e1éctions etc.97 One other relevant aspect of Baudelaire's
Criticism is his use of mu#ical analogies, such as Signac
Ereq“ently uses in his own writing and paintings during a
briep Period.

Amongst the scientific sources cited by Signac is‘O.N.
Roog, Ogden N. Rood (1831-1902), an American scientist,

ert ’ :
¢ Modern Chromatics: with applications to art and indust-
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(1879) in the hope of educating the layman and artist in
basic colour facts. The French edition appeared in 1881,
Signac quoted from Rood's introduction because, once again,
it corresponded with his own wish to educate the public in
aesthetic matters. However it is unlikely that the book
proved to be as accessible to the general public as its
author and Signac hoped it would be because of its reason-
ably complicated scientific terminology.

Rood's Modern Chromatics demonstrates in detail the

properties of colour and the way various effects may be
produced. The most interesting material with regards to
Signac's standpoint, comes when Rood compares a retinal
image which combines coloured points, to a mosaic, and
When he expiains hoﬁ painters paint not only with colours
but also with light. Passages such as this would have
appealed to Signac.

Another important source is John Ruskin. Ruskin ( Loné
don 1819~ Brantwood, Cumberland 1900), the outspoken British
Quthority on aesthetic matters, proved to be a fruitful
SOurce, as may be seen by the 1engthy quotations from the

Chapter "On Colour” in The Elements of Drawing . Howevér,

APproximately half the quotations are taken not directly

A 98
Erom Ruskin but from a French writer, Robert de la Sizeranne
“ho published an article entitled "La religion de la beauté"

‘% La Revue des Deux Mondes, March 1,1897., Sizeranne quoted

R . )
Uskin directly on some occasions and on others paraphrased

hi : .
im, Then he made comments of his own. Signac simply attri-
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buted all three to Ruskin without elaborating. Therefore,
Signac's source is not always Ruskin but Sizeranne comment-
ing on Ruskin. This is duly noted in the footnotes to this
edition.

In his introduction to Ruskin, Signac also mentions his
fellow Neo~Impressionist Henri-Edmond Cross!  French tran-
slation of The Elements of Drawing. Cachin states that this
translation was completed by Signac dufing WWI'™ after Cross'
death in 1910 but never published.99 This manuscript is
Presﬁmably ih the Signac family archives.

Signac's trip to Venice in 1909 might be seen as
reflecting the direct influence of Ruskin. Signac's use
QF Ruskin as a source for his treatise mday also be linked
to his appreciation of Turner, In Chapter 3 he stressed the
Connection between Turner and Monet and Pissarro by citiﬁg'
latters' voyage to London in 1871. Signac's source for this
Was undoubtedly Pissarro around 1886, but whether Turner
Was as important as Signac implied’is questionable,

Signac also stressed Turner's influence in his chapter
On Delacroix. The notebook he kepf during his frip shows
how he probably went to London intentionaliy to prové fhe
Connection in preparation for his book, |

" Son (Turner) influence sur Delacroix est incontestable.
Certainement en 1834 le maftre frangais a étudié et compris
Turner. Des tons, des teintes, des harmonies que j'ai
Vus dans Delacroix; je les retrouve dans Turner. Les fi-
8ures sont traitées avec la méme 1iberté."1oo

Sj . Lo \
18nac's emphasis on this connection coincides with his own

Wi
ISh to free himself from Nature, Turner was seen as an
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example of a "free artist". Signac's trip to London
had been undertaken as a "pilgrimage",

"Il est certain que ce matin, en regardant mes toiles,
elles me semblent trop photographiques, trop études
d'aprés nature. Je suis slir que la legon que me donner-

aient les Turner me sera des plus profitables. Lui a su

. . 1
se débarrasser des réalités et 8tre un peintre libre.," 01

This brings us to Signac's fidelity to his theoretical
Standpoint; or did he practice what he preached? Through-
Out his career in painting, his style revealed a certain
dichotomy. First,‘there was the effort towards control,
Stylization, and composition, which was complemented by his
theoretical writing. Signac wanted to remain faithful to
the‘division which he and Seurat had established, and which
Would free the artist from copying nature. However, given
A his éharacter and Impressionistic background, it is not
Surprising that another tendency eme;ges, that of the sheer
Pleasure of observation of hature which results in a free,
SPOntaneous style,

In his very early works, such as Le Gateau (1882) and
farly landscapes, Signac aspired to be an Impressionist,

“Dder the initial influence of Monet and then of Guillaumin

Md others. 1In his Route de Gennevilliers (1883, Paris, Louvre,

J
eu de Paume)of which Huysmans said he “"marseilleized" the

102

Su
burbs because he gave them such bright colours,

his taste

fo
T strong, bright, pure colour was already pronounced. Sig-

Nacg . '
did not sentimentalize the suburbs as other artists

Migh
t have done. His choice of subject might be due to



Plate 1. La Route de Gennevilliers,1883, Paris, Louvre,

Jeu de Paume.



Plate 2. Appréteuses et Garnisseuses, 1885-1886, Zurich,

Bihrle Collection.
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his political beliefs, in that the artist should translate
popular life or else art will remain decadent, and his read-
ing of Naturalist literature, but his treatment of theue
rather dismal places is not " Realist ", nor is it a " genre"
painting. After being initiated into the division he applied

it to tone in Les Gazométres de Clichy (1886, Melbourne,

National Gallery of Victoria) and related paintings.

After his meeting with Seurat and the founding of their
technique, Signac's paintings became an attempt to go be-
yond superficiality to a "superior reality", via science,

In this way, human figures such as those in Appréteuses et

Garnisseuses (1885-6, Zurich, Biihrle collection) and Le

Petit-Déjeuner,Op152 (1886-87,0tterlo,Kroller-Miiller Museum)

Were destined té go beyond mere portraits and towards arches=
types.. In the former painting, the first to which Signac
applied the division, he made an effort to regulate the com-
Position, with the two female figures' curves, and angles
Opposed to the vertical patterns of the carpet and decor,
The hatboxes and curls of Fabric give the painting a geo-
metric appearance. The Paces are’de-emphasized sO as not

to destroy their "effigy" appearance. Tke Petit-Déjeuner

is a gimilar attempt to go beyond the genre painting towards
definjtive types:Athe bourgeois, the maid, etc. The con-
trast between this and similar scenes by Impressionists,
Such as Monet and Renoir, is great.

After meeting Charles Henry (1886)and collaborating

With him later (1888-9),Signac, although never as mathemat-



Plate 3. Portrait de Félix Fénéon,o0p.217, 1890,New

York, Private Collection.
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ical as Seurat, did apply some of the scientist's theories
to his work. He attempted to exploit linear elements to the
utmost in landscapes, and about 1890 some paintings such as

Soleil Couchant,Péche & la sardine, Adagio (1891,New York,

John Hay Whitney Collection)exhibit a distinctly abstract
repetition of motifs. This is most likely in accordance
with Henry's theories on the unification of the arts and
in this instance, music, as may be seen in fhe musical
title. Signac entitled certain works "Opus'","Larghetto",
"Adagio", until about 1892. Perhaps his most abstract works
were designed under Henry's influence. Examples are the

seascapes done at Concarneau such as Le Port de Portrieux

(1888 ,Stuttgart:Staatsgalerie) a seascape which is very lin-
ear in its composition. However, as stressed earlier, Sig-
nac did not feel compelled to follow all Henry's advice and
What might be taken to be his most obvious Henry-influenced

Painting ,Sur 1'émail d'un fond rythmique de mesures et

d'angles, de tons et de teintes, portrait de M.Felix Fénéon

(1890,J0shua Logan collection, NewOYork) is more likely
1

dependent on Japanese influences. ’

An important aspect of Signac's stylistic evolution
Was his use of watercolours, which increasingly became an
integral part of his working procedure. As early as 1888,
I’issar'ro recommended him to use ﬁatercolOurs_ﬁor fixing the
Sensation rapidly, but they were to play a more important

Part later.

As we have seen, around 1890-1, Signac was extremely
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busy, with several exhibitions. There were also several
deaths with which he had to come to terms: those of Dubois-
Pillet, Van Gogh and then Seurat. After a brief period in
Brittany, shocked by Seurat's death, he returned to Paris,
but soon felt the need to work elsewhere. His Priend Cross
Wwrote to him from the C8te d'Azur, and Signac decided to
sail South to St.Tropez. This move was to mark a new phase
in his development. Not only was it there that his treatise
took shape, but a gradual evolution in his style began.
Signacvexpressed dissatisfaction with the way colour
tended to appear dirty with their technique, after attempt-
iﬁg to use freer strokes., He wanted to enlarge the strokes.104
Around 1892-4 he began to stop working directly from nature,
but simply took"nbteé' to use later in the studio, as he
Spelt Out‘in his Joﬁrnal entry for 23 Aug.,1894:

n

La toile de 25(81 X 60 cm) d'aprés nature me semble
de plus en plus du temps perdu. Le travail doit
COnsister en 1) documents pris rapidement d'aprés nature
au fur et a mésure des besoins ou des sensations, 2)
Création de 1'oeuvre d'aprés ces documents..(..)Et dire
que ces peintres, parce qu'ils se sont condamnés 2 ne
travailler que d'aprés de la nature, se croient des
'naturalistes'.-= 100

This marks a constant preoccupation throughout his Journal
Passages with freeing h+imself from nature. It was during
this Same period that Delacroix's Journals became available
¥0 him (1893-1895) and these would have helped to confirm his
Peliefg, |

However, the change Signac envisioned was not

o
e of total abstraction --that was to be for future genera-
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Plate 4, Soleil Couchant, Péche a la Sardine,Adagio, 1891,
New York, John Hay Whitney Collection.




p
late s, Drawing after Delacroix's Heliodorus chased from the

temple, in the Saint-Sulpice,c.1900,Signac Archives.

(Bamboo and ink drawing)



Plate 6, Le Port de St.Tropez,Tartanes pavoisées,

op. 240, 1893, Wuppertal, von der Heydt

museum,
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cions. He still needed nature for inspiration, from which
he would develop his compositions in the studio, such as

Le Port de St. Tropez, tartanes pavoisées Op 240 (1893,

Wuppertal, von der Heydt Museum). In this painting he has
used a triangular pattern with the secondary lines formed
by the boats and their reflections. This is accompanied by
a calm blue and yellow colour scheme, punctuated by the
bright flags.

Signac's interest in art nouveau may be observed in

such works as the Femmes au puit (1892,Paris,Louvre), sub-

titled "une décoration pour un panneau dans la pénombre."
The significance of the subtitle is clear in the extremely
high-keyed yellow and blue hill and the sea. The curious
Curves of the shadow in the foreground and the strange
Female figures at the well are so stylized that the final
effect is startling. It was an experience that he would
not repeat.

Signac's attempt to depict a Socialist theme is his

Au_temps d'harmonie (1894,Paris, Private Collection) which

he wanted to entitle "Au temps d'anarchie". Signac's ver-
Sion of Utopia is man living in harmony with nature, an
adrtist painting by the seaside, a strolling couple who re-
Present "free love'", pine trees and '"boule" players.

This painting owes a great debt to Puvis de Chavannes'

Calm, simplified compositions, which Signac greatly admired,
Particularly Puvis's Doux Pays of 1882. The preparatory

Studies for this work are very spontaneous ( Coquelicots,
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Paris, private Collection) exploiting abstract plays of

colour which would not be translated into the final work.
When he exhibited the painting at the Salon des Indépend-
ants of 1895, he repainted the entire work shortly before

the exhibition opened because he found he had paid too much

attention to details and lost sight of the essential view.106

Pissarro in an 1894 letter to Signac advised the young-

er painter:

" Je suis loin de trouver que vous &tes dans la voie

qQui convient & votre tempérament essentiellement peintre,-

et si jusqu'a présent je ne vous ai rien dit, c'est parce
Que cela vous serait désagréable. Réfléchissez miirement
et voyez si le moment n'est pas venu de faire votre évolu=-
tion vers un art plus de sensations, plus libre, et qui

serait plus conforme & votre nature."lo7

But Signac was not one to give up the division. If a change
Was to occur it was to be through the division, rather than

by its abandonment.

" Toujours a la recherche d'une facture plus libre, tout

en conservant les bénéfices de la division et du contraste.
(¢..)I1 faudrait, je pense, poser légérement du premier
coup chaque touche, de fagon que le contour de ces touches
ne soit pas net mais irradié, fondu, divisé.(...)Le progreés
de ces recherches c'est l'horreur que j'ai de plus en plus

du 'petit point' et la haine de la sécheresse."lo8

It was in this year that Signac exhibited for the first time
SOme watercolours at the Salon de Libre Bsthétique in
Brussels.log

This brings us to a period during which he was work-

i . . . . .
Ng on D'Eugéne Delacroix au néo-impressionnisme in St Tropez,
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as well as painting a series of views of Mont St. Michel
from "notées"taken earlier. This would be his working pro-
.cedure from now on.

When he saw Seurat's Poseuses after 10 years, it now
looked too divided, the brushstrokes too small, so that it
appeared grey and mechanical. He concluded:

" Nous avons bien fait de délayer notre facture."llo
This implies that Signac had given way to more colour and
larger strokes, and felt justified in having gradually
evolved his Style‘as may be understood in the last paragraphs
Of his treatise.

His later career shows aspects of two tendencies:

2 highly structured mosaic-like composition; and a free
form play of flowing colour. The latter tendency can be

8een most clearly in works he considered minor or preparatory

Such as Coquelicots.

In 1927 he published a little-known book on Jongkind,

inCluding a traité sur l'aquarelle 111 which reveals his own

love for this medium as the best way to fix sensations rapid-
ly. a4 Journal entry for the 30th of September, 1897, shows
the 8reat pleasure he took in making watercolours outdoorss

"Il a ply.-- aujourd'hui il fait soleil, le port ést
rempli de bateaux venus pour charger les vins., Toutes
les voiles sont au sec. Je renonce a une matinée de
travail a l'atelier pour m'offrir la joie de quelques
Croquis a l'aquarelle. Ce sera, d'ailleurs, d'un bon
entrainement pour notre séjour a Marseille, od je vais

aller avec Cross."> 12



Plate 7. Anémones,c.1910, Paris, Private Collection.
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So, was he faithf&llto the principles he and Seurat
had established and about which he wrote ? The only possible
answer is that in some ways he was, and in others he'was
not. He himself did not seem to worry unduly over the
inconsistencies. With regards to the central idea, the
division, his conscience was clear. The two tendencies,
the "stylistic" and the "sensational" factors, seem to
CO-exist without either becoming dominant.
We find spontaneous, vigorous watercolours and occasional
free "oil studies" such as Anemones (inO,Paris, Private
Collectioh) aiongside hi's 1argé, highly-structured compositions

such as Constantinople (1909, Brussels, Clive Morris Collect-

ion),

D'Bugéne Delacroix au néo-impressionnisme was successful

as one of the few theoretiéal'wopks of the period but perhays
not for the reasons Signac had hope. Signac's insistence on
‘colour led Fénéon to suggest " ;a‘couleur du néo-impress-
‘iongisme” as a title. - Signac had taken their theories and
.modérnized them, so-that the end result was a glorification
of colour, ;t the expense of the observation of nafure. . The
Younger generation of.painters consulted itNEOrdthis
‘Teason.

/8ignac's role in later life was gneof mentor for many
Of the young artists, and through his Independent exhibitions
many”fhem weréiable.to exhibit, regardless of whether their
tendencies coincided with Signac's own infentions.

Matisse .came under Signac's influence around the turn
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of the century, and even spent time in 1904 in St. Tropez

Wwhere he painted Luxe, Calme et Volupté (1904) which was

later purchased by Signac. Signac was perhaps thinking of
Matisse in his closing paragraph . But Neo-Impressionism
was not to find a true successor to carry the torch.
Rather, it was to serve as a training ground for such
painters as Delauney, Klee, the Italian Futurists and other
early twentieth century artists,

Signac remained observant of the new tendencies apd
although he might not have been able to go as far in his

own work as the the new artists, he appreciated the painterly

1 X
qualities of such young painters as Bonnard,13 Vu111ardl,14
and Denislls. The one thing he could not tolerate was a

return to muddy, dark colours. He was disgusted by the
aging Impressionists' return to darker colours, around the
turn of the century. He attributed it to senility. After
all, they had fought to use colour, and now they were re-
turning to mud. This'feeling may be observed in his chapter
On the Impressionists.

Signac's later writing ;ncluded his book on Jongkind
in 1927, which was inspired by his admiration for the master
4nd his use of watercolour. In December 1933 he was to write
4n article for the expostion "Seurat et ses amis, la suite:
% lvimpressionnisme", which was published in the Gazette des

Beaux-Arts of January 1934.116 Almost 50 years after the

First meeting, Signac retraced the events in the history of

the movement.
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The main additions are Signac's more detailed explan-
ation of the birth of the Independents, about to celebrate
their 50th anniversary and of which he was still president,
and a more confident tone.

He also detailed his explanation of why the term

pointillist was as derogatory to them as Confettist,

because it is simply a superficial description of a means
and nof an end. His own brush stroke was by then predom-
inantly square or rectangular. e indicated that "chromo=-
luminairisteé" was Seurat's preferred term but that "Neo-
Impressionists" indicated their debt to Impressionism, He

8lso added that the term divisionism was used by Segatini
117

and the Italians. It is clear that Seurat would not

have insisted on the Impressionist connection and that

Signac after 50 years continued to adopt a distinct stance.

For, as Pissarro had written to Signac as early as 1888,

".,.. Pour l'avenir de notre art 'impressionniste' il
faut absolument rester en dehors de 1'influence d'Bcole
de Seurat. Vous l'avez du reste vous-méme pressenti.
Seurat est de 1'Ecole des Beaux'Arts, il en est.imprégné
++s Prenons donc garde, 1la est le danger. Il ne s'agit
pas ici de technique ni de science, 1l stagit de notre

tradition, il faut la sauvegarder."118

Another interesting article by Signac is "Les Besoins
Individuels et la Peinture" written for the Encyclopédie

EE&ﬂggiﬁg and published in 1935.119 In this article Signac

®Xpounded the difference between pictorial and picturesque

and concluded by saying that if the masses received aesthetic
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training to appreciate beauty in the harmony of lines and
colour, they would not simply rely on the pictorial or fig-
urative aspect in their appreciation of a painting. This
article puts into words what had obsessed Signac for many
Yeargs, and had largely remained unexpressed in his previous
writing, namely freedom from imitation of nature.

However, Signac does not recommend total freedom from
nature‘and eventual abstraction; mnature remains a diction-
ary, to quote Delacroix, and provides all the necessary ele-
ments for composition. Therefore it is for other artists to
80 beyond this. Signac cites Bonnard's, Cézanne's and Mat-
isse's ways of working from nature, but he is wiiting
about the past. Matisse's art had aiready progressed far
beyond Sigmac's account . Matisse himself as early as 1908
Stated that his choice of colours did not depend on ény
theory as did that of Signac.120

Thus, in conclusion, D'Eugéne Delacroix au néo-impress-

ionnisme remains a fascinating and vital historical, artist-
ic, and theoretical document from a period relatively sparse
in such writing. For the modernlreager, some general hist-
Orical background is helpful as well as specific information
On its author. Because the Neo-Impressionist movement and
this treatise occured at the close of the 19th century, en-
COompassing many literary, artistic and scientific sources
Perhaps unfamiliar to the modern reader, it has been the
intention of this English edition to clarify the surround-

1ng issues as well as possible in order to appreciate more
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fully Paul Signac's motivation in moving from palette to

pen,
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PREFACE

»

1. Neo~Impressionist painters are those who founded and,

since 1886, have developed the technique called division by
using an optical mixture of tones and tints as their means

of expression.

These painters, respectful of the permanent laws of art:
rhythm, measure and contrast, were led to this technique by
their desire to obtain as much luminosity, colour and harmony
88 possible which seemed impossible to them to obtain by any
Other means 66 expression, |

Like all innovators, the Neo-Impressionists surprised
4nd agitated the public and critics, who have reproached them
for their use of a bizarre technique which obscures whatever
talent they might have.

" Here we shail not attempt to defend the merits of these
Painters, but we shall attempt to demonstrate that their much-
abused method is neither unusual ndr unprecendented; that it
had been completely envisioned and virtually formulated by
Eugéne Delacroix, and that it was the inevitable successor to
the Impressionists' method.

Is it useful to affirm that it is not at all our inten-
tion to compare them to their illustrious predecessors ?

We would simply like to prove that they have the right to pro-
it from the teaching of these masters and that they might
then take their rightfui place in the tradition of colour and

light,

2. Perhaps it seems unnecessary to explain a pictorial tech-

"ique. ©Painters should be judged solely by their works, and
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not by their theories., But, what the Neo-Impressionists are
attacked for, in particular, is their technique; they seem to
be seen as regretfully going astray with their Cutile research;
they are condemned in advance By many, for their facture, with-
Out any serious examination of their paintings; for them,

[tne critics], only their method‘counts, they do not wish to
acknowledge the benefits of the results. Thus, it seems just-
ifiable to us to come to the defence of their means of express-
ion and to show that it is logical and productive.

May we not be permitted to hope that their works will be
examined without prejudice, for if a technique, recognized as
Valid, does not impart talent to those who use it, then why
Would it diminish the talent of those who find in it the best

Means of expressing that which they feel and desire ?

3. It will also be a simple task for us to demonstrate that

the reproaches and criticisms levelled at the Neo-Impression-
istsg are likewise traditional and that they were endured by
their predecessors as well as by all artists who introduce an

UNugyal means of expression.
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CHAPTER 1
DOCUMENTS

It is foreseen by Delacroix.

Similarity between his techniqde and that of the Neo-Impressinists.

=

eferences from Delacroix, Baudelaire, Charles Blanc, Ernest

—

hesneau, Théophile Silvestre, and Eugéne Véron.

O

Similar research, identical receptiong

some criticisms,

1. Most people believe that Neo-Impressionist painters cover

their canvases with multi-coloured small points . This is a

Widespread error. As we will demonstrate further on, but em-
Phasize from the very beginning, the mediocre process of points
has nothing in common with the aesthetics of the Neo-Impress-
ionist painters nor with the technique of division they use.

The Neo-Impressionist does not poinfillate but divides.

For him, to divide is to be guaranteed as much luminosity,
Colour, and harmony as possible. The division is constituted
by

é;_lhe optical mixture of only pure pigments (All the tints

Of the prism and all their tones) §

e ————

Signac's note: The words tone and tint being generally used
interchangeably, let us specify that by tint we mean the qual-
ity of a colour and by tone the degree of saturation or lumi-
10sity of a tint. The transformation of one colour into another
Will create a series of intermediary tints, and the breaking;up
in degrees of one of these tints towards the light or dark

Will take place through a succession of tones.

Abivk WNAY ¥
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B. The separation of diverse elements ( local colour, colour

of lighting, their inter-reactions, etc.;

C. The balance of these elements and their proportion( accord-

ipg to the laws of contrast, gradation and irradiation);

The choice of a brush stroke appropriate to the size of

D,
the painting.

The above method formulated in these Ffour paragraphs
determines the Neo-Impressionists' use of colour. In addition,
most of them also apply the even more mysterious laws that

g0vern lines and direction, assuring their harmony and proper

°rder.1

With this knowledge of line and colour, the painter de-
termines with certainty the linear and chromatic composition
of his painting in which the comporents of direction, tone and

tint will be appropriate to the subject he wishes to represent.

2. The rules of colour, line and composition mentioned above

and which constitute the division were proclaimed by Eugéne
Delacroix. Therefore it seems appropriate to quote from the
Wisdom of the great master.

First we will examine one by one all the steps of the
Neo-Impressionists' aesthetics and technique. Then we will
Compare them to Delacroix's writing. on the séme questions in
his letters, articles, and in the three volumes of his Jour-.
ﬁil'g This will demonstrate how the Neo-Impressionists foiiow

the teaching of the master and continue his researches.
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3. The goal of the Neo-Imyressionists' technique is, (as
We have seen), to attain as much colour and luminosity as
possible. The same desire had already been expressed by
Delacroix when he wrote in his Journal:
" Grey is the enemy of all painting ! " s
In order t0o achieve their go&l the Neo-Impressionists
use only pure colours, Their colours are as close as poss-
ible to the colours of the prismkto the extent that material
pigment can approximate light.
On this point they once more followed Delacroix's advice
Wwho wrote in his Journal:

" Bannish all earth colours !"4

The Neo~Impressionists will always respect the purity
of pursz coldurs, taking care not to dirty them through -
mixture on the palette (except of course with white and
With neighbouring colours in order to obtain all the tints
of the prism and all their tones). They will juxtapose the
Colours in small, distinct strokes, and using the device of
Optical mixture, will ashieve the desired result. The optical
mixture is essential because a pigmentary mixture tends to
become darker and to lose colour whereas the optical mixture
becomes lighter and brighter.

Delacroix undoubtedly knew of the advantages of this
Method when he wrote% |

" Tints of green and violet put here and there, hap=-

hazardly, light tones, without mixing theh."5

" Green and violet: it is indispensable to put them one

6
beside the other and not to mix them on the palette.”

Y
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Delacroix was right; green and violet, which are
virtually complementary colours, would have produced a dull
and dirty tint in pigmentary mixture, one of those greys

which are enemies of any painting. But if juxtaposed they

will optically reconstitute a fine and pearly grey.

The Neo-Impressionists have logically generalized Dela-
croix's treatment of green and violet, and subseqdently appl-
ied it to other colours. Inspired by the research of the
master and of Chevreul, the Neo-Impressionists found a unique
and consistent way .of obtaining light and colour simultaneous-
ly. All pigmentary mixture was replaced by an optical mixture

of opposing colours.

4, To the Neo-Impressionists, uniform tints seemed life-
liss, They tried to make all the parts of their paintings
brighter with an optical mixture of juxtaposed, brokén—up
touches of colour, Delacroix’had clearly noted the‘principle

8nd advantages of this method:

" It is preferable not to blend the strokes together;
they naturally blend at a distance fixed by the law of
sympathy which joins them together, thus colour acquires

MOre energy and freshness."

" Constable says that the superiority of the green of
his fields is due to it being composed from a multitude
Of different greens. The lack of intensity and life in the
8reen of common landscape artists is due to it being of a
Uniform tint. What Constable says of the green of thev

fields may be applied to all colOurs."8
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This last sentence shows that the decomposition of tints
into broken touches, such an important part of the division,
Was anticipated by Delacroix whose passion for colour ultimate-
ly led him to realize fhe advantages of optical mixture.,

But to guarantee- . the optical mixture, the Neo-Impression-
ists had to use strokes of small éize, in order that the
different elements could, from a distance, reconstitute the
desired colour, without each stroke being perceived separately.
Delacroix had considered using such strokes, and was aware o
their advantage, as he wrote in the following notes:

" Yesterday, #s I was working on the child nekt fo

the woman on the left in Orpheus, I remembered those
small strokes multiplied with the brush, as if in a
miniature, in the Virgin of Raphael that I saw on the

rue Grange-Bateliére."9

"

Try to sce the great gbuaches of Correggio in the

museum., I believe they are executed in very small strokes."

S. For the Neo-Impressionist, the various elements that

Féconstitute a tint by their optical mixture are distinct
from on another. Light and local colour are clearly dist-
iNguished. The painter makes one.®r the other dominate, as

h i . . . .

® Wishes, The principle of keeping these elements distinct
i v

S also to be found in the writings of Delacroix:

" There must be simplicity of local colours and

bPreadth of light.nll

1)
' One must reconcile 'colour' which is colour and 'light!'

whiCh is light. n12
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Delacroix clearly indicates the balance and proportion

of these separate elements:

" Over-emphasizing .the light and the breadth of planes
leads to the absence of half-tints and thus will appear
colourless.  The opposite is particularly harmful, espec-
ially in the large comPOSitioné intended to be seen from
a distance. Veronese surpasses Rubens in his simplicity

of colours and breadth of light."13

" In order not to appear faded in such a broad light,

Veronese's local colour must be very high-key in tone."14

6. Among contemporary painters only the Neo-Impressionists
Observe the. contrast of tone and tint, It was formulated and
Prescribed in Delacroix's notes:
" My palette is brilliant with colour c0n1:rast:s."'15

" General rule: The more oppositian you ha&e, the more
brilliance."16

" How satisying beauty, proportion, contrast and harmony
of colour are in the spectacle of nature."17

" Although it is against the rule that says highlights
should be cold, by putting yellow ones on violet flesh
tones the contrast produces the deéiréd et’fect."18

" When you have already well established the edge of a
Plane and it is slightly lighter than in the centré, you
emphasize even more its contour or projection... If you
attempt the same with black, you will not be able to make

it appear modelled, no matter how hard you try."19
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The following passage from one of Delacroix's travel
Dotebooks of MNorocco, shows the importance of the rules of
COntrast and complementary colours, inexhaustible sources
of harmony and strength to him.

" The three complementary colours are formed from the
three pfimary colours. If, to the complementary colour,
you add the primary colouf opposite it, you destroy it
Or in other words you’produce the necessary half-tint,
However, adding black is not the same as adding half-tint.
On the contrary, it dirties the tone, whose true half-tint
is to be found in.its opposite, as mentioned earlier. This
is the origin of the green shadows of the red, the two
Young peasants! heads. The one that was yellow had
shadows and the one that was blood-like and red‘had green
20

shadows, "

7. According to the Neo-Impressionists' technique, light

whetherbyellow, orange or red, and depending on the time of

the day and effect, is added to the local tint giving warmth

Or gold to the most illuminated areas, The shadow; faithful
ComPlementary of light, its regulator, is violet, blue or
bluigh green and these elements modify and cool the dark parts
Of the local colour. These co0ol shadows and warm lights, whose
interPlays between fhemselQes and the local colour constitute
€ontour or form, spread out, blended or contrasted, through-
°“F the entire surface of the painting, lighting up here, dim-
Ming there, in the location and proportion determined by chiaro-
SCuro. So, those yellow or orange lights, those blue or violet

) .
hadowg Which are the cause of so much mockery, here they may
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be Ffound categorically prescribed by Delacroix in his notes:

" In Veronese, cold drapery in the shadow, warm in the

light,n?!

" Golden and red tones of the trees, blue and lumi-

nous shadows." 22

2
" Chrome tones on the light side and blue shadOWS."“z

" At Saint-Denis du Saint-Sacrament, I had to paint the

lights with pure chrome yellow and the half~tints with

] 24
Prussian blue."

" Matt orange in the brights, the most vivid violets

for the passage of the shadow and golden reflections in

the shadow facing the ground."25
" All edges of shadow participate in the violet."26
8. The Neo-Impressionists are often criticized for paint-

ing‘With gawdy and exaggerated colours, yet they ignore such
Teproaches because as Delacroix remarked:

" Barth and olivé colours have dominated painting so
much, nature with its vivid and bold colours appears
disharmonious to some."27

The true colourist, that is, he who like the Neo-

ImPl‘essionists submits his colour to the rules of harmony,
Need never fear appearing too loud when he uses excessively
bright colours. He will let the more timid painters wish far
" “°t colour but more nuance" and he will not ﬁe afraid to
COntinye hig search'for brilliance and power by all pOssible

me s ) ) .
€4ns. DBecause Delacroix advises him:

"

Colour, with the light falling obliquely onto it,

always appears greyer.,."28
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and he shows him the sad effect of a dark and colourless
Painting: '
" It will be seen for what it really is--earthy, bleak,
and lifeless. Dust thou art and to dust thou shalt re-

turn."29‘

Thus, the colourist will not hesitate to use the brightest
Colours, the tints:

"~that Rubens produced with strong, distinct colours

such as greens, ultramarines, etc."3o

Even when he wants to obtain greys, he will only use
Pure colours, which by ortical mixture will produce the
desired result. The end result is a more precious grey
than one obtained by pigmentary mixture which does not pro-
duce a true grey but a dirty colour. When he deems it necess-
ary, he will make these brilliant and intense colours even
MOore so, by gradation and contrast. If he knows the laws of
harmOny, he need never fear going beyond the limits. Delacroix
Urges him to use colour to excess, or orders him to:

" The half-tint, or in otherwords all the tones, must

be exaggerated."31

" All the tones must be exaggerated. Rubens and Titian
exaggerated. Veronese sometimes appears grey because he

32
searches too hard for the truth,"

9. The Néo-Impressionists' technique, the optical mixture

of small strokes of colour methodically placed next to one
dnother, does not lend itself to virtuosity. The hand has
littie importance. Only the painter's eye and intellect

have a role to play. By refusing to fall under the spell of
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brush strokes, and persisting with their method that is not
brilliant, but consciencious and precise, the Neo-Impress-
ionists have followed Delacroix's advice:

" The infernal facility of the brush must be avoided

at all cost."33

" Young painters have become infatuated with the skill

of the hand. There is perhaps no greater obstacle to
any sort of true progress than that universal mania to

which we have sacrificed everything."34

Then Delaéroix reiterates the hazards of an over easy execu-
tion;
" The beautiful, free and proud brush of Van Loo leads
Only to approximations: style can only be the result of
Drolongéd eEfort."35
. In order to defend those small strokes, so shocking to
those unable to appreciate their harmonious result, and who
Nave been stunned by the novelty of the method, let us turn
‘t° Delacroix's'tﬁoughts on the brush stroke. Everything he
?a%& about this method which he used to give colour more
SPlendour and brilliance, can be applied to the technique
Used by the Neo-Impressionists, with the same aim,
" In all the arts, methods are adopted and agreed upon.
He is but a poor connoisseur who is unable to interpret
Such thoughts. This is apparent in the layman's prefer4
ence for the smootﬁest paintings with the least visible

brush strokes."36

" And what about those masters who mark the contours

drily without using brush strokes."37
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Nature shows neither contours nor brush strokes, and

One must always return to the rules agreed upon for each

branch of art which make up its language."

1)

38

Many painters avoid the use of the brush stroke with

the utmost care under the pretext that brush strokes do

not exist in nature, and then go on to exaggerate the

contours,

which do not exist in nature either."39

Many of the masters have avoided letting their brush

Strokes show, doubtlessly thinking this to be more like

nature, which effectively does not show any. The brush

Stroke is simply one means, among many others, by which

thought may be expressed in painting. A painting can

Certainly t=2 beautiful without obvious brush strokes,

but it is

wWay, that

naive to think that it is closer to nature's

is comparable to putting actual coloured relief

On a painting under the pretext that the objects being

40

represented are projecting."

Because

of the distance necessary in order to appreciate

Such large paintings, the Neo-Impressionists' paintings will

"0t shock the public. From a certain distance, the brush

Strokes will
N0us effects

Perhaps
to undertake

Ppreciation

not be apparent, only their harmonious and lumi-
will remain.

the following remark by Delacroix will lead sone
the necessary steps that the understanding and

of a divided painting require:

Moreover, everything depends on the observer stand-

ing at a proper distance to look at the painting. At a

Certain distance the brush strokes blend into the whole
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effect, but give an accent to the painting which the

blending of colours alone could not produce."41

To those who prefer smooth and dull paintings and who

are upset by vibrant and colourful ones, Delacroix explains

that:

1"

Time will give the work its definitive appearance by

eérasing the strokes, the first as well as the last."42

" Even if we are tempted to argue that the brush strokes
are absent in certain paintings by the great masters, we
should not forget that the strokes are flattened'by the

effects of time."33

10, All of Delacroix's remarks on colour would appear typical

°f someone defending the process of division. The Neo-Impress-
ionists will refer to the experience of the master on many
Other points. His numerous notes show the painters the imp-
Ortance he gave to the role of the line, in such a way that
they could not help but achieve the harmony of colours

throUgh a rhythmic arrangement and an appropriéte balance:

" In a composition, the influence of the main lines is

extremelyimportant."44

" A good arrangment of lines and colours: in other words

arabesque;"45

When drawing an object, the first thing to capture is

the contrast of the main lines."*®

" Admirable balancing of lines in Raphael."47

" A line by itself is meaningless; there must be a
Seécond one in order to give it expression. Great law;

One single note: music.."48
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" The composition is somewhat the shape of a St Andrew's

cross."49

" If to a composition with an already interesting subject

you add a dispositiom of lines that enhance the impression."so
" In nature there are no straight lines."51
" In mature there are no parallels, neither straight
nor curved."52 |
" There are some lines which are monsters: the straight
53

line, the regular serpentine, and especially two parallels."

11. Once his linear composition is determined, the Neo=
Impressionist will try to perfect it with a combination of
lines and colours appropriate to the subject and to its ex-
eécution, ﬁe will #ary the dominant tomes .according to the
different feelings of joy, serenity, sadness or other inter=-
Mmediate emotions that he wishes to express.54 Thus preoccu=~
Pied with the moral effect of his limes and colours, the Neo-
Impressionist will once more follow the teaching of Delacroix,
The following is what‘he thought of that considerable aspect
of beauty, so neglected by contemporary painters:
" All this, is composed with harmony of lines and

colour."55

" Colour is useless unless it is appropriate to the sub-
ject and increases the effect of the painting through the
POwer of the imagination."56

" If, to a composition already interesting through its

choice of subject you add a disposition of lines to enhance

its impression either by chiaroscuro , striking the imag-
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ination, or by a colour adapted to the characters, you
obtain the blending of harmony and its combinations into
a single song."57

" Once an idea has become a composition, it must evolve
in its appfopriate environment of colours. Then, a part-
icular tone somewhere in the painting becomes the key-tone
and dominates all the others. Everyone knows that yellow,
Oorange, and red represent the idea of joy, wealth, glory,

and love."58

" In painters,I see prosewriters and poets; rhyme
restrains them, the turn that is indispensable fo vorsoi
and gives it 80 much vigour is like hidden symmetry;,
studied yet inspired balancing, that governs the meet-
ing or barting of lines, strokes and highlights of colour,
Yet, one's senses must be more acute and one's sensitivity
8reater in order to detect a mistake, a discord, or a

false combination of lines and 0010urs."59

12.  Tne Neo-Impressionists strive to express the beauty of

light ana cdlour found in nature and draw from such a source
of beauty the elements of their éompositions. They also be-
lieve that the artist must choose and arrange those elements.
For them, a painting composed in terms of line and colour

is Superior to a mere copy of nature. To support this idea
they again return to Delacroix:

" Nature is but a dictionary, one looks there for the
Méaning of words, one extracts from it all the elements

Which compose a sentence or story. But no one has ever

COnceived of a dictionary as a composition, in the poetic
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sense of the term."Go

" Nature is by no means always a good model for the
effect of the whole ensemble... Although each detail
taken separately may be perfect, collectively the details
rarely produce an effect equal to what a great artist
OBtains Erqm his feelings for the whole scene and its
composition."61

13. The major criticism levelled at the Neo-Impressionists
is that they are too intellectual for artists. But, we

Will see that in fact, such criticism relates only to four

or five precepts, stated bt Chevreul, and which every primary
SChool pupil should know. Delacroix insisted that an artist
Should know the laws of colour:

" The art of the colourist has obvious similarities

With the art of the mathematician and of the musician."62

"

An artist must be a scholar. Explain how knowledge

Mmust be acquired independently from one's ordinary pract-

ice."63

l4. 1% is curious to note how, even in the smallest details

°f their technique, the Neo-Impressionists have put Delacroix's
8dvice into bractice. For instance, they only paint on white
8rounds so that the light will reflect through the colours,
’giVing them more brilliance and life. This practice closely

f011°W8 Delacroix's comments on the advantage of a white

”

What gives painting on white paper such delicacy and

brilliance must be the transparent quality of the whiteness
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of the paper..the early Venetian painters must have

painted on very white grounds."64

The Neo-Impressionists do not use gilded frames which
alter or destroy the harmony of a painting with their garish
brilliance. They generally choose white frames which offer
an excellent transition between the painting and its back-
ground. White frames also bring out or enhance the colours
Without disruption the harmony of the painting. The colours
4ppear more saturated.

Interestingly enough, paintings with white frames are
excluded from official and pseudo-official Salons. Yet, white
frames, which are discreet and appropriate, along with con-
trasting frames, are the only ones which do not detract from
8 bright and colourful painting.

' Delacroix, ever-concerned with harmony, was hesitant to
8dd a foreign element to his composition that might be dis-
Cordant, He recognized the advantages of the white frame and
Was considering using one in his Saint-Sulpice wall decorat-
ions as his.notes on the subject show:

" They [Frames) can have a gobd or bad influence on the
effect of a painting-lavish use of gold at the present
time~ their shape in relation to the character of the

Painting."65
" A gilt frame with little in common with the monu-
ment and too big for the painting."66
" At Saint-Sulpice frame the paintings with white marble

. 67
*+if only we could make white stucco frames."
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15, VWe end our quotations here. Nevertheless, in order to
show that we have not manipulated the texts in our favour, we
shall now reproduce passages from the principal critics who
have studied Delacroix. All of them mention his constant
Preoccupatibn with finding an elaborate and reliable tech-~
hique based on contrast and optical mixture. They recognize
the logic and excellence of his method which in many ways is

8imilar to the much-criticized method of division.

From Charles Baudelaire; " It is to this everpresent
preoccupation that we must attribute his perpetual res;
earches on colour."68
" His colour is én incomparable science; it is always
frightful and bloodthirsty, and never loses its cruel
characteristic in this new and more complete science.
70

Our soul delights in the harmony of green and red."

" In colour we find harmony, melody, andcounter-point."71

From Charles Blanc:

" Colour is regulated by laws, and can be taught, like
music.‘ Delacroix first knew those laws intuitively and
then studied them in depth beCOming one of the greatest

Colourists of our time."72

" Once the law of complementary colours is mastered,
the painter may either emphasize the brightness of his
Colours, or moderate them. Delacroix, who knew those

laws either intuitively or through study, was always

; . e 7
Cautious not to give his paintings a uniform tone." 3

" Such audacity, to brutally cross-hatch the nude torso
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of that figure with a brilliant gréen."74

From Ernest Chesneau:

" He had’discovered one of the secrets that the schools
do'not teach, a secret even many professors do not know,
he had discovered that in nature, a seemingly uniform col=-
our ié actually composed of a great number of different

tints that only an experienced eye can perceive."75

Delacroix's feverish impatience and unrestrained in-
Spiration would give way to his rational and scientific tech-
nique. Théophile SiIVestre. a long-time gﬁést of Delacroix's
Workshop gives us the following precise and detailed account:
| " After many experiments”Delacroix discovered an abso-
lute system of colour. Instead of simplifying the local
colours into one represéntativewcolour‘he would multiply
the tbneé indefinitely and juxtaéose them, in order to
double théir intensity. To his eyes Titian was monoton-
ous, It was only much later in his life that Delacroix
caﬁe fo-éppfeciate the grandeur of the Venetian master.

The'éiéturesque effect of Delacroix's coldur is the
result of multiﬁle and intridate contrasts. Whereas Ru-
bens' colour is smooth like a.still lake, Delacroix's
is Alivewliké a rivgr troubled by a sudden shower."76

" An example of the variations of tones: if in a paint-
ing green dominates in the shadowed part; red will dom-.
inate in the luminoué part; if the light part is yellow,
then the shadowed part will be violet; If the former is
blue then the latter will be orange and so on for the re=-

Mmainder of the painting.
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In order to apply his system Delacroix devised a sort

of cardboard dial that we might call his chronometer.77

As on the palette, each degree had a small amount of co-
lour along with its immediate neighbour and its diametri-
cal Opposite."78

"In order to picture this atrangemgnt, look at the c;ock
dial and imagine that noon is red, six is green, one is
orange, seven is blue, two is yellow and eight is violet.
The intermediates were sub-divided into half-hours, quar-
ters of am hour, minutes, etc..."79

"This almost mathehatical knowledge does not make his
works lifeless but on the contrary enhances their preci-
sion and stability."so

Bugéne Véron: " Delacroix studied the laws of comple-

mentary colours, how they could be modified by light, and
tﬁe effects of the contrast of tomes, until the déy he
died."si» |

" He frequently used the optical mixture to produce the
sensation‘of a colour that had never existed on the palet~
te. In Delacroix, science and conscience combined with a
natural gift, and enabled him to achieve an extraordinary
Drecision."82

" Among his works most known for their colour, are those
whose contrasts were made directly visible by bold brush
strokes."s3

" For Delacroii, to compose is to combine colour and’
line in a way that enhances the aesthetic meaning of the

Subject."84
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16. Delacroix and the NeogImpressionists were the objects
of the same sort of criticism. The insults and mockery thaf
the divided paintings have caused are not unlike those ad-
ressed to Delacroix. Does not this similar attitude on the
pPart of the critics clearly imply the similarity of the Neo-
Impressionists' method to Delacroix's ? Like the Neo-Imp-
ressionists, Delacroix was considered by some critics to

be a charlatan, a madman , and an eccentric. Because of his

use of strong colours for his characters, Delacroix was called

the painter of the Morgue,of pestilence and of cholera morbus,

Likewise, the Neo-Impressionists' divided paintings have
been compared to small-pox and confetti. This sort of wit
does not vary with time. Could not the following reviews of
the master's various exhibitions’have been written today, oﬁ
the subject of Neo~Impressionist paintings ?

Salon of 1822 ( Dante and Virgil):

" This is not a painting, it is just a hodge~podge of
colours !"84

E.DELECLUZE

" When seen from a propef distance, the strokes are not
apparent and the painting produces a remarkable effect.
But without the proper distance the strokes appear extreme-
ly hatched and incoherent in spite of their calculated
effect, It is difficult to imagine a painter of our
school adopting such a strange method of working, in view
85

of the technical achievements already attained."
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Salon of 1827 ( The Death of Sardanapalus):

Delacroix is talented but he could do better if he
wanted to. The more he works the more extravagant he

becomes."86

D.
" Delacroix, Scheffer and Champmartin, leaders of the
new school, have not received any award but as comp-
ensation they will be allowed to sit in the Morgue for

two hours daily. Young talent must be encouraged."87

" From a distance, the effect is that of wall decorations,

88
a closer observation reveals a chaotic smudge."

(Journal des artistes et des amateurs,1829)

Regarding the Pieta ( Church of Saint-Denis du Saint-Sacre=~
ment) .

" Try to kneel in front of those repulsive characters,
in front of that Madeleine with drunken eyes, that cruc-
‘ified, defaced and lifeless virgin, before that hidéous
Putrified and revolting body that the painter has the
audacity to present as the imﬁge of the son of God !

He delights in morbidity, disease and death."89

If a local council dared to entrust the decoration of one
Of their walls to a Neo~-Impressionist, wouldn't the press
imNediately raise objections such as the following ?
"One of the la?gest mural painting commissions of
Our time has been entrusted to a painter who has little

regard for his reputation and who is uncertain of his work!
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He has been chosen to decorate an entire room in the
Chamber of deputies on the sole basis of a few insig-
nificant sketches and barely detailed plans. The person
responsable for this decision is most certainly compro-
mised !"90

" We do not call Delacroix an imposter, but we maintain
that he has all the apbearances of an imposter.™"

" We do not blame the management of the Beaux-Arts of
the city for having chosen Delacroix for such an important
task. \we know‘that the ideas of the members of that group
are gnerally sound and noble, but we are also cohvinced
that they‘have had their hand forced in this matter.- We
do blame Cabinet officials and legislative assembly mem-
bers who scheme and plot for their acquaintances. Certain
artists owe their success to their connections and‘audacity
rather than their talent and knowledge."91

" What will our descendants think when they find the
ceilings of our museums  -and monuments decorated with such
hideous ¢olours ? Probably just what we feel when we see
Our ancestors place the Pucelle of Chapelain amongst the

masterpieces of poetry."92

ALFRED NETTEMENT,
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CHAPTER 2

THE INFLUENCE OF DELACROIX

The colourist evolution,

The influence of Constable and Turner on Delacroix.

The importance of the oriental tradition and of science.,

From Dante and Virgil to the Saint-Sulpice decorations.

Advantages of his scientific method.

Examples.
His progressive mastery of colour and light.

What he accomplished and what he left to be accomplished,

1, Delacroix was aware of most of :the advantages that the
use of contrast and optical mixture offered the colourist,

He even foresaw the advantages of a more methodical and pre-
Cise technique thanm his own which would enable him to give
more brightness to light and make colour more brilliamt. A
Study of the painters that make up the colourist tradifion of
this century reveals, from one generation to another, a
lightening of the palette and a preference for more light and
Colour. Delacroix put the studies and research of Constable
and Turner to good use, and Jongkind and the Impressionists
in their turn would profit from the experience of the Romantic
Master. The Impressionist technique evolved towards the Neo-

Impressionist mode of expression: the DIVISION,

2. As soon as he left Guérin's studio in 18181

, Delacroix
Tealized the limitations of his traditional palette over-
loaded With dull and earth colours. When he painted the

Massacre at Chios ( 1824 ), he willingly dispensed with all

Ochres and replaced them with the following beautiful pure
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and intense colours; cobalt blue, emerald green, and madder
lake. But this did not completely satisfy his creative spir-
it. He tried unsuccessfully to place a quantity of half-tones
and half-tints on his palette, carefully prepared in advance.
But he still felt the need for new resources and for his deco-
rations of the Salon de la Paix,.he enriched his palette
( which according to Baudelaire " resembled a studiously-
rranged bouquet of flowers ") with the sonorify of cadmium,
the accuracy of Zinc yellow, and‘the energy of vermillion,
the most intense colours a painter possesses,
BEnhancing the numerous but dull colours used before him,
With powerful colours such as yellow, oramge, red, purple,
blue’ green and yellow-green, Delacroix invented the sonorous
but tumuituous Romantic palette.

’ We must remark here that those pure and bright colours
4re precisely those which the Impressionists and the Neq-

Impressionists ticuld choose, no others, for their simpli-

fieq Palette.

3. Constantly obsessed with the desire to obtain more

brilliance and luminosity, Delacroix, not satisfied with
having thus improved his palette, also attempted to improve
his use of it.

If he came upon a harmonious combination in nature or
if a chance mixture produced a beautiful tint, he would re-
€ord them in one of his numerous notebooks.

He went to the museums to study the colour of Titian,
Velasq“ez, Veronese, and Rubens. When he compared his colour

to that of these mésters, it still seemed too dull and dark
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to him, He made numerous copies of their work in order to
better capture the secrets of their strength, He delved
amongst their riches and adapted all the results of his stu-
dies to his advantage without sacrificing any of his own

Personality.

4. If the colour of the Massacre of Chios seems more sump-

tuous than the colour of Dante and Virgil then this progress

is due;to the influence of the English master, Constable.
Several days before the opening of the Salon of 1824,

Delacroix was finishing his Scene of the Massacre of Chioes

| Wﬁgn he happened to see the paintings of Constable. They
‘had been purchased by a French collector and were to be ex-
hibited at the Salon. Delacroix was deeply impressed by
thejr coloﬁr and brilliance. He studied the paintings' fac-
ture and realized that the artist had not used flat colours
but small juxtgposed brush strokes which from an appropriate
diétadce reconstitued themselves and thus acquired an intens-~
ity much superior to his own painting's. This was a revelat-
ion for him, the next days he repainted his entire painting,
addiﬁg individual brush strokes to his evenly spread colour ,
and giving it brilliance with transparent glazes. As a re-
ult hig painting became more unified, animated, full of light

@nd acquired more vigour and life.

;;He had discovered one of the great secrets of the art
of Constable, a secret that the schools do not teach and
that too many professors know nothing of, He had discovered
that ip nature a séemingly uniform tint is in fact compe

Osed of g great number of tints that only an experienced
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eye can perceive. Delacroix would never forget this les-

son which led him to the use of hatching to render form.,"™

Besides, Delacroix, self-confident genius that he was, was
the first to acknowledge being influenced by the English

master, At the time when he was painting the Massacre of

Chios in 1824, he wrote in his Journal.

"I haQe just seen Constable's paintings. That Constable
does me a worldvof good."4
And further on: |

" I saw a sketch of Constable's again: how wonderful

and incredible."5

And in 1847, the year when for the third time he repainted

the Massacre of Chios he entered in his Journal this note

a1Peady cited but which shows that he was already preoccupied
Dy one of the most important aspects of the future Neo-Impress-
ionist technique : the infinite gradation of elements:
" Constable says that the superiority of the green

of his Ffields is dué to its being composed of a multitude

of different greens. What causes the lack of intemsity

and life in the green of common landscape artists is due

to it being of a uniform tint. What Constable says

of the green of the fields may be applied to all the co-

lours."6

Delacroix was to admire Constable until his last days. In
1850 ne wrote to Th, Silvestre:

" Constable is truly amazing, one of the geniuses'of
Bngland. I have already told you about the impression he

Made on me when I was painting the Massacre of Chios. He
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and Turner are true reformers. Our school, which now abounds
with many talented men in this genre, has greatly profited
from their example. Géricault returned from England deeply

moved by one of the great landscapes he had sent us."7

It is therefore quite certain that it Qas via Constable
that Delacroix was initiated to the advantages of gradation .
Delacroix immediately saw’the immense benefits inherent in
it, and from then on he would banish all flat tints replacing
them with glazes and hatching in order to obtain more brilli-
ance. But soon, Delacroik would éurpass his initiator, be-
Cause he was better acquainted with the resources that science

offered the colourist.

5. Still moved by this revelation and disgusted with the
inSignificant and dull paintings of the then-fashionable
French painters such as Regnault, Girodet, Gérard, Guérin,
Lethiére,s all minor students of David whom the public pre-
ferred to Prud'hon and Gros,9 Delacroix decided to go to
London in 1825. There, he wanted to study the English mas-
ter colourists about whom his friends, the brothers Field-
ing 10 and the painter Bonington 11 had been so eﬁthusiastic
in their praise. He returned amazed by the hitherto unsus-
Pected splendour of Turner, Wilkie, Lawrence and Constable 12
and immediately put his mew experience into practice.

From Constable, he learnmed to despise flat tints and to
Paint with hatching. His love of intense and pure colour’

Would be encouraged by Turner's paintings which were already

free from any restraint, The unforgettable memory of these
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Strange and magical colour would remain a source of inspir-
ation for the rest of his life,

Théophile Silvestre described the similarities between

the two geniuses and their similar development:

" We find in looking at them a great similarity, in
sdme ways, between Delacroix's late style in which the
grey contains a delicate silvery light pink, and Turner's
late studies. But there is not the least imitation of the
Bnglish master on the part of the French master. Let us
simply note that the two painters seem to have shared the
same sort of imspiration for colours towards the end of
their lives. They strove for more brightness, while nat-

ure , each day losing in their eyes its reality, became

an enchantment."12
" He [Turner] found that the most illustrious artists
of all the schools, including the Venetians, had not cap-
tured the pure and joyous light of nature. They darkened
their shadows according to convention, and they did not
dare to use all the lights that they saw before them in
@ natural state. Therefore he decided to use the most

Strange and most brilliant colours possible.“13

" Delacroix, a man more ardent and positive than Turner,
did not take things that far, but, like Turner he imper-
Ceptably moved from a sombre harmony like the sounds of a

1
€ello to a brighter harmony like the accents of an oboe." 4

6. Delacroix's journey to Morocco (1832) was still richer

in . .
€Xperience than his excursion to England. He returned
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from Morocco dazzled by light and greatly impressed with the
harmony and force of oriental colour. He studied the colouring
Of carpets, fabrics, and earthenware. He noticed that they
Were composed of intense and bright elements that when brought
together, reconstituted into extremely refined colours in acc-
Ordance with the laws of harmony;

He noticed that a coloured surface was only bright and
agreeable if neither smooth nor uniform, and that a colour
Was beautiful only when it exhibited the lively force which
animated it.. He soon understood the secrets and laws of the
Oriental tradition. This knowledge was the source of many of
his most daring colour combinations and contrasts which still

retained their soft and harmonious appearance.

From then on, a little of this flamboyant , resonant and
melodious Orient was forever present in Delacroix's works.
His unforgettable impressions of Morocco gave his most varied
Use of colour with the most tender harmonies and the most
dazzling contrasts. In his accurate criticism, Charles Baud-
@laire did not fail to note the importance of the journey to
Morocco on Delacroix's colour:

" Observe that Delacroix's colour bears a rééemblance

to the colour of oriental interiors and 1andscapes."15

After returning to France and becoming acquainted with
the work of Bourgeois 16 and Chevreul, Delacroix found that
the precepts of oriental tradition were in perfect accordance
With modern science. And when he went to the Louvre to study

Veronese of whom he once said,” Everything I know I owe to

\ . ‘
€ronese ", he realized that the Venetian master himself
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had been a student of the secrets and magic of oriental
Colour, most probably via Asians and Africans who at the

time brought the riches and craftmanship of their art to

Venice.

7. Delacroix realized that the science of the harmony of
Qolbur, already known to the master colourists and the orient-
als, ecould be of great use to him. He noticed the play of
Complementary colours in nature and wanted to learn more ab-
Out them, thus he began to study the scientific theory of
Colour and the interreactions of successive and simultaneous
Colour contrasts. As a'result of these studies he was to put

these contrasts on his canvas and use the optical mixture.

8. Delacroix was always ready to learn from the discoveries

&nd methods of others. Instead of diminishing his originality
this gave his work its unique quality. As a result‘he possess~
®d the richest repertoire of colours of any painter.

This was the route he took with his first painting, Dante
3&&_!33&;; in which the colour seems discreet and almost dull
to us now but which nevertheless seemed quite revolutionary at
the time! M. Thiers, one of the rare critics to defend the
Painting when it was exhibited at the Salon of 1822, could
18

10t help but Pind it, " a bit crude".

The Massacre of Chios was conceived under the influencev

Of' GPOS'

Pesthouse at Jaffa and the colour influenced by Con-

Stable, 71t is such a change and marks Delacroix's complete

break With all official conventions and academic methods

th: :
hat éven his first defenders would abandon him. Gérard
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declared,"” He is a man who runs on rooftops"lg, M. Thiers

Was alarmed and questioned his boldness, and Gros said," The

Massacre of Chios is the massacre of painting."go

Then he [DelacroiXJCOmbined scientific knowledge with
N"assionate inspiration to invent a rigorous, logical, comp-
rehensive and original technique, which far from restraining

his creative spirit , greatly enhanced it.

9. This knowledge of scientific colour theory enabled him
First of all to harmonize or to enliven by contrast. of two
Neighbouring colours. It also helped him to successfully
regulate the meeting of tints and tones by the agreement of
like colours or the law of contrasting colours.

Then, this’continued observation of the plays of colour
8radually led him to the use of optical mixture. He also
€Xcluded all flat tints which FPfor him had a negative effect.
"From then on, he was careful not to spread a uniform colour
Onto his canvas; he made a tint vibrate by superimposing
touches of a neighbouring tint, For example: a red would
be composed of brush strokes of either the same red with
darker or lighter tones, or of another red slightly warmer-
More orange-- or slightly cooler-- more violet.

After having thus enlivened the'tinté by the vibration
8ad gradation of tone upon tone by small intervals, he created
% third tint by juxtaposing two colours from further apart

°8 the colour scale thus resulting in an optical mixture.
DelaCroix's rarest colours were created by this ingenious dev-

ice and not mixed on the palette.
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If he wanted to modify, pacify, or bring down the key
of a colour, he would not dirty it by mixing it in an.oppo—
Site colour. Instead he would create the desired effect by
Superimposing light hatching that would simply influence the
tint without altering its purity. He knew that complement-
ary colours enhanced one another when opposed and destroyed
One another when mixed: if he wanted brilliance he would
Obtain it by optical mixture. He would obtain grey, not
dirty, tints.and no grinding on the palette could produce
@s fine and luminous colours.

By the juxtaposition of neighbouring or contrasting
elements and by varying their proportion or intensity, he
Created an infinite series of tints and tones, soft or
briiliant.

10, Several examples taken from Algerian women in their

8partment will demonstrate the application of these various
Principles. R

The orange-red blouse of the woman seated to the left
has blue-green lining: its surfﬁces, composed of comple-
Meéntary tints, harmonize with each other. This Ffavourable
Contrast gives’tbe fabrics a brilliance and an intense
1Uminosity.

The red turban of the black woman stands out from a
8reat curtain of different coloured bands. However it only
8djoins .the greenish band that is its best complementary.

The woodwork of the closet 'door in the background al-
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ternates between red and green which gives us another ex-
ample of binary harmony. The violet and green of thue floor
tiles, and the blue of the black woman's skirt and its red
Stripes are no longer examples of complementary colours but
Of colours closer to one another on the scale.

In addition to these examples of the agreement of
Complementary colours wWe also find the agreement of like
Colours in almost every part of the painting. The colours
Vibrate and shimmer due to strokes of tone upon tone , or
almost identical tints that Delacroix has stamped, daubed
and caressed onto the canvas, first spread on flat and then
ingeniously reworked using an infinite breaking-up of tones.

The brilliant quality and extreme charm of this work
are not only due to the application of tone upon tone at
Minute intervals but also to the artificial tints that =
Tesult Ffrom the optical mixture of colours Eurther apart
°n the colour scale.

The green trousers of the woman at the right are flecked
With tiny yellow patterns: the green and yellow mix optically
and create, in one place, a yelldw—green that is truly
Yellow-green, soft and glowing, a silky fabric.

An orangish garment is set off by yellow trim, A yellow
Starf is brought out by red stripes which stand out in the
Center 6? the painting. The blue and yellgw ceramic tiles
in the background fuse into an indescribable green tint of
Tare freshness.

Other examples of grey tints obtained by pure but con-
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trasting colours: the white of the blouse of the woman at
the right is broken by a tender, indefinite tint. These

4re the tiny flowers composed of green and red. .The soft
and glistening quality of the cushion on which the woman at
the left is leaning, is produced .by the mass of tiny red and
Ereenish embroidery which, being close to one another, re-

Constitute an optical grey.g1

11. The same knowledge of colour that enabled him to har-
monize the smallest details of the painting and to embellish
the smallest suréaces’also helped him to regulate the chrom-
atic composition by set rules in order to obtain a general
harmony' | |

After having established the physical harmony of his
Dafnting by judicious balancing and careful oppqﬁxipns,ErOm
the smallest detail to the whdle effect, he was able to move
°n to establish the moral harmony’with the same degree of
SCientific certitude.

Using this knowledge to his advantage, he decided which
COombination to use. He made one colour or the other’domipate
acc°Pding to tﬁe subject he was working on.’,His‘colour
always possess.»d an aesthetic language that conformed to his
thoughts., The drama he had conceived, the poem he wanted to
Fecite, was always expressed by an appropriate colour. This
®loquence of colour and lyricism of harmony was the main
Strength of Delacroix's genius.

Due to his understanding of the aesthetic character
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of coldur he was able to express his dream with assuredness,
and paint dramas, triumphs, intimacies, and suffering, one
after the other.
The study of the moral role of colour in Delacroix's
o

Paintings would lead us too Ffar astray.°2 It is enough to

v0int out the Death of PTliny expressed by dismal agreements

Of a predominant violet. The calm of Socrates and his

Familjar Demon obtained by a perfect balance of greens and

reds, In Muly-abd-er Rahman surrounded by his Guard the

tumult is cohveyed by an almost dissonant combination of
the large green parasol against the blue of the sky which
hag already been stimulated by the orange of the walls.

Nothing better illustrates the subject of the Revolutionaries

of Tangiers than the exaltation of every colour,pushed into
23
the ‘canvas to the point of frenzy.

The tragic effect of the Shipwreck of Don Juan is due
to a dominant, dark, sea-green subdued by dismal blacks,
the sinister note of white, dramatically bursting through

the darkness completes this desolate harmony.

In the Women of Algiers, the painter does not wish to ex-

Press any passion but the.calm and contemplative life

in a sumptuous interior: there is no dominant colour . All
the warm and gay tints are balamnced by their cool and tender
COmplementaries in a decorative symphony in which we are

ConVinCingly given the impression of a calm and delectable

harem.
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12. Nevertheless, at this point, Delacroix had yet to obtain

the brilliance and harmony that he would later arrive at. By

examining attentively the painting Women of Algiers that we
have takeﬁ as an example of the application of the scientific
method it is clear that it lacks the perfect unity in variety
seen in his later work.,

Although the backgrounds, costumes. and accessories vib-
rate with an intense and melodious brilliance, the flesh
tones of the figures seém flat and slightly dull, out of key
With the rest of the work.

If the jewel case shines more than the jewels it is
because Delacroix made the colour of the'smallest‘surfaces
of the fabrics, curtains, carpets and ceramic tiles glisten
by introducing minute details and tiny ornaments whose differ-
enF colours have either pacified or enlivened these parts of
the painting. On the other hand, he has painted the flesh
tones with a flat and almost monochrome tint in order to
Peémain more faithful to their natural appearance. He had not
Yet ventured to introduce multicoloured elements not observed
in Nature. It was only later that he was to dominate the cold,
€xactitude, not hesitating to set off flesh tones by artific-

ial hatching to obtain more brilliance and light.

13. The treasures of Delacroix's palette were never depleted.

He 8radually moved away from the chiaroscuro of his earlier
WOorks. Now his more powerful use of colour extends across the
®ntire surface of his canvases. Black and earth colours dis-

APpear as well as flat tones only to be replaced by pure and
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vibrant tints, .his colour seems to become immaterial.
By using the optical mixture he created colour that gives
Off light.

It allittle more lighting in the Gallery of Apollo or
a8 little less unneéessary prudence on the part of the
Senate and the Chamber permitted <¢loser study of Delacroix's
decorationé,we would easily be able to see that the freshest
tints and most delicate flesh tones are produced by 1arge
Ereen and red’hatching. Likewise the luminous brilliance
Of the skies is done in the same way. From further away the
hatching disappears - Sut the resulting colour produced by
the optical mixture is strong. A flat tone viewed from
that distance would have faded out or been erased.

<Delacroix then reached the peak of his career: fhe wall
decoration of the chapel of Saint Ange at Saint-Sulpice
There the achievements ot Jorty years of effort and battles
are summed up. He completely rid himself of the dark prep-
8rations and bituminous undercoats that obscured some of his
€arlier works , and that now resurface, destroying and crack-
ing them. 24
For the decoration of the chapel he only used the pur=

€St and simplest colours. Ile definitively renounced the sub-

Ordination of his colour to chiaroscyro. The light is expand-

®d throughout, without a single dark hole or sombre streak
in disagreement with the other parts of the painting. There

re no more opaque shadows or flat-tones. He composed his
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tints from all the elements that will raise the key and enliven
the work without trying to imitate natural appearances and
colours. Colour for colour's sake, without any other pretext !
Flesh-tones, decor, and accessofies are all treated in the
same way. There is not a single fragment of the painting that
does not vibrate, shimmer or glisten. Each local colour is
Pushed to its maximum intensity but always in agreement with
its neighbour. It is influenced by the neighbour and influ-
ences in its turn. All the colours fuse with the shadows and
lights in a colourful and harmonious ensemble and perfect
€quilibrium where nothing clashés. Clearly the melody takes
Off from the multiple and strong elements that enter into its
Composition.

Delacroix finally attained the unity in the complexity

that he had sought for all his life.

14, So, for nearly half a century, Delacroix strove to obtain
More brilliance and more light, thus pointing the way for the

Colourists who were to succeed him. He left them much to do,

b“tldue to‘his contribution and his teaching , their task was

Much simpler. |

He showed them all the advantages of an intellectually-~
bageq technique, of relationships and logic that in no way
hindered the passion of the painter but Ffortified it.

He delivered the secret of the laws that govern colour:
the agreement of like colours, the agreement of contrasting
Oneg,

He demonstrated to them how inferior flat, uniform col-

Ours Were compared to a tint produced by the vibrations of
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different elements combined.

He established for them the resources of the optical
mixture, permitting them to create new tints,

He advised them to rid themselves as much as possible
of sombre and lifeless colours.

He taught them that it is possible to modify or bring
down the key of a tint without dirtying it by mixture on a
Palette.

He showed them the moral influence of colour that contri-
butes to the effect of a painting.

He injitiated them in the aesthetic language of tints
and tones.

He incited them to attempt everything and never fear
that their harmonies were too colourful.,

‘A powerful creator is also a great teacher. His teach-

ing is as valuable as his work.

18, However, Delacroix's painting, regardless of his efforts

and scientific knowledge, are less luminous and colourful

than the painters that followed. The Entry of the Crusaders

into Constantinople would appear sombre when compared to

Renoir's The Boatmen's Lunch and Seurat's Circus.

Delacroix had used all the possible resources of the
Romantic palette, overloaded with c@lours, some brilliant
but far too many others were earthy and sombre.

The only elemeﬁt missing that would have enabled him fo
Pursue his ideal , was a more perfected palette. All he
Needed to do was excluded‘the earth colours that were neéd-

lessly encumbering it. He would work violently with them,
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trying to extract some brilliance, but he did not dream of
only painting with the virtual and pure colours of the prism,
This advance was to be made by another generation, the Imp-
ressionists.

Everything advances and comes in its own time. If the
Impressionists simplified the palette and obtained more col-
Our and luminosity, then they owe it to the research of the
Romantic master and his battles with a complicated palette.

Besides, Delacroix needed the toned-down but warm and
transparent colours that the Impressionists repudiated., Be-
caugse of his admiration for the 0ld masters and in particular
Rubens, he refused to abandon the dripping mixtures, brown
Sauces and bituminous undercoats they had used. It was these
traditional procedures used in most of Delacroix's paintings
that gives them a sombre appearance.

A third explanation: although he had studied the laws of
Complementary cdlours and optical mixture, he was not aware
of all their possibilities. |

During a visit we made to Chevreul at Gobelins in 188425
that was our introduction into the science of colour, the
eéminent scholar told us that around 1850 Delacroix, unknown
to Chevreul, had written him a letter. In the letter, Dela-
Croix had expreséed the desire to discuss the scientific theo=-
TY of colour and question him on several points that he was
‘pre°ccupied with. Although they arranged'tb meet, Delacroix
Was taken ill with his recurrent sore throat and was unable
to come. Had it not been for this incident Delacroix might

have been more fully enlightened by the scholar.
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Théophile Silvestre said that in his old age Delacroix
8till often said," Every day I realize I do not know my own
craft."26 Thefefore he must have sgnsed that there were more
fruitful methods than the ones he had used. Had hg known all
of the resources of the optical mixture he would have general-
ized the process of juxtaposed hatching oE_pure colours that
ﬁe used on some parts of his works. Hé would have only paint-
ed with the colours that were close to those of the solar spec-
trum.

The coloured light he obtained in the flesh-tones of his
decorqtive works by using zebra-stripes of green and pronounc-
ed piﬁk according to Charles Blanc'shexpression, would have
extended to all his works.27

_A sentence attributed to Delacroix sums up his efforts
‘Well:

" Give me the mud of the streets, and I will tra?sform
if into the delectable tint of a woman's skin."28
This meant that by the cddtraéf of other intemse colours he
WOould modify the mua an&lgive it whatever colour he wanted.

The above statement sumé upthis technique. He strove
to bfing up”the key of dull mixtures by using pure elements,

He did his ufmost to make light Outvof mud-like colours. In-
Steaq of»beautifyidg'this mud he finally dismissed it entirely.
,B“t, o?her'painters were yet to come who would take another
"sfép tﬁwards light by painting Qﬁly with the colours of the

Tainbow,
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CHAPTEBR 3
CONTRIBUTION OF THE IMPRESSIONISTS
Jongkind the precursor.

Renoir, Monet, Pissarro,

Guillaumin,Cézanne, Sisley.

At firgt they are influenced by Courbet and Corot.

Turner leads them to Delacroix,

The simplified palette.

Impressionism,

Pure colours dulled by pigmentary mixture.

Sensation and method.

1, Delacroix's successors were the painters primarily con-

Cerned with colour and light, who were later to be called

Impressionists: Renoir, Monet, Pissarro, Guillaumin, Sisley,
1

Cézanne and their remarkable precursor Jongkind.
Jongkind was the first to abandon flat tints, break up his
Colour, divide his brush strokes into infinity, and obtain
the rarest colours by combining mutliple and almost pure
elements,

At that time, the future Impressionists were under the
ihf1uence of Courbet and Corot except for Renoir who followed
Delacroix andg did copies after his work.2 They still painted
With large flat and simple strokes and seemed to try for
white. black, and grey rather .tham pure and vibrant colours.

Fantin~Lat0ur, the painter of Homage to Delacroix and

m
any other serious and serene works, already drew and painted

Wi
th tones and tints that were if not intense, at least

b
Foken~up ang separated.3
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In 1871 ,however, during a long stay in London, Claude
Monet and Camille Pissarro discovered Turner.4 They were
struck by the charm and enchantment of his colours: they
studied his work and analysed his technique. First they were
amazed at Turner's snow and ice effects. They were surprised
at how he succeeded giving the sensation of the whiteness of
snow while they had been unable to with their large strokes
of silver white spread out flatly. They realized that this
marvellous result was not obtained by a uniform white but by
a large quantity of strokes of different colours put side by
Side and rcconstituting the desired effect when seen at a dis-
tance.

This process of multi-coloured brush strokes was first
hoticed by them in the snow effects because they were sur-
Prised not to see them done with white and grey as was custome
@ry. They then observed the same process used in other paint-
ings by the English painter, equally brilliant and intense.

It was due to this device that the paintings appeared painted

DOt with ordinary pigment, but with intangible colours.

2. When they returned to France, preoccupied with their dis-

COvery, Momet and Pissarro visited Jongkind, who had perfect;
ed his technique that enabled him to interpret more subtle
and fleeting plays of 1ight.5 The two artists noted the simi-
larities betweeh Jongkind's and Turner's methods.

They understood the advantages to be gained by the pur-
ity of the one technique and the facture of the other. Grad-

Yally the blacks and earth colours disappeared from their
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palettes and the flat tints from their paintings. Soon they
broke down tints and reconstituted them on the canvas in
small juxtaposéd comma-shapes.

Therefore the Impressionists were led, by the undeniable
influence Turner and Jongkind had on them, to the technigue
of Delacroix., They had first tried to achieve the effect by
oppositions of black and white.

Is not the comma-shaped stroke of Impressionist paintings
like the hatching in Delacroix's large wall decorations reduc-
ed to small canvases painted directly from nature ? It is
Certainly the same procedure which they all used to attain the
same goal: light and colour.

Jules Laforgue noted just that same trend:

" The‘vibrating effect of the Impressionists is achieved
by a thousand spangles. Marve110uskdiscovery foreseen by
that 1Bver of movement, Delacroix, who during his fits of
Romanticism, was not content with violent motions and

furious colours, and began to model with vibrant hatching."6

3. But, while Delacroix used a complicated palette of both

Pure and earth colours, The Impressionists used a simplified
Palette of seven or eight colours, the most brilliant and clo-

Sest to those of the solar spectrum.

7

As early as 1874, Monet, Pissarro and Renoir, who was the

first , what does it matter ?, used only yellows, oranges,

vermillions, lakes, reds, violets, blues, and intense greens
Such as Veronese green and emerald. This simplification of the

Palette, by only leaving a small selection of colours, led
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them to break down the tints and mutiply the elements. They
did their utmost to reconstitute the colours by optical mix-
ture of innumerable multi-coloured commas, that were juxta-

POsed and criss-crossed.

4. With the aid of these new resources-- breaking-down of
tints and only using intemse, pure colours-- they were able to
Péint landscapes of Ile~de-France or of Normandy that were much
more bfilliant and luminous than Delacroix's Oriental scenes.
It was the first time one could admire landscapes and figures
truly suffuséd in sunlight., There was no longer a need for a

dark and bituminous repoussoir that their predecessors -even

Turner- had used to set off the luminosity and colour of the
background.

The eﬁtire surface of the painting was resplendant with
Sunlight: the air circulated, the light enveldpped, caressed,
radiated the forms, penetrated throughout; even in the shadows
it illuminated.

Fascinated by the magic of nature, the Impressionists
Succeeded, with their rapid execution in capturing her ever-
Changing aspects. They were the painters of fleeting effects

and rapid impressions.

5. The Impressionists achieved so much brilliance and lumi-

NO8ity with their new technique that they shocked the public
8nd the majority of the painters, so unwilling were they to
accept the splendOuf and charms of colour. Their paintimgs
Were rejected from the ufficial Salons and when they were ablas

t0o exhibit in basements and dark shops, they were ridiculed
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and insulted.

Nonetheless,they influenced Edouard Manet who until thes
had been involved with the opposition of black and white more
than with the use of colour. Manet's paintings gradually be-
Came paler and more luminous. From that point om, he joined
their cause and fought to introduce the new technique into
the official Salons while the Impressionists carried on the
battle with their independent exhibitions.

For twenty years the battle continued. Gradually even
the most determined opponents came under the Impressionists'
ineluence. Palettes were cleaned up, the Salon paintings be-
Came so l1ight and high-keyed as to appear discoloured. Some
Clever competitors for the Prix de Rome copied the innovators'
ideas and tried im vain to imitate them without understanding
them,

Impressionism certainly characterizes one of the greatest
Periods of art, not only because of the masterful expressions
by these painters of life, movement, joy and sunlight, but
8180 by the considerable influence they had on all contemporary
Painting , whose colour they renewed.

We have no intention of giving a history of the movement
here but simply to specify the useful technical contribution
°f the Impressionists. This was the simplification of the
Palette ( using only pure colours of the prism) and the break-
ing-down of tints into multiple elements.

We are greatly indebted to their research and would like
to ®Xpress our admiration for their lifelong struggle, but

a
bove all for their work.
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6. Nevertheless, the Impressionists did not take'every ad~
vantage of their luminous and simplified palette. Although
they used only pure colours on their palettes, they did not
consistently respect the purity of those colours. This was
left to their successors.

By mixing the pure colours the Impressionists obtained
dull, dark tints. Yet these were the tints they wanted tb
avoid in the first place. The pure colours were not only
brought down in key by pigmentary mixture but their intensity
Was diminished even more because opposite colours met on the
canvas "by chance brush strokes.

In the haste of their rapid execution a touch of orange
ran into a touch of still-fresh blue. A slash of green met
With a stiil-wet red madder, a violet sWwept into a yellow and
these repeated combinations of hostiie moieéules spread # grey

Over the canvas that was neither optical nor fine but pigment=-

ary and dull, detracting from the brilliance of the painting.

7. In spite of this, several famous examples would tend to

Prove that for these painters; the keyed-down tints were not
Without charm nor were their muted tones without interest. Was
10t Claude Monet ingenious in cerfain paintings of his remark-
able Cathedral series, in fusing together the jeﬁel-like'éolours
°f hig palette in order to attain the same grey and murky
€olour of old, mouldy stone walls?

In Camille Piésarro's most recent works not a single
Particle of pure colour is to be found. In his "Boulevards"

0 . ‘
£ 1897-98 jq particular, the great painter had tried to
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reconstitute the streets by complex mixtures of blue, green,
Yellow, orange, red and violet., He wanted to represent in
their sad reality the shabbiness of the houses, the soot of
the chimneys, blackened trees, lead-covered roofs and crowds
in the rain., But in that case, why exclude ochres and earth
Colours which still have a warm,.transparent beauty, . and give
& much finer grey tint than those from mixtures of pure col-
Ours ? What is the use of such beautiful raw materials if
‘their brilliance is dimmed ?8

Delacroix'strov. to create light with dim colours: the
.’Impressionists, who already had light of their palettes dim-

Med it voluntarily.

8, Although the Impressionists’used the optical mixtureg,
. they did notkuse it in a scientific er consistent way. Ac-
°°raing tb the charming words of oﬁe of them: |

" They paint like a bird sings."lo
By doing so they did not follow Delacroix who attaghed great
imDOrtance to the»use of a technique permitting the application
°f the laws that govern colour and harmony.

Although they knew these laws, the Impressionists did
90t apply them methodically. 1In their paintings, one cbnt-
v?ast might be observed and another omitted: one interreaction'
might be correct and another one doubtful. The following example
‘will show how deceptive sensation without control.can be.

Take the Impréssionist who is painting a landscape from
Rature,

He has before him grass or green leaves of which some

.ap 3
© in the sun and others in the shade. In the green of the
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shady parts closest to spaces of light, the observant eye of

the painter senses a fleeting hint of red. Satisfied to have
Noticed this, he quickly puts a touch of red on the can ras.

But in his haste to fix his sensation he has barely enough

time to control the quality of red that by a chance brush

Stroke might be orange, vermillion, lake or even violet. Ne-
Vertheless it was a very precise red strictly subordinate to

the colour of green, and not just any red. If the Impressionist
had known the following law:

Shade is always tinted lightly with the complement of
the light colour."11

it would have been as easy for him to put the exact red, purp-
lish for a yellow-green or orangish for a blue-green, than the
°rdinary red for which he settled.

It is difficult to understand how science could have}harm-
®d the artist's improvisation in this case. On the contrary we
See the advantages of a method that prevents such discords,
however minor, that do not enhance the beauty of a painting
any more than mistakes in harmony enhance a piece of music.

9. The absence of a consistent method meant that the Impress-
lonjist was often mistaken in his application of contrasts. If
the Dai?ter happens to be very obéervant and the contrast very.

marked, he receives the sensation and the exact Formula is

f |
Ound. However, in less favourable circumstances the sensat-
ion j .
nis Perceived in a confused state and the painter either

£ .
8ils to eéXpress it or does so imprecisely. Sometimes in Imp-

r -
€ssionjigt Paintings we see the shadow of a local colour that
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is not the correct shadow for that particular tint but a
more or less equivalent tint or one that has not been logic-
8lly modified by light or shadow. For example, we might find
@ blue that is stronger in the light than in the shadow, a
red that is warmer in the shadow‘than in the light or a light
that is tod dull and a shadow that is too bright.

The same arbitfary procedure of the Impressionists may
8lso be found in the fragmentation of their colours. It is
2 remarkable spectacle to watch their insight at work, but
it does not seem as though the use of guidlines would be de=-
trimental to them. Without guidelines, and in order not to
lose a single opportunity, they put samples of their palette's
Colours onto the canvas, they put a little of everything every-
Where, Within this kaleidoscope of colours are antagonistic
©lements which neutralize each other and dull the entire effect
°f the painting.

When there is a strong contrast of light and shade, these
Painters will add blue to the orange of the light and orange
'O the blue of the shadow thus greying the two tints they want-
®d to enliven by opposition and as a result, dissipating the
®ffect of contrast for which they seemed to be striving. In-
Stead of the appropriate blue shadow that corresponds exactly
With the orange light, we find an approximate green or violet.
In o single painting one part will be lit with red light and
4nother with yellow as if is could be simultaneously two o'clock

in the. afternoon and five o'clock in the evening.
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10, Observation of the laws of colour, the exclusive use of
Pure tints, renunciation of all low-key mixture and the meth-
Odical balance of elements; these are the advances the Imp-
ressionists left to their successors to make, those painters

anxious to continue their research.
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CHAPTER 4

CONTRIBUTION OF THE NEO-IMPRESSIONISTS

Impressionism and Neo-Impressionism

Georges Seurat: Sunday at the Grande Jatte.

The exclusive use of pure tints and the optical mixture.

Division: guarantees maximum brilliance

and integral harmony.

A difference of technique not talent,

Neo-Impressionism proceeds

from Delacroix and the Impressionists.

The technique held in common leaves the individuals free.

1. Works painted with only pure tints that were separated,

balanced and optically mixed according to a scientific method,
Were first seen at the last Impressionist exhibition in'1886.1
It was there that Georges Seurat, the founder of the new

deVelopment, exhibited the first divided painting. This de-

Cisive work, Sunday Afternoon at the Grande Jatte, demonstrat-

®d the rarest qualities of a painter.2 Grouped around Seurat
Were Camille Pissarro, his son Lucien Pissarro and Paul Sig-
Rac who exhibited painfings executed according to a similar
technique,

The unusual brilliance and harmony of the innovators'
Work immediately attracted attention and was fairly weil re-

€®ived. These qualities were due to the use of the fundament=

al Principleskof divigion.>

Since that time, this techniqﬁe‘has been continually de-
Veloped, Thanks to the research and coantributions of MM,
Henri-Edmond Cross, Albert Dubois-Pillet, Maximilien Luce,

Hi
Ppolyte Petitjean, Theo Van Rysselberghe, Henry Van de
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Velde, and some others. Despite several unfortunate deaths,
in the face of attacks and desertions, these painters estab-
lished the precise method that we summarized at the beginning
of this study and called Neo-Impressionist,.

If these painters, who would perhaps have been better

named chromo-luminairistes , adopted the name Neo-Impress-

ionist, it was not to profit from the success of the Impress-
ionists ( who were, in fact, still fighting to be recognized

8t the time) but to give credit to the achievements of their

Predecessors and draw attention to the goal they sharéd;

&iggg and colour.4 "It is in this way the term Neo~Impress-

ionists must be understood, because the technique these paint-

ers use is not at all Impressionist. Whereas the Impressionist

technique is based on instinct and instantaneity, the Neo-Imp-

Tessionist's is based on thought and permanence.

2. The Neo-Impressionists, like the Impressionists, have

Only pure colours on their palettes. But in addition they
Teject any pigmentary mixture on the palette except, of
Course, those colours that are‘adjacent to one another on
the chromatic circle. - -
Colours that are gradated between themselves and light-
®0ed with white tend to restore the variety of the tints OF
the solar spectrum and all their tones. An orange mixed with
Yellow ang red, violet gradated towards red and blue and a
gree“ Passing Erom blue to yellow are the only colours that
the Ne°-1mpressionist uses together with white.

But, by optical mixture of pure colours and variation of
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their proportions the Neo-Impressionist achieves an infinite
vVariety of tints Ffrom the most intense to the most grey.

Not only do they rid themselves of any mixture of low-
key tints Ffrom their palettes but also avoid dirtying the
Purity of their colours by letting opposite elements meet.
Each stroke taken pure from the palette remains pure once oOn
the canvas.

Thus, as if they were using colours prepared with more
brilljant powders and richer ingredients, they were able to
80 beyond the Impressionists in light and colour,The Impress-

ionists dulled and greyed the pure colours of the simplified

Palette.

3. Not only does the technique of division ensure maximum

l“minosity and colour by optical mixture of pure elements,
but also by the dose and balance of those elements, accord=~
ing to the rules of contrast, gradation and irradiation that
Buarantee the integral harmony of the work,

The rules that the Impressionists only observed occ-
@8ionally and instinctively, were constantly and rigorously
8Pplied by the Neo-Impressioniéts. It was a precise method

that while not hémpering their sensation, guided and protect-

ed thenm.

4. " The first task of a painter in front of his blank canvas

is to decide which curves and arabesques he will divide the
Canvas into and which colours he will use. Not many painters
Worried about it at a time whem most paintings were like

i .
nstantaneOussphotographs or illustrations,
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It would be unfair to reproach the Impressionists for
having neglected these tasks because they were attempting to
capture the arrangement and harmonies Of nature however it
Presented itself, without worrying about order or combinat-
ion. As their critic Théodore Duret said:

" The Impressionist sits beside the river and paints
what he sees in front of him."5
And indeed, they were able to show that with this style of
Painting one could accomplish miracles.

The Neo-Impressionist, following the advice of Dela-~-
Croix, does not begin a pginting without first having est-
ablished the arrangment. Guided by trédition and science

he harmonizes his composition the way he wishes. He adapts

the lines ( directions and angles), chiaroscuro (tones) and

~Colours (tints) to the mood he wants to create.

Calm is indicated by predominant horizontal lines.
Ascending lines indicate joy or happiness. Sorrow is ind-
Cated by predominant descending lines. Tge secondary lines
serve to show the other sensations in their infinite variety.

An expressive and diverse colour system accompanies fh;
the linear system. Along with the ascending lines go warm
Colours and high-key tones. With descending lines go pre-
dOminantly cool colours and low-key tones. A careful balance
°f warm and cool colours accompanies the calm of the horiz-
Ontal lines.6 The painter works like a poet by submitting

Colour and line to the emotion he feels and wants to evoke,
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5. In general a Neo-Impressionist work is more harmonious
than an Impressionist work. This ie because in the former
the contrast is consistently observed which makes for more
Precise details. In the former, the composition is more
Studied and uses the aesthetic language of colour. The
Neo-Impressionist work has a harmony of the ensemble and a
ﬁoral harmony that the Inpressionist work does not have.
The Iﬁpressionist simply chooses not to use the same system
for personal reasons.
The merits of the two gemnerations of painters should
Not be compared: the Impressionists are the definitive mas-
ters whose work is respected and whose influence continues
to be felt. The Neo-Impressionists are still in the research
Stage and realize how much more remains to be done. The dif-
ference is not one of talent but of technique. |
It is not out of disrespect to the Impressionists when we
Say that the Neo-Impressionists' technique guarantees more
l“Minosity, colour and harmony, just as it is not unfair to
Observe that Delacroix}s paintings are less luminous and co-

&

lourful than the Impressionists'.

6. Neo—Impressionism, characterized by its search for com-

pleteiharmony and integral burity, is the logical exbansion

of Impressionism. The painters who practice the new tech-

Rique merely organized and redeveloped the researcg and §d~! }
. LA AN (R S I e

Vances of their predecessors. Was not divisionféomggsed(oé ‘

these elements of Impressionism that were combi:éd and syst-

®Mized ; . prilliance ( Claude Monet), contrast ( almost

alwaYS found in Renoir) and the building-up of a surface of
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little touches ( Cézanne and Camille Pissaro) ? Does not
the example of Camille Pissarro's adoption of the Neo-Imp-
ressionists' technique in 1886 and bringing his reputation
to the new group show the ties between the two generations
of colourists ?

Without an abrupt change, the grey mixtures gradually
disappeared from Pissarro's works and the interreactions ob-
Served. The Impressionist master became Neo~Impressionist

by simple evolution.

However, he Piésarro chose not to continue in that di-
rection.7 Being a direct follower of Corot he did not try
to obtain brilliance by oﬁpodxiOn as Delacroix had, but soft-
Ness by bringing elements closer together. He would carefully
avoid juxfaposing two tints that were far away from each other
to-obtain a vibrant note by contrasting them, but he would
do his utmost to diminish the distance between the two tints
by introducing intermediate colours into each of them which
he called passages. However, the Neo-Impressionist technique
is based on precisely.that contrast which he does not feel
he needs and on exactly that brilliant purity of tints

from Which his eye recoils. From division , he chose only

the Procedure, the small point, whose sole raisom d'8tre is

preCisely that is permits the notation of that contrast and
Tetaing that purity. Therefore it is perfectly understand-
able thk i . . »
at he LPissarri].dld not pursue this method, mediocre
88 it was in isolation.
There is yet another sign of the connection between the

T
m . , . .
Pressionigts and the Neo-Impressionists. Division was



T62

Helmholz14 provided Seurat with background information. He
did a lengthy analysis of Delacroix's worklsin which he
found the use of the traditional laws of colour as well as
line. Seurat saw what more remained to be done to achieve
the goals the Romantic master had anticipated.

The result of Seurat's studies was his productive and
carefully thought-out theory of contrasts. From that point
On he applied it to his work. First he applied it to chiaro-
8curo. Using just the white of a page of Ingres paper and
the black of a Conté-crayon skilfully gradated or contrasted,
he did approximately four hundred drawingsl§ the most
beautiful "painter's drawings" that exist. Because he had
a8 perfect knowledge of values, these "black and white"
drawings are more luminous and colourful than many painting

After mastering the contrast of tones, Seurat applied
the same principles to tints. From 1882 on he applied the
laws of contrast to colour and he painted using separate
elements. He did continue to use low-key colours but this
Was because he had not yet been influenced by the Impression-

ists:, 1In fact, he was unaware of their influence at that

time, 17

Paul Signac, on the contrary, from his very first stud-
ies, in 1883 was influenced by Monet, Pissarro, Renoir and
Guillaumin. Signac did not frequent any studio and it was -
Only after working from nature that he noticed the harmoniw
Cus plays of simultaneous contrast. After studying Impress-
ionist works he believedxhe'could make out a scientific tech-
Bique in them. It appeared to him as if the multi-coloured

©lements which were reconstituted into tints by optical
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Séen for the first time at the last exhibition of the Imp-
ressionists. The early works of Seurat and Signac had been
Welcomed as well within the other painters' tradition., It
Was only later that, in view of the importance of the new
movement, the separation occurred and the Neo-Impressionists

exhibited separateIY-8

7. Althoﬁgh Neo-Impressionism is a direct descendant of
Impressiohism, it also owes a great debt to Delacroix. Neo-
Impressionism is the combination and development of the the-
Oories of Delacroix and the Impressionists. It is the return
to the tradition of the former while benefitting from the
contribution of the latter. This is best illlustrated by
the development of the work of Georges Seurat and Paul Sig-
nac,

Georges Seurat studied at the Ecole des Beaux-Arts in
Paris but nis intelligence, will, clear and methodical mind,
Pure taste and painter's eye kept him safe from the depress-
ing influence of the school.’ Asgiduously frequenting
Museums, browsing through art books and engravings in libr-
8ries, he gathered the strength from his study of classical
maStérs necessary to resist his professors' teaching. He
discovered in the course of these studies that similar rules
80verned line, chiaroscuro, colour and composition. It was
to be seen as much in Rubéhs as it was in Raphael, Michel--
4ngelo, and Delacroix; rhythm, measure and contrast.

The Eastern traditionl? and the writings of Chevreulj;1

c
Barles Blanc, Humbert de Superville 12, O.N. Rood'®, and H.
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mixture had been methodically and deliberately separated.
He also believed the reds, yellows, violets, blues, and
8reens were composed according to categorical rules; those
same effects of contrast he had seen ;n nature but did not
know the theory behind them, seemed to be theoretically ap-
Plied by the Impressionists.

Several lines written by J.-K., Huysmans, in which compl-
eémentary colours, yellow light and violet shadow were ment-
ioned in reference to Monet and Pissarro, led him (Signac]
to believe the Impressionists were aware of coloﬁr theory.18
He [Signaé]attributed the beauty of their work to this know~
1edge and felt he was devotedly following in their footsteps
by studying the simple laws of simultaneous contrast in Chev-
Teul's book.

Once he knew about the theory, he was able to observe
°°n£rasts exactly which prior to that time he had oﬁly noted
down empirically according to the sensation, more or less
S“Ccessfﬁlly.

Each local colour was haloed by its true complementary,
8nd gradated into the surrounding one by sweeping strokes,
the interplay of which blended the two elements. This me-
thod only worked if the local colour and the surrouading
Obe were similar or close on the colour scale as in, for
e"a""Ple, blue on green and yellow on red, etc. etc. But if
the two colours were opposites, like red and green or blue
and orange, they would blend into a dirty and dark pigmentary
Mixture,19 Signac's dislike of these dirty mixtures led him
inevitably and progressively to separate elements by distinct

b
Tushstrokes or in other words, an optical mixture. This



T64

Wwas the only method that would enable him to gradate one
colour into a contrasting one without imparing the purity.

Thus Signac arrived at the same conclusion and method
as Seurat but by a totally different process.

At the first exhibition of the group of Independent
Artists in the Tuileries in 1884, Seurat and Signac met for
the first time. Seurat was exhibiting his Bathers that the
Salon had refused that year. The painting was done with
large flat strokes, swept‘balaxésl over one another and
based on a palette uf pure and earth colours like Delacroix's
had been. Because of the ochres and earth colours the paint-
ing appeared darker and less brilliant than the Impressionist
Paintings. This was because the Impressionists' palettes
had been reduced to the colours of the prism. However,
Seurat's use of the laws of contrast and his consistent use
of the separation of elements~~light, shadow, local colour,
4nd interreactions-- in the correct proportions and balance--
8ave the paimting a perfect harmony.

Signac contributed Pour landscapes.20 They had been
Painted using only colours of the prism and the colours were
Placed on the canvas in small comma-shaped strokes like the
ImPressionists' but already without any pigmentary mixture.
C°ntrast had been respected and the colours were mixed op-
tically, Nonetheless, Signac's work lacked the correctness
8nd balance of Seurat's rigorous method.

After discussing. their mutual discoveries, Seurat soon
8dopted the simplified palette of the Impressionists and Sig-

Rac put to use the valuable contribution of Seurat: method-
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ically balanced separation of elements.

As we have seen at the beginning of this chapter, Seur-
at and Signac, along with the enthusiastic Camille and Lucien
Pissarro, fepresented the beginning of Neo-Impressionism at

the Impressionist exhibition ofv1886.

8. Many a visitor to the exhibition would say that all
Neo-Impressionist paintings were alike and that the artist's
Personality was lost in the téchnique. This is probably due
to the common habit of not looking at a painper's work with-
Out a catalogue in one's hand. A viewer must be quite blind
to the laws of colour and insensitive to the charms of har -
mony to confuse a Seurat with a Cross. The former is light,
fine and in local colours toned-down by light and shadow,
The latter's local.colours are brilliant and dominate the
Other elements.

If one shows Epinal prints and Japanese prints to prim-
itive peoplg or childrean, they will not be able to distin-
Buish one from the otbér. But people with some artistic
education will be able to tell the difference. Those with
€ven more education will be able to give the name of the.
8rtist of each print.

If the saﬁe group of subjects are shown paintings by
different Neo-Impressionists, the first group will find them

"all the same", the second " all pointillated " and only the

third group will be able to recognize the personality of each

Painter,

Although some people are capable of distinguishing an
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Hokusai from an Hiroshige2% a Giotto from an Orcagna, or
a Monet from a Pissarro, they still confuse a Luce with a

Van Rysselberghe. Hopefully these connoisseurs Will continue

their artistic education.

9. The truth is that there are as many divergences between
Neo-Impressionists as there are between the Impressionists.
When a Neo-Impressionist must choose between one element or
the other in the sense of his work ( according to whether
One is more interesting by its contrasts of light than by
its study of local colours or vice versa), his personality ,
if he has one, will then have a pretext- amongst 100 others
We could cite--~ to express itself with the utmost frankness.
How can a technique that has produced 80 much diversity
8mongst its users be accused of nullifying their personali-
ties ? This technique has given us the great synthetic com-
Positions of Georges Seurat, the graceful or powerful por-
traits of van Rysselberghe and the ornamental paintings of
Van qe Velde. It was this technique that enabled Maximilien
Luce to express the gstreet, the people and work. Cross ex=-
Pressed the rhythm of gestures in harmonious decors, and
Charles Angrand, the life in the fields. Petitjean uséd it
to éxpress the graceful nudity of nymphs. How can a tech=-
Bique that brings together such distinct talents and pro-

duces Such a variety of works be accused of destroying the

inds .
Mdividual personality of those who adopt it ?2 Only through

i
8norance or malice.

The discipline of division was no more difficult for
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these artists than rhythm for a poet. Far from nullifying
their inspiration, the discipline helped to give their works
a strict and poetic appearance that was far from the anecdote

and from trompe-l'oeil,

Delacroix also thought that the constraint of a studied
and precise method could only enhance the style of a work of

art:

" In painters, I see prosewriters and poets; rhyme re-
strains them, the turn that is indispensable'to verse and
which gives them so much vigour, is like hidden symmetry ,
studied yet inspired balancing, that governs the meetings

or the separation of lines, strokes, highlights of colour."22



T68

CHAPTER 5
THE DIVIDED TOUCH

The divided touch of the Neo-Impressionists;

the only way to obtain the optical

mixture, purity and proportion.

The division and the point,

Delacroix's'hatching,

the Impressionists' comma, the divided touch;

identical conventional methods;

why accept the first two and not the third 9

It is not any more difficult and

offers more advantages than the other two.

Division and decorative painting.

1. Many observers only see the Neo~Impressionist method

8nd do not consider the harmonious, colourful, and brilliant
results,

The Neo-Impressionist method is successful because of
the Purity of elements, the balanced proportions and the
Perfect optical mixture. The technique is not merely the
Roint | ag many imagihe, but any sort of stroke that is not,
SWeeping, distinct and that is. of a size proportionate-to she
Painting's format. The form of the stroke is immaterial be-
Cause it does dot serve to give the appearance of objects but
to Tepresent the various coloured elements of tints. The
Stroke must be distinct, in order to permit the correct pro-

0 .
P Ftion, and not overlayed so as to retain the purity of the

co
lours, It must be of a proportionate size to the paint=-

in
€ 80 that from a distance the optical mixture reconstitutes

th
e desited tint. How else may the encounters and plays of
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Contrasting colours be noted down precisely ?

Take the amount of red used to tint the shadow of a
8reen for example. What about the effect of an orange light
°n a blue local colour or a blue shadow on an orange local
Colour ? If it is combined by any other method than the
Optical mixture of these oppOSife elements, the mixtgre will
end up in a muddy tint. If sweeping strokes are used one
Upon the other one risks muddying the tint. If one juxta-
Poses even pure strokes imprecisely thé methodical proport-
ions will not be possible and one of the elements will always
dominate at the expense of the others. This brushwork still
has the advantage of ensuring each coloured pigment of its

Maximum intensity in full flower.

2. The Neo-Impressionists' divided touch, is -- subjected

to the discipline of the new technique--the same procedure

88 Delacroix's hatching and the Impressionists' comma. These
three factures have a common aim; to give colour as much
Prilliance as possible by creating coloured highlights using
8n optical mixture of juxtaposed migments. Hatching, commas,
8nd divided touches are all three identical coaventional
"ethods,

In this way, they are adapted to the needs of three corr-
®Sponding aesthetics. Therefore the techniques are attached
t0 the aesthetics and double the strong connection between
the Romantic master, the Impressionists and the Neo-Impress-
lonigtg,

Delacroix, with hi§ passionate but deliberate mind, cov=-

®red his canvas with spirited hatching , but separated
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Colour precisely and methodically. By using this method,
Which was favourable to the optical mixture and rapid model-
ling in the direction of the ¢ontours, he solved his prbblem
of colour and movement.'

By ridding their palettes‘of sombre or dull colours the
Impressionists had to make a more extensive "keyboarg" Qith
the remaining colours. This is how they came upon a facture
that was much more fragmented than Delacroix's had been. In
Place of Delacroix's Romantic hatching, the Impressionists
Used small strokes applied from the end of a répid brush
resulting in a multi-coloured tangled-up mass. This was
Mmuch better adapted to the aesthetic of sudden and fleeting
Sensation.

Jongkind and Fantin-Latour before them had used a simi-
lar Pacture but without using as much fragmentation of the
Stroke.2 In the 1880's Camille Pissarro ( paintings of Tont-
®ise and Osny) and Sisley( landscapes of Bas-Meudon and Sévres)
€Xhibited canvases with a totally FPragmented Pacture."

Claude Monet's péintings of the time showed certain por-
tiong treated in the same way next to light, scumbled areas.4
It was only later that the master appeared to give up unifiéd
tints and covered the entire surface of his canvaé Qith multi-
€Ooloured comma shapes.

Renoir separated his elements as well but in larger
Strokes--dye to the larger size of his canvases---and flat-

. 5
ter 8trokes which his brush swept into one another.
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Cézanne, by juxtaposing the different elements of frag-
mented tints in clear, square touches and not worrying about
imitation or skill, came quite close to the methodical div-
ision of the Neo—Impressionists'.6

The Neo-~-Impressionists did not attach any significance
to the shape of the stroke because they did not use it to
model, to express a feeling, or imitate the form of an ob-
Ject., For them, a touch was simply one of the infinite co-
loured elements which made up a painting when assembled.
Strokes only had the importance of a note in a symphony. Sad
Or happy feelings and calm or moving effects would be express-
€d not by the virtuosity of the brush stroke but by combina-
tions of lines, tints and tones.

Did not this precise énd simple method of expressioﬁ,

the divided touch, well suit the clear and methodical -

8esthetic of the painters who used it ?

3. The comma stroke of the Impressionists plays the same
eXpressive role as the hatching of Delacroix in certain in-
Stances.when for example, the strokes imitate the form of

an object such as a leaf, a wave, a blade of grass, etc. In
Other instances, just like the Neo-Impressionists' divided
32223, the stroke only represents éoloured elements that are
Separated and juxtaposed to be reconstituted by the optical

Mixture,

Clearly, when the Impressionist wants to paint objects
that 100k unified and flat such as blue sky, white linen ,

Monochrome paper or a nude, he uses multi-coloured comma
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Strokes and the role of these strokes is simply to decoréte
the surfaces by multiplying ‘the colours and not attempting
to copy nature. The Impressionist comma is therefore the
transition between Delacroix's hatching and the Neo-Impress-

ionists' divided touch because according to the circumstances

it plays the role of oneor the other of these factures.
Similarly, Cézanne's stroke is the link between the

brushwork style of the Impressionists and the Neo-Impression-

ists. The common but differently applied principle of op=-

tical mixture unites the three generations of colourists

that all seek light, colour and harmony. They all three

have the same goal and in order to achieve it, use almost

identical methods...the methods have continued to improve.

4. Division is a complex system of harmony. It is more

Of an aesthetic than a technique.7 The point is only a meth-

od,

To divide, is to try to obtain the strength and harmony
Of colour by representing light coloured by its pure elements,
8eparated and measured according to the essential laws of

Contrast and gradation.
/

The separation of elements and the optical mixture gua-
Tantee purity, in other words, luminosity and intensity of

tints, Gradation raises the key of the brightness. The con-

traSt, by regulating the agreement of like colours and oppo=-

Sition of contrasting ones, subjects these powerful but balw
Anced elements to the rules of harmony. The basis of division

1s COntrast, After all, is not art contrast ?
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To pointillate is the means of expression chosen by the

Painter who places colour on a canvas by small points rather
than spreadingvthe paint on flatly. It is to cover a surface
With a'small, multi-coloured touches that are close to one
another, pure or darkened, and trying to imitate the various
tints of nature by the optical mixture, without any effort
to balance or contrast. The point is only a brush stroke,
4 means of painting and like any means has-little importance.
The term point, the word or the facture, has been used
Only by those who have not been able to appreciate the imp-
Ortance and appeal of contrast and balance of elements, they
Only see the method and not the spirit of the division,
Some painters have tried unsuccessfully to obtain the
effects of the division. It can be seen in their work,
Where the paintings in which they tried the technique are
inferior, at least in luminosity or harmony, to before and
8fter their divisionist attempts. This is beéause only the

method was used but the divine proportions were absent. This

failure was not the éault of division, in that they pointill-
ated , not divided.
Neither Seurat, Cross, Luce, Van de Velde, Van Ryssel-

Berghe nor Angrand have ever spoken about points nor have

they been preoccupied with pointillism, Read these lines

that Seurat dictated to his biographer, Jules Christophe:

" Art is harmony; harmony is the similarity of epposites,
the similarity of likes, of tone,of tint and of line: By
tone, I mean light and dark; tint,I mean red and its comp=-

lementary green, orange and its complementary blue, yellow
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and its complementary violet...the means of expression,
is the optical mixture of tones, tints and their inter-
reactions ( shadows according to very precise rules)."8
In these principles of art, which are those of the division,

is there once any mention of points , or hint of a petty

Preoccupation with point-making ?

It is possible to divide without pointillating. A sketch

Of Seurat's done after nature on a panel with a few brush

8trokes is not pointillated but divided. This is because

in gpite of the rapid work the touch is pure, the elements
balanced and the contrast observed. It is these qualities
a@lone that make up the division and not minute niggling
Strokes.

The role of pointillism is much more minor, it simply

renders the painting's surface more vibrant. It does not
@ssure luminosity nor intensity of colours or harmony. There-
VEOPe. complementary colours, that are friends and enhance
€ach othercwhen opposed, ar; enemies and destroy each other
i€ mixed, even optically. A red and a green surface when
.OPposed to onme another stimulate each other , but red points
‘Mixed with green points combine to make a dull, colourless
8rey,

Division does not require a stroke in the form of a point
at alil, It may be used for small paintings but is not re-
Commended for larger ones. In order to avoid discoloration,

the size of the divided touch must be proportionate to

the size of the work. The divided touch, changing, living

]
flight" is therefore not at all the point which is uniform,
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lifeless and "matter".

5. It is wrong to think that a painter who divides simply
8scribbles right and left, up and down on his canvas in small
-multi~coloured touches. Starting with the contrast of two
tinté wifhout bothering with the surface to be covered, he
Will oppose, gradate, and put into proportion the various
elements on both sides of the dividing line, until he finds
another contrast, a motif for a new gradation. From one con-
trast to another’the canvas Will become covered,

The painter will have played from his keyboard of col-
Ours just as a composer uses the different instruments for
the orchestracion of a symphony. He will modify the rhythms
a4nd measures the was he wants, paralyse or bring out some
@lements, modulate a certain gradation infinitely.

Just for the sheer pleasure he directs the‘inferplays
and conflicts of the seven colours of the prism, just as the
Musician multiplies the seven notes of the scale to produce
2 melody. How serioﬁs, on the contrary, is the work of the
POointillist ! It is surely natural that several painter

Who have pointillated, either by fashion or conviction, som

8ave it up , although they had been enthusiastic in the be-
8inning,
6, Delacroix's hatching, the commas of the Impressionists,

8nd the divided touch of the Neo-Impressionists are all id-

entical conventional methods that are used to give colours

MOore brilliance and splendour by suppression of all flat
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tints, They are all three painter's devices for embellish-
ing the surface of the canvas.
The first two factures; hatching and commas are by now,

fairly well accepted. The third, the divided touch, is not

Yet accepted. Nature is not like that, the critics say,
there are no multi-coloured stfokes on the human face !9
But, are there black, grey, brown hatching or commas either ?
Ribot's black,lOWhistler's grey,11Carriére's brown12,

Delacroix's hatching, Monet's commas and the Neo-Impression=-

ists' divided touches are all devices used by painters to

express their personal vision of nature.

How is the divided touch more a convention than the

Othermethods ? Why is it more awkward ? By being a simple
Coloured element it can be used for any subject Because of
its iﬁpersonality. After all, if it is an asset for an art
techniQue to resemble the technique of nature,kis huét bé
said that nature only paints with the colours of the solar
8pectrum, fragmented to infinity and never is there a square
millimetre of flat tint to be found. Therefore, does ndt
the division conform, more than any other process, fo the
technique of nature ?

Who pays more homage to nature-- the Neo-Impressionist
Who limits‘himself to putting its essential principle, light,
On the canvas, or the painter who slavishly copies the tini-
©8t blade of grass or pebble ? N |

In addition, we suscribe to these aphdrisms by Delacroix;
15 .

" Cold exactitude is not art."

It is not the goal of the artist to reproduce objects

exactly."16
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" After all, what is the supreme goal of all art if it

is not the effect ?"17

7. The effect the Neo-Impressionists are aiming for and
Which is assured by the division, is a maximum of light,
colour and hérmony. Therefore their technique would seem to
rbe especially suited to large scale decorative compositions.
This is the way in which some of the painters have applied
it, But, excluded from official commissions, and not havimpg
walls to decorate, they wait for the time when they will be
Permitted to realize great projects that they dream of.

From the viewing distance implicit in such great works,
the facture will disappear and the separated elements will

combine into brilliantly coloured lights. The divided touch-

s will become as invisible as Delacroix's hatching in his
decorations of the Gallery of Apollo or the Senate Library.

Whereas the divided touches are startling when geen

from too close a distance, time will quickly make them dis-
appear. ,In several years the impasto will diminish, the
c010ur3 will blend into one anoth;r and the painting will
Only be too unified.

Rembrandt said,”" Painting should not be sniffed".18 In
Order to listen to é symphony one does not sit amongst thek
brass instruments but in the place where the sounds of the
Various instruments blend in the way the composer intended.19
Only then may one take pleasure ahalysing the score note by
10te in order to study the work of orchestration.

In much the same way one must first view a divided

Painting from far enough away that the whole ensemble is
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veen, Then it may be studied closer up in order to examine
interplays of colour, but only if such technical details are
of interest.

If Delacroix had only had the resources of the division
he would have overcome all the difficulties of his decor-
ations of the Salon de 1la Paix,.in the HOtel de Ville. The-
surfaces he was to cover wére dark, and he never succeeded
in making them luminous. In his Journal he regretted not
being able to reproduce the brilliance of his sketches on
such a 1argé scale although he tried several times.

In Amiens there are four admirable compositions by

Puvis de Chavannes: The Flag Bearer, Woman crying over the

remains of her house, Woman Spinning and The Reaper placed

on the pahels facing War and Peace.2o They are made invis-~
ible by the daylight that comes in from the neighbouring
windows.

Given the same circumstances, it is certain that a div~
ided wall decoration would create coloured tints that would
overcome the problem of too much light from the neighbouring
Windows.21

Even small Neo~Impressionist paintings may be done as
Wall decorations. They are neither studies nor easel paint-
ings but, as Felix Fénéon wrote, they are;

" Exemplary specimens of an art of great decorative
potential, that §acrifices anecdote to arabesque, nohen-
clature to synthesis, transcience to permanence; and
that replaces nature's precarious reality, which finally

lost its attraction, with an authentic reality."22
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These paintings that restore the light to the walls
of our modern apartments, that insert pure colours into
rhythmic lines, that have the charm of Oriental carpets,

mosaics and tapestries , are they not decorations as well ?
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CHAPTER 6
SUMMARY OF THE THREE CONTRIBUTIONS

So many sentencese~but it was necessary to present all

the evidence in order to prove the legitimacy of Neo-Impress-

ionism by establishing its background and contribution---now

to condense them in this table.

GOAL
DELACROIX
IMPRESSIONI SM To_give colour as much brilliamce
NEO~IMPRESSIONISM as possible.
METHODS

1. Palette made up of pure
colours and low-key colours.

2., Mixture on the palette and
optical mixture.

DELACROIX
' 3. Hatching.

4, Methodical and scientific
technique.

1. Palette made up solely of
pure colours close to thosek
of solar spectrum,

2. Mixture on the palette and

IMPRESSIONISM optical mixture.
J. Comma-shaped or sweeping

strokes.

Technique based on instinct

and inspiration,




NEO-IMPRESSIONISM

DELACROIX

IMPRESSIONT SM

NEO-IMPRESSIONISM

T8 1

1., Same palette as Impressionism.

2, Optical mixture.

3. Divided touch,

4., Methodical and scientific
technique.

RESULTS

By giving up all flat tints and

using gradation,contrast and optical

mixture, he succeeds in obtaining

from the partially low-key elements

he uses, the maximum brilliance of

which the harmony is guaranteed by

the systematic application of the

laws that govern colour.

By using only pure colours on

their palettes, they obtain a much

more luminous and colourful result
than Delacroix but diminish the bril-

liance by pigmentary and impure mix-

tures. They limit their harmony by

applying colour theory infrequently

and improperly.

By suppressing all impure mix-

tures, by the exclusive use of bp=-

tical mixture of pure colours, by a

methodical division and abservation

of colour theory, they guarantee

themselves a maximum amount of lum-

inosity, colour and harmony that

had never previously-been obtained.
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CHAPTER 7

EVIDENCE

1.  The technique of division was started by the Neo-Impress-
ionists and as we have shown, was the natural progression from
Impressionism. As we have seen in the beginning of this study
in numerous quotations, the division was ciearly anticipated
8nd almost totally formulated by Delacroix. But there were
also others who foresaw what the contribution of the divided
touch of pure elements would offer to art.

Here is Charles Blanc, who had already pointed out the
Denefits of a scientific technique based on contrast and op-
tical mixture like the division. In his Grammaire des arts

Su_dessin he demonstrates that in order to give more brill-

ia9°e to colour, one must avoid spreading it out Elatly. He
8180 advises using colours as the Orientals do, precisely

Conforming to the method of the Neo-Impressionists.

" Whenever the Orientals, who are excellent colourists,

have to represent a unified surface, they do not hesitate

to make the colour vibrate by placing tone upon tone."1

Further on, he (Blanc]cites a portion of a study by M.A.de

Beaumont that appeared in the Revue des deux mondes, in order
to show the strength and attraction of a colour fragmented to
inei“itY- This quote clearly shows that the Neo-Impressionist

t§°h“ique and the richest colour traditions of the Orientals

N .
&Ve much in common.

" The more intense a colour is, the more the Orientals

Make it glitter in order to give it more nuance and in-
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tensity and to prevent dryness and monotony. In other
Wwords the aim is to produce a vibrationm without which a
colour is as hnacceptable to our eyes as a sound would be

. .. 2
for our ears in the same condition."

Yet, 80 many people prefer flat and smooth paintings that it

WOould seem as though the eyes are less discriminating:than

the ears.

2. The testimony of John Ruskin, the didactic aesthetician

8nd adept critic is even more positive. Let us First quote

from hisg Elements of Drawing, a work that every artist should

be Pamiliar with, translated for the first time into French
by the Neo-Impressionist painter H.-E. Cross.3

"

I have a profound dislike of anything like habit of

hand."4

Delacroix had said:
" What must be avoided is the infernal convenience bf
the brush."> |
Woulq not the divided touch of the Neo-Impressionists, please
both masters because it is placed simply on the canvas without
vi"tuosity or sleight of hand ?
Ruskin then shows that a dolour cannot be beautifulyunless

it ig carefully gradated and he indicateg:'the importance of

this often neglected procedure.

" You will find in practice, that brilliancy of hue,

‘Vigour of light, and even the aspect of transparency in
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shade, are essentially dependent on this character alone;

hardness, coldness, and opacity resulting far more from
equality of colour than from nature of 0010ur."6

" It is not indeed physically impossible to meet with
an ungradated piece of colour, but it is so supremely
improbéble, fhat you had better get into the habit of
asking yourself invariably, when you are going to cdpy
a tint--- not" is it gradated? " but " Which way is that
gradated?" and at least in ninety-nine out of a hundred
instances, you will be able to answer decisively after
a careful glance, though the gradation may have been so
subtle that you did not see it at first. And it does
not matter how small a touch of colour may be, though
not larger than the smallest pin's head, if one part of
it is not darker than the rest, it is a bad touch; for
it is not merely because the natural fact is so; that
yowr colour should be gradated; the preciousness and
Pleasantness of the colour itself depends more on this
than on any other of its qualities, for gradatibn is to
Colouwrs just what curvaturé is to lines, both being felt
to be beautiful by the pure instinct of every human mind,
and botﬁ, considered as types, éxpressing the law of
8radual change and progress in the human soul itself,
What the difference is in mere beauty between a gradated
and ungradated colour, may be seen easily by laying an
€ven tint of rose-colour on paper, and putting a rose

leaf beside it. The victorious beauty of the rose as
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compared with other flowers, depends wholly on the deli-
cacy and quantity of its colour gradations, all other
flowers being less rich in gradation, not having so many
folds of leaf; or less tender, being patched and veined

instead of flushed."7

Then Ruskin adds that Turmer, in his passion for colours,

‘did not neglect to use this method of improving his tints:

" You will not, in Turmer's largest 0il pictures, per=-
haps six or seven feet long by four or five high, find
One’spot‘of colour as large as a grain of wheat ungrad-
ated."8

Are nof the Neo-Impressionists, whose paintings are divided
to an infinite degree, certainly the most faithful observers
of this‘importaﬁt factor of beauty:gradation, without which
there is no beautiful colour ?

Having pointed out the importance of gradation, Ruskin
advises the painteb to study it in nature where he will con=-
Stantly find its harmonious traces.

" No colour existsvin Nafure undef ordinary circumstances
Without gradation, If you do not éee this,iit is the
fault of your inexperience: you will see it in due time,
if you practise enough. But, in general you may see it at
Once."g

In addition, he clearly sﬁows the means of obtaining a
800d gradation on a canvas and the advantage of using such

8 method as opposed to using a flat tint:
10

" Lay the subduing tints on in small touches.,"

" If a colour is to be darkened by superimposed portions
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of another, it is, in many cases, better to lay the upper~
most colour in rather vigorous . small touches, like finely
chopped straw, over the under one, than to lay it on as a
tint, for two reasons: the first, that the play of the
two colours together is pleasant to the eye; the second,
that much expression of form may be got by wise administ-
ration of the upper dark tOuches."11
This method,"” small touches, like finely chopped straw", is
it not exactly the same one used by the Neo-Impressionisté ?
But better yet, he wants those small Eragmeﬁted touches
in integrated colours:
" Practise the production of mixed tints by interlaced
touches of the pure colours out of which they are formed,
and use the process at the parts of your sketches where

yYyou wish to get rich and luscious effects."12

Divided touches of pure colours: the Neo~Impressionists'

Contribution exactly.

" The best colour we reach is gotyby stippling ."13
Here, the literal translation of stippling is pointillage,
8nd it is no accident that Ruskin uses this word. He de-

Votes an entire chapter to this facture that he particularly

Fecommends. It is entitled Breaking one colour in small
14

POints through or over one another.

" This is the most important of all processes in good
modern 0il and water-colour painting."15
"In distant effects of rich subject, wood or rippled

Water, or broken clouds, much may be done by touches or

Crumbling dashes of rather dry colour, with other colours
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afterwards put cunningly into the interstices. The more
you practise this, when the subject evidently calls for
it, the more your eye wWill enjoy the higher qualites of
colour. The process is, in fact, the carrying out of the
principle of separate colours to the utmost possible re-
finement; using atoms of colour in juxtaposition, instead
of largé spaces. And note, in filling up minute inter-
stices of this kind, that is you want the colour you £ill
them Wwith to show brightly, it is better to put a rather
positive point of it, with a little white left beside of
around it in'fhe interstice, than to put a pale tint of
the colour over the whole interstice, than to put a pale
tint of the colour over the whole interstice. Yellow or
orange will hardly show, if pale, in small spaces; but
they will show brightly in firm touches, however small,
wWith white besides fhem."16

3. We again find these precious arguments in favour of the
Neo-Impressionist téchnique in a study of Ruskin by M, Robert

de la Sizeranne, published in the Revue des deux mondes that
17

quotes or summarizes the opiﬁions of the aesthetician,
The Neo-Impressionists rid themselves of all sombre or
dull colours; Ruskin says:

" Bnough with the grey, black, brown, and all those

ar-like mixt th id= E ' -

m_t Nat in ack i (o)

€olour must be darkened with its own tint, simply reinforced

and not by mixture with a dark gglgun."ls
The Neo-Impressionists are against any mixture on the palette,

R\ISkin says:
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" You must keep your palette clean so that the pure

tint can clearly be seen and so that you will not be in-

clined to mix them."19

" No more mixture on the palette than on the canvas;

the two colours may be mixed together, if one insists,

‘but not excessively."2o

Do not the Neo-Impressionists' paintings look like mosaics 9
Ruskin said:
" One must consider Nature purely, like a mosaic of dif-
ferent colours that must be imitated ohe by one with great
siﬁ\plicity."21

" Should we be making frescoes ?, yes and better still
w22

mosaics !
And thelfollowing cannot but be encouraging to the Neo-Imp-
ressionists, who have adopted a facture that does not at all

B

depend upon skill of the hand:

" Yet, in this meticulous system of drawing, conscien-

cious and well-defined lines, matt colours that are separ-

ate from one another and laboriously placed point by point

in definite strokes , what role do the size of the facture,

sensual fluidity of the touch, virtuosity of fhe hand and

the freedom of the paintbrush play ? None, because they

should not play any role. The virtuoso is a Pharisee who

is only pleased with himself and not with beauty. He is an

equilibrist who juggles with his ochres, ultramarines and

vermillions , instead of inducing them to tribute before

unequalled nature and the endless sky. He says:'Look at

how skilful I am, see how supple I am, look at my handi-
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work ! He does not say: ' See how beautiful it [Naturﬂ

is and how superior it is to all our po@r human arti-
23

fices ! "

Do not these lines seem to be the best response to critics

of the Neo-Impressionists who find their facture too dis-

Creet and impersonal ? The following precepts are so clear-
ly Neo~-Impressionist that they could have been written by
an adept of division:

"

Lay the bright colours by small points on or in the

interstices of the others and carry out the principle

of separate colours to the utmost possible refinement,

using atoms of colour in juxtaposition, instead of large

spaces. Finally, when you have time, rather than mixing
anything make frequent memoranda of the variegations in

flowers, the foxgloves for example and the calceolarias.

Practice the production of mixed tints by interlaced touch-
eés of the pure coiours out of which they are formed."24

This applicatién of small points of pure colours to
form mixed tints that Ruskin advocates is very close to the

N°°-Impressionists' technique. The resemblance is so obvious

that the writer of the Revue des deux mondes goes on to call

Ointillism what, had he been more precise, he would have

Called Neo-Impressionism:

" Isn't this a prophecy of pointillism we find here as

w25

early as 1856 ? It is indeed.

Is it not surprising to find that the stippling recom-
Meénded by the English aesthetician as being the best method

of énsuring splendour and harmony of colour is the same as
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the divided touch that shocks so many French critics %

4, We will close this chapter with several passages from ‘
the work of an American scholar, O.N. Rood: Modern Chromatics.26

This book was written, in the words of the author; " for the
general or artistic reader" 27, as if either of them were
going worry about such probléms !

It will be seen that Rood also recommends gradation,

optical mixture and the divided touch, and he is surprised
that so maﬁy people are unaware of their benefits.

" One of the most important characteristics of colour in
nature is the endless, almost infinite gradations which
always accompany it. It is impossible to escape from
the delicate changes which the colour of all natural ob-
jects undergoes,owing to the way light strikes them, with-
Out taking all the precautions necessary for an experiment
in a physical laboratory. BEBven if the surface employed
be white and flét, still some portions of it are sure to
be more highly illuminated than others, and hence to
appear a little more yellbwish or less greyisb; and,be~
sides this source of change, it is receiving coloﬁred light
from all coloured objects near it,and reflecting it var-
iously from its different portions.

If a painter represents a sheet of paper in a picture
by a uniform white or grey patch, it will seem quite wrong,
and can not be made to look right till it is covered by
delicate gra&ations of light and shade and colour. We

are in the habit of thinking of a sheet of paper as being
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quite uniform in tint, and yet instantly reject‘as.insuf-
ficient such a representation of it. In this matter our
unconscious education is enormously in advance of ouf con=-
consious; our memory of sensations is immense, our recoll-
ections of the causes that produce them utterly insignifi-
cant ; and we do not remember the causes mainly because we
never knew them. It is one of the tasks of the artist to
ascertain the causes that give rise to the highly complex
sensations which he experiences, even in so simple a
case as that just considered."28
" oAl1l the'great colourists have been deeply permeated
by a sentiment of this kind, and their works, when viewed
from the infended distance, are tremulous with changing
tints~- with tints that literally seem to change under the
eye, 80 that it is often impossible for the copyist to
say exactly what they are, his mixture never seeming to
be quite right, alter them as he will,. Among modern land-
scape paintings{ those of Turner are famous for their end-
less quality of gradation, and the same is true even of
his water-colour drawings."29
ﬁ There is, however, anbther lower degree of gradation
Which has a peculiar charm of its own, and is very prec=~
ious in art and nature. The effect referred to takes
Place when different colours are placed side by side in
lines or dots, and then viewed at such adistance that the
blending is more or less accomplished by the eye of the

beholder. Under these circumstances the tints mix on the

retina, and produce new colours.This communicates a soft
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and peculiar brilliancy to the surface, and gives it a
certain appearance of transparency; we seem to see into
it and below it."so
" At the right distance adjacent tints blend, and what
near at hand seemed a mass of purposeless daubs becomes
‘anreffective picture. Thié same method of mixing colours
on retina of the observer is also used more or less in
0il painting with excellent effect; it lends to them a
magical charm, the tints seeming purer and more varying;
the very fact that the appearance of the painting changes
somewhat acéording as the observer advances or retires
from it being an gdvantage, communicating to it, as we
might say, a certain kind of life. Oil paintings in which
this principle is not employed labour under one quite deme
onstrable disadvantage: as the observer retires adjacent
tints blend, whether it was the intention of tﬁe artist
or not; and if this has not been calculated for, a new
and inferior effect is pretty sure to be produced. In
water-colour drawings the&same mode of working is constante
ly employed under the form of stippling, more or less fdr-
mal; and with its aid certain results of transparency and
richness can be attained, which otherwise would be out of
the reach of the artist. If the stippling is formal and
quite evident, it is apt to give a mechanical look to a
drawing, which is not particularly pleasant; but properly
used, it has‘great value, and readily lends itself to the

expansion of form."31



" In cashmere shawls the same principle is developed
and pushed to a great extent, and much of their beauty
is dependent on it."32

Thus, a painter such as Delacroix, an aesthetician such
48 Ruskin and a scholar such'as Rood Foresaw or pointed out
the different brocedures that make up the innovative coqtri-
bution of the Neo-Impressionists. They even seemed to part-
icularly recommend the one aspedt of their}technique that is
the most controversial today, the one that is considered the

most quéctibnable: the use of touches of pure colours.
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CHAPTER 8

THE EDUCATION OF THE EYE

One advance per generation,

The controversial painters are educators.

Obstacles the colourists must overcome,

Through lack of instruction the public

is insensitive to harmony and

fears beautiful colour,

It is the brilliance and not the facture

of the Neo-Impressionists that is shocking. .

1, Why is' it then that divisibn encounters éo much’hostility
When it has more advantages than other techniques ? It is
because in France everyone rebels against all innovations in
art. The public is not only insensitive but hostile to co~
lour, ( We have only to look at ouf national guide the
Joanne, which, instead of simply informing, feels the need

to incite the tourists to laugh and misunderstand the remark-
able colours of the Turners in the South Kemsington Museum.)1

Théiefore, thére are two main objections to Neo-Impress-
ionist art : first, it is an innovation ahd secondly, paint-
ings executed with this technique are unusually brilliant.

It would be useless to cite here the list of all the
innovative painters that were misunderstood in this céntury
and theﬁ had their personal vision accepted later. These in-
Justices, battles and victories make up the history of art.

Anyrinnovation is opposed in thg beginning then slowly
One gets used to it, then it becomes accepted. The aim of the
'°n°e-shocking facture becomes gradually apparent, The‘c010ur

that provoked criticism at first now seems powerful and
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The involuntary education of the public and critics
takes place until they begin to see things in reality as
the innovators intended them, His formula, once ridiculed
by everyone, bccomes the public's criterion: The original
efforts the painter makes will be jeered at until the day he
.t0o0 will succeed., Each generation realizes its error too
late and repeats it.

Around 1850, the following was written about Corot's
paintings. . Yes, even mild Corot offended the public at the
time. |

" How can M. Corot actually see nature as he represents
her for us ?..It is useless for M. Corot to impose his
method of painting trees, they are not trees but smeke !
Personally, during our walks we have never seen trees that
looked like M. Corot's ! n?

Twenty-two years later after Corot had become accepted

the critics used him to criticize Monet.

" Monet sees everything in blue ! Blue land, blue grass,
blue trees. Corot's beautiful trees, full of mystery and
poetry, here is what has been done to you ! You have been
dipped into a tub of washerwoman's bluing !"3

A same generation cannot make the necessary effort twice
to assimilate a new way of seeing.

Delacroix's detractors were forced to give in to his ad-
mirers, But the latter group‘did not understand the colourists

Who succeeded him, the Impressionists. They [ihe Impression-

isté] triumphed in their turn, and today the collectors of
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Monet, Pissarro, Renoir and Guillaumin have abused their re-
putation for having good taste which their choice gave them,
in order to criticize Neo-Impressionism,

It takes more than a quarter of a century for an art-
istic evolution to become accepted. Delacroix fought from
1830 to 1863; Jongkind and the Impressionists from 1860 to
1890. Around 1886 Neo-Impressionism appeared, developing
naturally from prior research. We should expect,according
to what we have stated, several more years of battles and
work before Neo~Impressionism's centribution is recognized.

Sometimes the financial interest combines with ignorance
to hamper an innovative and controversial movement. Gustave
Geffroy summarizes the problem in the following words:

" The well-established producers and all those who live

off their successful production form an associafion,

whether unspoken or admitted, against the art of tommor-

row."4
2, It is when a new movement goes towards colour and light.
in particular that it runs up against protests. Changes in

the subject matter of a painting, like variations in litera-
Ty style, are easily accepted by the same people who obsti=-
Nately opposed the slightest new brilliance of colour.

The deformations- of the Rose-Croix grOup5 certain-
1y do not provoke as much ridicule as M. Monet's blue trains
Or M. Cross' vidleé trees, It is rare that a statue of drawing
Mmakes the incomprehending public angry whereas boldness in

C0lour always does so.
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Any frank and pure colour shocks. Only flat, smooth
muted and dull paintings are accepted. I1f half a figure is
covered with brown or bitumen under the pretext of being
shadow the public accepts it immediately but blue and violet
would be rejected. And yet, shadows always contain the blue
Oor violet that the public is so repelled by and not the mud-
like tints that it accepts.

The science of optics would prove this. There is an easy
and simple science of colour that everyone should learn and
Which would avoid many uninformed judgments. It could be
summarized in ten lines that could be taught to primary
school children in the first hour of the first lesson of the
very first drawing course. .

Charles Blanc deplores the great ignorance of the public-
- and in reference to Delacroix says:

" Many people assume that the use of colour is a pure
gift from heaven and that it has incommunicable princi-
ples. This is wrong: the use of colour can be taught
like musie. From the beginning of time the Orientals have
known the laws and transmitted them from generation to
generation until our time.

" We can produce competent and skilful musicians by
teaching them counterpoiht, in the same way we can pro-
duce painters who do not make mistakes in harmony by
teaching them the phenomenon of simultaneous perception:

of colour."6

The foundations of colour have not been analysed and

taught in our schools because in France it is considered
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useless to study the laws of colour, as the current say~
ing goes,'one becomes a draughtsman, but one is born a
colourist.'“7
" The secrets of usiﬁg colour ! Why must the princie
ples that every artist should know and that should be
taught to everyone be secrets gnd
The laws of colour can be learned in a few hours. They
may be found in two pages of Chevreul and Rood. Once the eye
is guided by them, it is only a matter of self-improvement.
However, sincé Charles Blanc's time the situation has barely
changed. No effort has beén made to develop this special
education, Chevreui's disks, .the amusing use of which
could help us show so many eyes What thej.do not perceive
and teach them to see, have‘not been adopted by pbimary
schools yet, in spite of many efforts which the scientist
made to achieve thié. ;
It is the simple science of contrast which forms the
$0lid foundation of Neo~Impressionism; Without it, there
can be no beautiful lines or perfect colours. If he take
into account the services this knowledge can render the art-
ist each day, by guiding and strengtﬁening his inspiration,
then we would be hard-pressed to find how it might cause him
any harm,
In the preface of his book, Rood underlines the imp-
Ortance of such knowledge:
".o I will‘add that it has been my endeavour aléo, to
Present in a simple and comprehensible manner the under-

lying facts upon which the artistic use of colour necess-
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arily depends. The possession of these facts will not
enable people to become artists; but it may to some ex=-
tent prevent ordinary persons, critics, and even painters,
from talking and writing about colour in a loose, inac--
curate,and not always rational manner. More than this is
true: a real knowledge of elementary facts often serves

to warn students of the presence of difficulties that are
insurmountable, or, when they are already in trouble,
points out to them its probable nature; in short, a cer-
tain amount.of rudimentary information tends to save use-

less labour."9

Being a colourist is not a simple matter of placing reds,
8reens an&lyellows next to one another, without any rules nor
proportions. A colourist must know how to place his colqurs
in order and to sacrifice some in order to improve others.
Noise and music are not synonymous. To juxtapoqe coloﬁrs,

N0 matter how intense they may be, without observiﬁé contrast
is like filling in a child's colouring book and it is not the

role of a colourist.

3. One of the major critiéisms levelled at Neo-Impression-
ists is that they are too scientific to be artists. The cri-
tics say that they are too involved in their research to be
able to express their sensations freely. Our reply is that
any Oriental weaver knows as much as they do. The theory
they are>reproéched for studying is not at all complicated..
The Neo-Impressionists are not excessively scientific. But,

Bot to know the laws of contrast is to be too ignorant,
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Why should the knowledge of these rules of beauty dead-
en the artists' sensations ? A musician, knowing that the
ratio 3/2 is a ratio of harmony, and a painter, knowing that
Orange with green and violet make a dark combiniation, are
not less likely to become moved and move us. Théophile Syl-
Vestre said:

" This almost mathematical knowledge does not make his

~Wworks lifeless but on the contrary enhances their pre-
cision and stability;"lo

The Neo-Impressionists are not slaves to science. They
use it the way they wish according to their ihspiration,
they put what they know to work in order to obtain what they
Want., How cin we reproach young painters for studying such
4n essential part of their art when even a genius like Dela-
’CrOix forced himself to usce these laws of colour and benefit
from them 2 This is how Charles Blanc acknowledged it in
this note:

" It is because he Pirst knew the laws of colour intuit-

ively and then studied them in great depth, that Eugéne
Delacroix became one of the greatest colourist of modern

times."11

4, The public cares more about the,subjeqt of a painting
than its harmony. Ernest Chesneau comments on this in this
note;
" The most gifted members of the public at exhibitions
do not seem to realize that it is necessary to cultivate
One's senses in order to fully enjoy the intellectual

Pleasures for which the senses are mere organs no doubt
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but essential organs, What is not realized is that one
must possess the correct way of looking at things in or-
der to understand and judge--by that I mean appreciate-=-
painting, sculpture, or architecture, just as one must
have a good ear to appreciate music. -

If we continue our analogy, which is not unfounded, we
we might add'that the eye, along with the ear, even if
naturally gifted, must be trained progressively in order
to cOmpréhend all the intricacies of the art of sounds
and the art of colours."12

BEven so, the majority of painters are insensitive to the
charms of line and colour. Rare is the artist who believes,
88 Ruskin does, that, " Gradation is to colours as curvature
is to lines."l? and as Delacroix; * There are some lines
that are monsters, two parallels."14 The paintefs of our time
have other concerns than these principles of beauty. There
is Perhaps one painter out of a humndred who goes to the troub-
le or studying this fundamental aspect of his art. Gavarni
Says, in speaking of the master's painting :

" It is like the daubing found on folding screens ..

1t resembles an old paint rag and wall paper. And there
are people who dare to tell the bourgeois about the super-
naturalism of such works! We have truly sunk to the bott-
Om of language and are witnessing the floundering of co-

lour § w 15

The Goncourt brothers wrote:

" Delacroix was denied the supreme quality of colourists;

harmony. nwl6
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Actually, most critics, because of their lack of tech-
nical knowledge, are incapable of discerning the agreement
Of two tints of the disagreement of two lines. They judge
Paintings mostly by subject, trend or genre without really
Paying atten?ion to the actual "paint",

Critics wWrite 1iteraturé about paintings but not art

criticism, We cite Delacroix's note; " Oculos habent e non

vident [They have eyes but do not see] which signifies: Good

judges of painting are rare".17 He also said," For over

Xhirty years I have thrown to the lions."18 He had suffered

enough from the ignorance of the public and the critics to
fully realize the difficulties encountered by a colourist.
In his Journal he writes:

"I know very well that the quality of being a colourist
is more troublesome than advisable.. One needs more active
senses and a greater sensitivity in order to-distinguish

mistakes, discords or incorrect use of lines and colours."19
On the same subject, he wrote to Baudelaire,(October 8th,
1861);

" These mysterious effects of line and colour that,
unfortunately!, only a few followers appreciate... That
musical and arabesque aspect does not exist for many people.
They look at a painting in the same way the English look
at a land when they are travelling."2o

Surely this dislike or indifference towards colouﬁ which

Delacroix had fo contend with during his lifetime is still.

Present, It seems as though not much attention is paid to

his work., Let us compare the public's cold reaction to
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Delacroix's exhibition at the Ecole des Beaux-arts to the
eénthusiasm for Bastien-~Lepage whose exhibition opened at
the same time nearby at the H8tel de Chimay.21 Never, while
Standing for a long time in front of the wall paintings in
the Chapelle des Saints-A;ges of Saint-Sulpice,have we ever
been disturbed by.a visitor.
Bugéne Véron, Delacroix's biographer, noted this pers-
istant neglect:
" Can we conclude that the crowds that rush to Dela-
croix's exhibitions have finally understood his genius ?
We need only compare the visitors' reserve and uneasy
silence in front of Delacroix's paintings with the women's
bird-like cries of admiration in the Salon or exhibitions
at the sight of a painting by one of the so-called masters
of the current French school, There we find sincere and
frank admiration. Have such reactions ever been witness-
ed at Delacroix's exhibitions ? It is not at all surp-
rising. The opéosite would be surprising."22
5. What so many people objected to in Delacroix's paint-
ings was not so much the frenzy of his Romanticism but his
hatching and intense colour. What was shocking about the
Impressionists was the novelty of their comma-shaped strokes
and‘theirkcolour. With the Neo-Impressionists the startling
8spect was not so much the division of the touch but the un-
Usual brilliancé of their paintings.
‘To give a better illustration of this, we will cite the

t‘(’1]-°‘~’J'-t1g example. Henri Martin's23 paintings, whose facture
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is directly taken from Neo-Impressionism, appeal to the
Public, critics,municipal authorities and the State. In

his paintings the point does not shock. What is more, it

is useless --therefore an obstacle--because Prom dull, grey,
low-key colours he does not receive the benefits of luminosity
and colour which would outweigh the possible difficulties of

the technique., His version of pointillism is accepted at

the Luxembourg and the 18tel de Ville, while Seurat, who
founded the division and painted ;0 many great and majestic
Works, is virtﬁally unknown,( At least in France, because the
Germans, always better informed, have purchased his Models
8nd other important paintings that will some day be exhibited
in the Berlin museum).24

Perhaps with the help of time the public will complete
its instruction. Let us hope that they will then be more
Sensitive to harmony and appreciate the strength of a colour,
Perhaps then they will calmly appreciate beauty and will real-
ize that the most ;ivid colours a paidtei possesses are weak
Compared to those of nature.

At least considerable progress has been made by the
Impressionist ﬁasters. Those who were shocked or who ob-
Jected to their paintings initially now realize that the Mo-
Nets and Pissarros ére in perfect harmony with the paintings
of Delacroix, Corot, Rousseau and Jongkind Prom whom they
have developed. Likewise, perhaps some day the public will
realize that the Neo-Impressionists are the current represent-

8tives of the colourist movement, as Delacroix and the Impress-

10nists were before them in their own time.
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What other painters could more rightly claim to repre-
Sent these two movements ? Not the painters who paint in
black, white or grey; not those whose colour looks like "a
Pile of rotting vegetables " described by Ruskin as the su-
Preme degree of ugliness in c010ur2? and not those who paint
in Plat tints. This is because these techniques are not re-
lated to the principles advocated by the masters that the
NeO-Impressionists follow.

Perhaps it ié easy to paint more luminously than the
NeO-Impressionists, but this leads to discoloration, And it
Mmay be easy to paint more colourfully but that leads to darke
ening, Their colour is located in the middle of the radius
On a chromatic circle that goes from the centre, which is
White, to the circumference which is black. This position
Buarantees the painter a maximum amount of saturation, of
Strength and of beauty of colour. 28

The day will come when it will be discovered how to de-
five more benefits érom the colours currently available to
Painters., Perhaps better materials or new techniques will be
discovered, for example the direct fixation of light rays onto
Sensitive surfaces. But, it must be stated th&t it was the
Neo-Impressionists who knew how to obtain the most luminous
and colourful‘results from the resources currently available,
Next to one of their paintings, despite any other criticisms,
any Painting however great its artistic qualities might be
Would appear dark or discoloured, OF course, wWwe do not want
t0 make the talent of a painter depend more or less on the

lu"‘inOSity and use of colour of his paintings. We know that
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masterpieces can be created using only black and white and
that one can paint colourfully and luminously in a mediocre
way, But, if the pursuit of colour is not all that constitutes
art, then is it not at least one of the most important as-
Pects ? Is not an artist someone who strives to create unity
in'variety through rhythm of tints and tones, and who puts

his knowledge at the service of his sensations ?

6. Recalling Delacroix's adage," Cowardly painting is the

Painting of someone who lacks courage", the Neo-Impression-
ists can be proud of their austere and simple painting. |
And if, better than technique, it is passion that makes art- .
iStsvthey can feel confident; they have the productive passion
Of light, of colour and of harmony.

At least they will not have redone what had already been
done before them; they will have had the dubious honour of
Producing a new style, of expression a personal ideal.

They may evolvé, but always keeping the basis of purity
and of contrast the importance and charm of which they have
Understood too well to ever relinquish. Gradually rid of the
Obstacles of the beginning, the division,vwhich has enabled
them to express their dreams of colour, becomes more Flexible
and expands, promising even more fruitful resources.

And if, amongst them, the artist has not yet emerged who
by his genius will know how to win acceptance of this tech-
RNique, at least they will have simplified his task, This
tri“mphant colourist has only now to appear; his palette has

already been prepared for him. ~
1899, Paris, Saint-Tropez
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FOOTNOTES TO TRANSLATION
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Footnotes
Chapter 1
1
This is clearly in reference to Charles Henry's theories

See Introduction, pp.36-39.

2Eugéne Delacroix, Journal:1822-1863. Signac used the first

1893-95 edition edited by Paul Flat and René Piot. I give
references for the date of the entry and page references from
the most recent French edition, Librairie Plon,1980., Collection
Les Mémorables, ed. André Joubin. In this way the reader

Can confirm the entries in whichever edition he has available.
In my English version, I have transléted Signac's quotes as

he has presented them. In the notes I reproduce the original
French version As well as comments regarding the context of

the quotes and/or any omissions made by Signac.

3

"L'ennemi de toute peinture est le gris." Delacroix,
123333; op.cit.,p.611; Jan 15,1857, also Found in Ibid,p.316;
Undated 1852. ‘

4 ;
"Bannir toutes les couleurs terreuses." Loc.cit,

This quotation was taken from the following passage:;
" Pour repeindre le ‘bras de la Minerve: sur l'ancien fond
COuleur de chair, marqué les ombres avec laque et laque jaune
trés solidement empdtée : peut-8tre un peu de terre verte
dedans, - Teintes de vert et de violet mises criiment ¢a et 1la
dans 1a clair sans le mé&ler, mais suivant-la place: ces
teintes d'une valeur assez‘foncée, pour faire le bord de

l'ombre.m 1Ibid.,p.277-8; May 5,1851.

This quotation comes from a long passage on how to pro-

d“Ce‘variOUS colour effects. The sentence comes from the
BOllOWing s

"... Pour ne éas le faire trop rouge, préparer avec
terre d'ombre, vert emeraude, cobalt, et passer le vermillion
paP‘GESSus; et mieux que vermillion, brun rouge qui fait moins
adrdent; ce ton est le plus sanguine possible pour une ombre

i . , .
Ntense réunissant merveilleusement le vert et le violet :
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"mais il est indispensable de passer l'un aprés l'autre,
et non pas de les méler sur la palette." Ibid.,p.320; Jan
15, 1853,

7

".ss Il est bon que les touches ne soient pas matérielle-

ment Edndues; elles se Eondent naturellement & une dist-

ance voulue par la loi sympathidque qui les a associées.

La couleur obtient ainsi plus d'énergie et d fraicheur."
Charles Baudelair, "Salon de 1859", article first published

in a collection of art criticism entitled 1'Art Romantique

» Paris, 1885 which Signac used. Baudelaire, Oeuvres Comp=-

letes, ed. Claude Fichois, Bruges, Gallimard, Editions de la
Pléiade, 1961. In this instance, pp.1042-3.

" Constable dit que la supériorité du vert de ses
prairies tient a4 ce qu'il est composé d'une multitude de
verts differents. Ce qui donne le défaut d'intensité
et de vie a la verdure du commun des paysagistes, c'est
qu'ils font ordinairement d'une teinte uniforme. Ce qu'il
dit ici du vert des prairies, peut s'appliquer a tous les

autres tons." Delacroix, Journal, op. cit.,p.881;Sept. 23,

1846 ( Supplement to Journal).

O llier en travaillant 1l'enfant qui est preés de la femme
de gaﬁche dan 1'Orphée, je me souvins de ces petites
touches multipliées faites avec le pinceau et comme dans
une miniature, dans la Viérge de Rapha€l, que j'ai vue

rue Grange-Bateliére...'" Ibid.,p.139; March 5,1847,

10"... tacher de voir au Musée les grandes gouaches

de Corrége: je crois qu'elles sont faites A trés petites

touches." Loc., cit.



T110

11
" "On voit dans les tableaux de Van Dyck ( je ne parle

Pas de ses portraits) qu'il n'avait pas toujours la
hardiesse nécessaire pour revenir vivement et avec in-
Spiration sur cette préparation oud la demi-teinte domine
un peu trop. Il faut & la fois concilier ce que Mme
Cavé me disait de la couleur couleur et de la lumiere
lumieére. Faire trop dbminer la lumiére et la largeur
des plans conduit a4 l'absence des demi-teintes et par
conséquent & la décoloration; l'abus contraire nuit
surtout dans les grandes compositions destinées a &tre
vues de loin, comme les plafonds, etc. Dans cette dern~
iére peinture Paul Veronese emparte sur Rubens par la
simplicité des localités et la largeur de la lumieére.

( Se rappeler la Suzanne et les vieillards du Musée, qui

est une legon & méditer.) Pour ne point paralftre décolorée
avec une lumiére aussi large, il faut que la teinte lo-
Cale de Paul Veéronése soit trés montée de ton," Delacradx,

Journal , op.cit.,p.268; Sept. 29,1850. I reproduce this

Passage in its entirety as Signac has borrowed from it for

the next three quotations as well,

12Loc.cit-,Signaé simply omitted Delacroix's reference
to Mme Cavé who according to Joubin's notes was the widow
°f a painter named Clément Boulanger then married Frangois
CaVé, head of the Beaux-Arts division of the Ministry of tle

Interior, p.119,note 2,

13
loc.cit,

15 - .
" Ma palette fraichement arrangée et brillante du cont-

raste des couleurs suffit pour allumer mon enthousiasme,"
From this original sentence Signac has taken the tiny fragment,

"Ma palette brillante du contraste des couleurs."
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cont, This comes from a passage in which Delacroix returns
to the perpetual question of which medium suits him best:
Painting or writing. He concludes by saying that perhaps
if he persisted at writing he would have the same sort of
enthusiasm 'when he saw writing materials as when he saw
his painting materials. Signac has taken a fragment that
expresses the idea of observing contrasts, which changes the
meaning somewhat. Ibid.,p.253;July 21,1850,
16"Loi’générale: plus d'opposition, plus d'éclat."
This sentence fragment comes from a passage on the effects
On the sunset. Delacroix has noticed the contrast that is
more marked between the dark, grey clouds and the bright
Yellow orange sky. Ibid.,p.269;Nov.13,1850

17Unidentified note,

18, Bien que ce soit contre la 1loi qui veut les luisants

froids, en les mettants jaunes sur des tons de chair
violets, le contraste fait que l'effet est produit.”
In this passage Délacroix is referring to an experiment
he made while working on the figures in the H8tel de Ville
in which he put Naples yellow highlights on reddish and

Purplish flesh tones. He also refers to Rubens's Kermesse,

Delacroix, Journal,op.cit. ,p.796; Jan. 5,1861.

19, Quand sur le bord d'un plan que vous avez bien établi

vVous avez un peu plus de clair qu'au centre, vous pron-
Oncez d'autant plus son méplat ou sa saillie. (C'est 1la
surtout le secref de modelé. { I1 s'ensuit qu'avec treés
Peu de choses.dn peut modeler)V Ibid.,p.867, Undated
album ( Supplement to Journal). Signac's omissions within
Parentheses. This passtge refers to how to produce a

Contour, not with black, but by using half-tints.
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20 . . .
"Des trois couleurs primitives, se forment les trois

binaires. Si au ton binaire vous ajoutez le ton primi-
tif quillui est opposé, vous l'annihilez, c'est-a-dire
vous en produisez la demi-teinte nécessaire. Ainsi,
ajouter du noir n'est pas ajouter de la demi-teinte, c'est
salir le ton dont la demi-teinte véritable se trouve dans
le ton opposé que nous avons dit., De 1la, les ombres
vertes dans le rouge. La téte des deux petits paysans,.
Celui qui était le plus sanguin et le plus rouge, des
ombres vertes." Delacroix as quoted by Alfred Robaut

and Ernest Chesneau, l'Ueuvre complet de Eugéne Delacroix

Paris, Charavary Fréres Editeurs,1885,p.387. This is in

reference to the painting Muly-Abd-el Rahaman ( 1845), .

Robaut is citing Delacroix's notes from an album page from
the painter'strip to Morocco. First there is a list of
Clothing with Arab names. Then on the same page a triangle
Of primary and secondary colours with the above notes.

FI‘angoise Cachin in her edition of D'Eugéne Delacroix au

néo-impressionnisme, Paris, Hermann,1978, maintains that

Signac must have consulted this notebook at the Musée Condé
4t Chantilly since it was not published until 1913, This
is certainly possible, but Signac might well have taken

the quotation from Robaut since according to Cachin, it

Was one of his sources.

The meaning of the passage is primarily that it is
Preferable to change colours with half-tints rathervthan

by adding black.

1 . .
"Dans Véronése, le linge, froid dans l'ombre, chaud dans
le clair."” These notes are taken from Delacroix's notes on

Nis Salon du Roi mural. Delacroix, Journal,op.cit.,p.837,

Undated notebook, (Supplement to Journal),

22
Unidentified note.
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23
"C'était au soleil couchant: les tong: de chrome, de

laque les plus éclatants du c8té du clair, et les ombres
bleues et froides outre mésure." Delacroix, Journal,op.cit.,
P.269; Nov. 3,1850. Signac somewhat modified this quote

Which comes from just before the passage cited in note 16.
However Delacroix does mention the law of opposition as being

- responsable for the brilliance.

2
4Unidentified note.

5"J'ai observéela méme chose avant-hier sur la place
Saint-Sulpice, ou un polissoﬁ était monté sur les stat-
ues de la fontaine au soleil: l'orangé mat dans les clairs
1es viclets les plus vifs pour le passage de l'ombre

qui s'opposaient au sol..," J0urna1,op.cit.,p.SQl}Sept 7,1856.

Signac took a sentence fragment from the above passage in
Which Delacroix is referring to how flesh tones are varied
in colour as compared to inert matter and how flesh only
h?S its true colour in the outdoors as opposed to inside a
Studio, Signac appears to have taken the sentence fragment
that appealed to him and consequently changed the meaning
°f the sentence. He probably would not have wanted to ad-
Vocate working only outdoors.

26, Reflets: Tout reflet participe du vert; tout bord

de 1'ombre, du violet." Ibid.,p.610;Jan., 13,1857, This
Comes from Delacroix's notes for his prospectiye " Dict-

l0nnaire des Beaux-Arts". Signac modified it somewhat.

27 -
"Le terreux et 1l'olive ont tellement dominé leur

COuleur, que la nature est discordante a léurs yeux ,
avec ses tons vifs et hardis." Ibid.,p.816jundated
Notes, according to Joubin,1829 ( Supplement to Journal).
This certainly would have appealed to Signac in the light

°f criticism of Neo~-Impressionists,
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28 -, - . .
"... 1a peinture paralitra presque toujours plus grise

qu'ellen'est, par la position oblique sous le jour."
Ibid., p.316; undated 1852. This sentence comes immediate-
ly after the sentence already cited in note 3. Delacroix
is referring to a painting hanging on a wall when the light
in that position makes it appear greyer than it is, there-
fore the painter must compensate for it by using more

brilliant colour.

29 - . .
"Il paraitra ce qu'il est effectivement: terreux, morne,

et sans vie,-- Tu es terre et tu redeviens terre."
Ibid.,p.691; Nov.13, 1857, This extract comes from a large

| eéntry concerning the brilliance of Rubens' and Titians flesh

tones which Delacroix felt must have been mixed from the most

DPrilliant colours. He goes on to compares them with David.

He implies that if you compare David to Rubens and Titian,

the former will appear somber.

301oc.cit.

31The actual quote was: " Il faut de toute nécessité, que

la demi-teinte, dans le tableau, c'est-4-dire tous les tons

€n général soient outrés." As seen in note 28, this is in
reference to the protlem of paintings losing colour when

h“ng and receiving light; thus the tones should be exaggerated.

32Lbc. cit.

33_I__lg_i_q.,p.90-91;July 20,1824, " La grénde affaire, c'est
d'éviter cette infernale commodité de la brosse. Rends
Plut8t la matiére difficile a travailler comme du marbre:

Ce serait tout a fait neuf.- Rendre la matiére rebelle pour
la Vaincre avec patience." )

This is the young Delacroix writing td himself to be patient,

Persevere and be diligent.
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4
3 "Les jeunes gens ne sont entichés que de l'adresse de

la main. I1 n'y a peut-&tre pas de plus grand emp&che~

ment a4 toute espéce de véritable progrés que cette manie
universelle & laquelle nous avons tout sacrifié."

Delacroix-Baudelaire, Lettres de Eugéne Delacroix, Paris,
Burty, 1880,t.11,p.211. '

35] Dans des otjets od l'on sacrifie au style avant tout),le
beau pinceau libre et fier de Vanloo ne méne qu'a des a

Peu preés: le style ne peut résulter que d'une grande re-

cherche," - Delacroix, Journal,op.cit.,p.139;March 5,
1847, According to Joubin in his notes to Delacroix's
Journal, the painter groups all 18th century painters together
uﬁder the word " les Vanloo" in reference to the large
family of Flemish painters who worked in France, Jean

BaPtiste,Carle', Louis and Michel van Loo were the most
famous.

36Since the next eight guotations are from Delécroix's
Passage on the brushstroke or the " Touéhﬂ_ I will repro-~
duce most of the original passage from which Signac has
taken the quotétioné but changed the sequence,

" Touche. Beaucoup de maitres ont evité de la faire sentir,
Rensant sans doute se rapprocher de_la nature qui effect-
iﬁéhent n'en présente pas. La touche est un moyen
Comme un autre de contribuer a rendre'fa pensée dans la
Peinture . ~Sans doute une peinture peut-8tre treés belle
Sahs montrer la touche, mais il est puéril de penser qu'on
se rapproche de l'effet de la nature en ceci: autant-
Vaudrait-il faire sur son tableau de véritables reliefs
colorés, sous prétexte que les corps sopt saillants!

Il1'y a dans tous les arts des moyens d'éxecution adopt-
- és et convenus, et on n'est qu'mn connaisseur imparfait
quand on ne sait pas lire dans ses indications de la pen-

'~ 8€e; la preuve; c'est que le vulgaire préfére a tous les
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6
cont.
"autres les tableaux les plus lisses et les moins touchés

et les préfére a cause de cela. Tout dépend au reste,
dans l'ouvrage d'un véritable maitre, de la distance
commandée pour regarder son tableau. A une certainedist-
ance la touche se fond dans l'ensemble, mais elle donne

4 la peinture un accent que le fondu des teintes ne peut
produire...

s +oQue dira-t-on des maitres qui prononcent séchement

les contours tout en s'abstenant de la touche? Il n'y

a pas plus de contours qu'il n'y a de touches dans la
nature. JI1 faut toujours en revenir & des moyens con-
venus dans chaque art, qui sont le langage de cet art...
ees Si l'on se prévaut de 1l'absence de touche de certains
tableaux de grands maitres, il ne faut pas oublier que
le temps amortit la touche...

... Beaucoup de ces peintres qui évitent la touche avec
le plus grand soin, sous prétexte qu'elle n'est pas dans
la nature, éxagérent le contour qui ne s'y trouve pas

d'avantage." ‘ Delacroix, Journal,op.cit.,pp.611l=

61Z; Jan 13, 1857 ( Essais d'un Dictionnaire des Beaux;Arts).

37Loc.cit.

58Loc.cit.

391oc.cit. This note is probably in reference to Ingres.

40loc.cit.

41loc.cit..

42"Le temps redonne a l'ouvrage, en effagcant les touchés

aussi bien les premiéres que les derniéres, son ensemble
definitif." Unidentified note, probably an altered

citation from Delacroix.
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43JOurnal,op.cit., p.612-13;Jan.13,1857, See note 35,

4
4 L'influence des lignes principales est immense dans
une composition." Ibid.,p.121;Jan. 25,1847, This quot=-

ation begins a Journal entry in which Delacroix compares
two hunting scenes by Rubens and how the one is made more
effective by its composition and lines.
45"Lu, en déjeunant, l'article de Peisse qui examine
en gros le Salon et qui recherche la tendance des arts
4 présent. Il la trouve trés justement dans le pittor-
esque, qu'il croit une tendance inférieure. Oui, s'il
n'est question que de faire de l'effet aux yeux par un
arrangement de lignes et de couleurs, autant vaudrait
dire: arabesque..."”" Ibid., p.348;May 20,1853. Signac

has Oonly taken a segment of a sentence from this passage.

46

" BEn tout objet la premiére chose & saisir pour le

rendre avec le dessin, c'est le contraste des lignes

Principales". Ibid.,n.866; undated notebook. ( Supple~-
Ment to Journal). . Delacroix discusses the merits of " 1la
Justesse de 1'oeil” in this passage. He cites Wilkijie as

haVing this quality. He writes that an artist needs to

know the lines by heart, and not concentrate on details but
°n the ensemble. Signac simply uses this to support Neo-
Impressionist line theory. ‘

47

" Admirable balancement des lignes dans Raphadl!"

léii'apol36; Feb. 26,1847. Delacroix attributes Raphael's
Success to this quality.

" Une 1igné seule n'a pas de signification; il en faut
une seconde pour lui donner de l'expression. Grande loi.
Exemple: Dans les accords de la musique une note n'a pas

d'exDression, deux ensemble font un tout, exprimant une



T118

cont. .
" idée." Delacroix, Journal,op.cit.,p.866; undated. ( Sup-

Plement to Journal). Signac altered his version somewhat

and by doing so obscured the meaning,

49
" La composition offre a peu prés la disposition d'une

- Croix de Saint-André..." Ibid.,p.121; Jan. 25,1847. The
end of this sentence was: " with a hippopotamus in the middle.
This comes from the same passege as note 44 in which Dela-
Croix ompares the two hunting scenes of Rubens. Signac
Probably chose this sentence because it deals with lines

and composition.

50 L Sy a4
"(mais) si, & une composition déja intéressante par

le choix du sujet, vous ajoutez une disposition de lignes
qui augmente l'impression ..." Ibid.,p.348; May 20,1853,
This sentence comes immediately after the quotation in note
45. The end was:
"+e. un clair-obscur saisissant pour l'imagination, une
COouleur adaptée aux caractéres, vous avez résolu un pro-
bléme plus difficile, et encore une fois vous 8tes sup—v
erieur: c'est l'harmonie et s combinaisons adaptées a
un chant unique." ’
Here Signac has only chosen the segment of the passage that
SPpeaks of lines, Further on he quotes the entire sentence.
" La ligne droite n'est nulle part dans la nature,"
lﬂi&.,p.sog; Sept.20,1852, 1In this Journal entry with the
heading " sur l'architecture"”, Delacroix discusses how
Man as an architect does not directly imitate nature but
MOdifies and beautifies his habitat whereas anlmals slmply
Tely on their instinct.
52, .
Jamais de paralléles dans la nature, scit droites,

$0it courbes." Ibid.,p.867; undated. ( Supplement to
Journa1 ), -
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53 I1 y a des lignes qui sont des monstres: la droite,

la serpentine réguliére, surtout deux paralléles,"”

loc., cit.
e etceestpea et strmimarotet®

5 : . .
4Once again, this is clearly in reference to Henry's

theories, op.cit.

55Unidentified note,

36, La couleur n'est rien, si elle n'est pas convenable
au sujet et si elle n'augmente pas l'effet du tableau

par l'imagination." Journal, op. cit.,p.318;Jan,2,1853.

57}2&9.,pp.348—49; May 20,1853, See note 50 for repro-
duction of original. In this instance Signac includes it
in jits entirety.
58".}. Une conception, devenue compbsition, a besoin de
se mouvoir dans un milieu qui 1lui soit particulier. Il y a
évidemment un ton particulier attribué A une partie quel-
conque qui devient clef et qui gouverne les autres. Tou
le monde sait que le jaune, l'orange, le’rOuge, inspirent
et représentent des idées'de jéie, de richesse,de gloire
et d'amour." Baudelaire, " L'Oeuvre et la Vie d'Eugéne

DelaCroix", first printed in L'Opinion Nationale in 1863,

later appeared in Curiosités &sthéti ques, 1868, and Signac
COnsulted it in 1'Art Romantique, 1885, op. cit. It may
be found in QOeuvres Complétes, op.cit., p.1120,

59 ' 5
" Je vois dans les peintres des prosateurs et des poeéetes;

la rime(,) les entrave(s), le tour indispensable aux vers
et qui leur donnent tant de vigueur est l'analogie de 1la
Symmétrie cachée, du balancement ( savant) en méme temps
©t inspiré qui régle les rencontres ou l'écartment des
ligneS, les taches, i1eur rappel de couleur ( ce théme

€st Facile a démontrer,) seulement, il faut des organes
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cont,

" plus actifs et unesensibilité plus grande pour dist=-
inguer la faute, la discordance, le faux rapport dans les
lignes et des couleurs ( que pour s'aperg¢evoir qu 'une rime
est inexacte et 1l'hémistiche gauchement ou mal suspendu)."”

Delacroix, Journal, op.cit.,p.163, Sept.19th,1847. The par-

éntheses indicate Signac's omissions. In this passage Dela-
Croix is comparing the two mediums of painting and writing and
‘Comes to the conclusion that it is more difficult to distin-
Buish visual errors of line and colour in painting than it is
to detect errors in the style of poetry. Signac, by omitting
the last sentence and several punctuation marks, has changed
the meaning from a comparison to a proclamation worthy of a
Ne°~Impressioﬁist; that it is necessary to have greater sen-
Sitivity in general and that one needs a system of restraint.
I have translated Signac's version in order to give the sense
he gave, For example; Signac'é version: rhyme restrains versus

the original; rhyme, restraints,

60
Delacroix as quoted by .Baudelaire in " L!Oedivre et~ la"

Vie d'Bugéne.Délacroix",og.cit., Baudelaire Oeuvrestomplétes,
22;2&1-,p.1119. The "nature is but a dictionary" quotation

18 famous. Once again, from a Neo-Impressionist standpoint

Bature ig but a dictionary to be consulteéd, as opposed to the

ImDPessionist who attempts to copy everything as he sees it,

61 ~
"ess d'ailleurs la Nature est loin d'8tre toujours int-

' @ressante au point de vue de 1'effet de l'ensemble. Si
chaque detail offre une perfection ( que j'appellerai in-
imitable, en revanche) la réunion de ces détails presente
Tarement un effet équivalent A celui qui reste dans l'ou-
Vrage d'un grand artiste ( du sentiment de l'ensemble et

de 1la compogition." Delacroix, Journal,op.cit.,p.366;

Oct, 12,1853. The parentheses indicate Signac's omissions.

hig Complements the previous citation,

62
"L'art du coloriste tient évidemment par de certains
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2cont.
" "ec8tés aux mathématiques et & la musique." Baudelaire,

Oeuvres Complétes, op. cit.,p.1120-21;~This was a°popular

theory in Signac's time as well. Signac used frequent
Musical references in his writing and during a short period,
in his paintings. Charles Henry wrote on the connections

Detween music, colours, and mathematics.

6 ' . :

Su Science: de la nécessité pour l'artiste d'&tre
savant., Comment cette science peut s'acquérir indépend-
amment de la pratique ordinaire." Delacroix, Journal,

Oop. cit., p.616,Jan. 13,1857,

64 Ce qui donne tant de finesse et d'éclat a la peint-

ure sur papier blanc, c'est sans doute cette transparence
qui tient A la nature essentiellement blanche du papier...
(1'¢clat des Van Byck et ensuite des Rubens tient beaucoup
sans doute au blanc de leurs panneaux) Il est probable
que les premiers Vénitiens peignérent sur des fonds trés

blancs, " Ibid.,p.165; Oct. 5, 1847,

65 , , o
"Cadre,bordure: -~~~ Il peuvent influer en bien ou en mal

Sur l'effet du tableau. L'or prodigué de.-nos jours,

Leur forme par rapport au caractére du tableau."

6. . .
Unidentified note.

67

" Faire a Saint-Sulpice des cadres de marbre blanc

autour des tableaux (... ensuite cadres de marbre rouge
Ou vert, comme dans la chapelle de la Viérge, et le fond
du tout en pie rre avec ornements en pierre, et imitant l'or,
COmme les cuivres dorés de la mé@me chapelle.) Si on pouvait

faire des cadres en stuc blanc." Journal,op.cit.,p;221;Feb.

14,1857, Signac simply took the first and the last sentence

OFf the Paragraph. As Joubin's note points out, the existing
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67cont.
frames are an imitation gold trompe-l'oeil so the painter

Mmust have changed his mind.. For Signac's purposes, this
quotation supports the Neo-Impressionist practice of
including a white or a complementary-coloured frame rather

than gold. Seurat first used this device in 1885,

68-Baud'elalire, L*Art Romantique,op.cit. , Oeuvres Comp -

pleétes,op.cit.,p.1119, The sentence immediately preceding

the citation:

"‘Il n‘avait pas besoin, certes, d'activer le feu de son
‘imaginatioﬁ, toujours incandescante; mais il trouvait
toujours la journée trop courte pour étudier les moyens
d'expressioh." Then Baudelaire elaborates on the
Painter's colour research, his conversations with colour
theorists, and compares him to Leonardo da Vinci as an ex~

Perimenter.

-6 .o .
9, Pour le dire en passant, je n'ai jamais vu de pal-

ette aussi minutieusement et aussi délicatement pré-

Parée que celle de Delacroix: Cela ressemblait a un

" bouquet de fieurs savamment assorties." Ibid.,p.1120,
Signac merely took the last sentence. MHe must have apprec-
iateq the similarity of this description to the Neo-Impress-

ionist palette.

" Cette couleur est d'un science inéomparable, il n'y a
Pas une seule faute,(--et néanmoins, ce ne sont que tours
de force--tours de force invisibles & 1l'oeil innattentif,
car l'harmonie est sourde et profonde:)La couleur, loin
de perdre son originalité cruelle dans cette science nou-
Velle et plus compléte, est toujours sanguinaire éf terr-
ible, Cette .prépondération du vert et du rouge plait a

NOtre &me." Baudelaire, " Salon de 1845" in Curiosités

Eiiﬁéiigggg,og.cit.,p.7; Oeuvres Complétes,op.cit.,p.816.




T123

71Idem., "Salon de 1846" in Curiosités Esthétiques,op.cit.,

P.7;0euvres Complétes, op.cit.,p.881.

"On trouve dans la couleur l'harmonie, la mélodie et le

cContre-point."

7 . .
2Char1es Blanc, Grammaire des arts du dessin, 2° ed., Paris,

1870, p.602-7, Blanc, during his first term as director of
the Beaux-Arts,( see Introduction, pp.34-6.) was responsible

for Delacroix being chosen to decorate the Saint-Sulpice.

731bid.,p.607 and 613.

” ,
‘Ibid.,p.611.

7
5Ernest Chesneau, Introduction to 1'Oeuvre complet d'Eug-

&ne Delacroix by Robaut,Paris, 1885, p.xx.

The exact quotation was as follows:

"(D'un seul coup d'oeil) il avait surpris un des plus
8rands secrets de la puissance de Constable, secret qui ne
S'enseigne pas dans les écoles et que trop de professeurs
ignorent eux-m8mes: c'est que, dans la nature, une teinte
qui semble uniforme est formée de la réunion d'une foule
de teintes diverses, perceptibles seulement pour 1'oeil

qQui sait voir." |
Signac's version was slightly modified in this instance.

".+I1 avait surpris un des secrets que l'on n'enseigne

Pas dans les écoles.." Later he reproduced the entire

Passage. See Chapter 2, note 2.

2 |
Théophile Silvestre, Les Artistes Francais, Paris, 1878,
P. 41,

Silvestre made a copy of Delacroix's Journal in 1853,

at the painter's request and after his death went to copy the

Master's other agendas, see Joubin,p.5, notes to Journal,op.cit,
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Translator's note: the word in French is Chronom@tre

80 I have translated it as“chronometer"rather than inter-

Preting it to be chromom&tre, an instrument for measuring

degrees of colour.

8Silvestre, Les Artistes Frangais,gg,cit.,p.42.

791oc..cit.

'Soloc.cit.

81Eugéne Véron, Bugéne Delacroix,Paris,1887,p.125. Véron

(1796-1867) was a childhood friend of Delacroix's . IHe wrote

Les M&moires d'un Bourgeois de Paris ,1853~1855 for which

Delacroix provided notes. See Joubin's notes to Delacroix's

Journal, pp.359.
8
®Ibid.,pp.125-6.

831bid.,p.128.

4"Ce tableau n'en est pas un, c'est une vraie tartouillade.,"

&ggiggup Universel, May 18,1822, ( E. Delécluze) Btienne-Jean

Deléciuze ( 1781-1863)was originally a painter who studied
With David, and received a medal at the Salon of 1808, Later
Ne turned to art criticism and became the defender of the
8cademic tradition. Thus his attack on Delacroix's Dante

4nd Virgil of 1822,which was cited by Tourneux in Euglne
Qiligggii,Paris, Librairie Renourd, 1886, was in defense

°f the school of David. See Joubin's notes to Delacroix's

i&&gggi,og.cit.,p.525-

SPaul Landon ( C.P.),Annales du Vusée et de 1l'Ecole

2derne des Beaux-Arts, Paris, 1828,I, p.87. Landon (1760~

1826) Was a painter and author of numerous articles on

Museums and artists. Delacroix mentions him in his Journal,
2P:cit.,p.446; Aug.1,1854.
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8 | s
6"D" ( unidentified author)Observateur des Beaux-arts,

May 8,1828.

" C'est plut6t la bonne volonté que le talent qui manque

a4 M, Delacroix; il ne compte comme progreés que ceux qu'il

fait dans le mauvais golit et l'extravagance."

871oc.cit. Scheffer, Henri ( 1798-1862)was a student at
GUépin's atelier along with Delacroix. He was known for his
historical and genre paintings. Champmartin, Charles-Henri
Callande de (1792-1883) was also at the atelier. He was
Particularly known for his portraits, he painted one -

Of Delacroix in 1840,

8J0urnal des artistes et des amateurs ,1829,

Anonymous commentator, Journal des artistes, Oct. 20,

1844, Also cited in Tourneux,Eugéne Delacroix,op.cit.

.9 .
' OLgbonstitutionnel , 4april 11, 1844. This anonymous

rticle also concerned the Piéta.

1Anonymous, Journal des Artistes,Oct. 20,1844, This

feflected Signac's concern for Neo-Impressionists' receiving

COmmissions to do murals.

92 .
Alfred Nettement, Po&tes et artistes contemporains,

) .

lar18,1862. The comparison with Chapelain's Pucelle refers
t0o an immense epic poem written over a period of thirty
Years jp the 17th century which was a resounding_failure

and ridiculed by the critics of the day including Boileau.
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Footnotes to Chapter Two

1Guérin, Pierre Narcisse (1774-1833) was a follower of
David. Delacroix's uncle Riesener introduced his nephew to
Guérin who had a studio. Delacroix was to meet many of .his

life-long painter friends in this studio.

2This anecdote about the modification of_the Massacre

Oof Chios after seeing Constable's work was first related

and published by Frederic Villot in the Revue Universelle

des arts, t.IV,1856,p.209-305, Delacroix does mention
Constable in his Journal and on two occasions he mentions
the Massacre of Chios as well,( Nov.10,1823 and June 20,1821,

These comments are quoted by Signac, see footnotes for this

Chapter nos.4 and 6.

3Chesneau‘,’introduction to E'Oeuvre complet d'Eugéne

Delacroix,op.cit.,Signac has already quoted this in Chapter

1, note 75, however in this instance he has reproduced the

entire quotation.

4w Vu les Constable.( C'était trop de choses dans un

jOur). Ce Constable me fait grand bien." Delacroix, Journal,
9p. cit.,p.88; June 19,1824. The parenthese indicate Signac's

Omissions.

5"Ce jour, j'ai été voir ‘Regnier chez qui j'ai revu
Une esquisse de Constable: admirable chose et incroyablel"
Ibid.,p.41; Nov. 9,1823.

6Ibid.,p.881; Sept. 23,(1846). ( Supplement to Journal).

Signac has quoted this in Chapter 1, footnote 8.

7Delacroix,'letter published by Théophile Silvestre in
Les Artistes Ffrancais,p.87. Gericault, Théodore ( 1791-1824)

First studied with Vernet then with Guérin. He was a great

influence on the younger painter as can be seen in his
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7cont. Raft of the Medusa, 1819, Louvre, for which

Delacroix posed. Delacroix regarded him very highly and
Was saddened at his death. See Delacroix, Journal,op. cit.,

P, 50; Jan. 27,1824,

8Gérard, Baron Frangois ( 1770-1837)was first a pupil of
David and later a rival. He was famous for superficial por-
traits, Girodet,Anne-Louis ( 1767-1824) was also a pupil
David and he won the prix de Rome in 1789. Later David
Was to disapprove of him and Gérard because of their tendency
tOWArds Romanticism. Lethiére, (1760-1832 ) was another

minor student of David's.

9Prud'hon,Pierre Paul ( 1758-1823)first worked as an
engraver in 1780. In 1784 he won the Prix de Rome. He later
Was the drawing master to both of Napoleon's empresses.
Delacroix was to write an article on him that appeared in

the Revue des deux mondes, Dec.l1st,1846. See Joubin's notes

to Delacroix's Journal,page 127,note 4. Gros,Baron Antoine
Jean ( 1771-1835) was another pupil of David in 1785, His

MOost famous work is the Pest House of Jaffa ( 1804,Louvre)

in which Napoleon is depicted almost as a saint. This
tendency away 'from Classicism made him a pre-Romantic

Painter, although he remained friends with David.

OF1e1d1ng, Thales and Newton were English painters who
llVed near Delacroix. Delacroix met them through his friend

Souljer ( who had spent his childhood in England).

1lBoningt0n,Richard Parkes ( 1801/2-28) was an English
landscape painter who was trained in France. He was a
Student of Gros in 1818. He returned to England in 1825 anl
1827, He also did genre paintings and occasionally portraxts

1ncludlng one of his Ffriend, Delacroix.
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12’1‘urner,Joseph (1775-1851), for informatiqn on Signac
and 1urner see Introduction,pp. 44=5, Delacroix recalled
Meeting Turner for the first time in his Journal,(op. cit,

bP. 504;March 24,1855) when he had lived on Quai Voltaire

(1829-1835) and that:" Il me fit une médiocre impression:
il avait l'air d'un fermier énglais, nabit noir, assez
grossier, gros sou.iers et mine dure et froide."

On another occasion Delacroix wrote that all the great

English artists,including Lawrence, Turner and Reynolds

Were: " entachés d'exagération, particuliérement dans lreffet,
qui emp&8che de les classer parmi les grands malftres."

Jdournal, op.cit.,p.762;Feb.8,1860. Thomas Lawrence (176%-1830)

and David Wilkie ( '1785-1841) were primarily known for their

POrtraiture and genre painting. Although it is undeniable
that Delacroix was interested in English painting, Signac

has perhaps over-emphasized‘their influence on Delacroix.

13ThéOphile Silvestre, Les Artistes Francais,p.41. Signac

Omitted Silvestre's reservations: " Il s'était mis en t&te

( a2 tort ou a raison),...

1 .
4Ibid.,p.41.

15

" Observez,(je vous prie) que la couleur générale des

tableaux de Delacroix participe aussi de la couleur

Propre aux paysages et aux intérieurs orientaux,"
Baudelaire, L'Art Romantique,op.cit.,p.29; Oeuvres Compleéetes,
22;223.,p.1132. The remainder of the passage describes how
DelaCroix’s colour gives the sensation of an "‘intertropical"
Country or a huge diffusion of iight.

16
Bourgeois,

17 .. ‘
Cited by Blanc, Les Artistes de Mon Temps ,Paris, 1876,

P.77

*
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18 .
Adolphe Thiers," Salon de 1822" in Collection des

articles illustrés du Constitutionnel,Paris,1822, Baudelaire

quotes this article in his " Salon of 1846", Oeuvres Completes,

op.cit., p.885. The original sentence was:

" Le pinceau est large et ferme, la couleur simple et
v%@ureuse, quoique un peu crue.”
The article was complementary and Baudelaire goes on to say
that at the time Thiers' editor must have thought he was
insane to defend Delacroix so early in his journalistic
Career. Signac has simply taken the "un peu crue'" segment
Which makes the statement negative. Thiers (1797-1877) later

became president of the republic in 1871.

19
This quote attributed to Gérard may be found in

Baudelaire's " Salon of 1846" (©op.citp.887), in the following
Passuge:
" Ce fut devant cette peinture, ou quelque temps apreés

devant les Pestiflrés de Scio ( je mets pestiférés au

lieu de massacre, pour expliquer aux critiques étourdis

les tons des chairs si souvent reproches) que Gérard
lui-m&me, qui, 4 ce qu'il semble, était plus bomme d'esprit
que peintre s'écria: " un peintre vient de nous 8tre revélé
mais c'est un homme qui court sur les toits!""~=Pour courir
sur les toits, il faut avoir le pied solide et l'oeil
illuminé par la lumiére intérieure."

Nonetheless in E. Moreau-Nelaton's Delacroix raconté par

i&i;mémg ,( Paris:1916)p.64 it appears that Gérard actually
liked the painting in question. Delacroix himsell in his
J\olif_gi]; ( Aug.19,1824 9pcitp,91) writes that he was invited
to dinner by Gérard and that he received " éloges les plus
flatiteurs " from him. Signac probably took the quote from
Delacroix.

Also, in this instance " courir sur les toits" could
Very well mean take risks or attract attention which is the

Eeneral impression Baudelaire has given it when he groups
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19cont.
Thiers and Gérard together as being correct about Dela-

Croix. Signac has interpreted it in a derogatory way.

2OAttributed to Gros by Charles Blanc, Les Artistes de

Mon Temps,op.cit.,p.35. Delacroix makes no mention of this

in his Journal.

21As Cachin points out in her edition of D'Eugeéne Dela~

Croix au néo-impressionnisme,op.cit.,p.?78 ,notel7., this pass-

age is closely inspired by Blanc's descriptive analysis of

Delacroix's colour in this particular painting. However

8s she points out in her introduction, this analysis has

been contested‘by Lee Johnson  in Delacroix, London,1963,

Who maintains that Delacroix's use of Chevreul's theories

Was exaggerated by Silvestre, Blanc and subsequently Signac.
" It is unfortunate that Blanc's and Signac's analysis

of thz Femmes d'Alger cannot be taken as reliable evi-

dence that Delacroix was influenced by scientific theory, '
because both authors falsify the colours to create comp= »
lementary contrasts where they do not exist." (p.69)
As fPar to my knowledge, Johason has not changed his opinion.
A careful analysis'of the painting in question reveals many
elaborate interplays of colour, but as to whether Delacroix
Was actually applying a system might be conjecture., 1In
View of Signac's prior interpretations of Delacroix, it

is altogether possible that he exaggerated the: contrasts.

22Signac is probably referring to Delacroix’'s intérest in the
Moral aspect of colour,voiced on several occasions,‘and in
Particular during his contact with Baudelaire.‘ On one
Occasion, in speaking about some murals by Le Sueur ( 1616-
55), painter who imitated Raphaél in later life,

".. Contre l'opinion vulgaire, je dirais que la couleur
@ une force beaucoup plus mystérieuse et peut-&tre plus
Puissante; eileagit poﬁr ainsi dire & notre insu, Je

Suis convaincu méme qu'une grande partie du charme de



22 cont.

“Lesieur est du a sa couleur..*" Journal,op.cit.,p.279;
June 6,1851,

2
3The Death of Pliny and Socrates and his familiar Demon

Wwere parts of the decorations of the Palais Bourbon , first
Commissioned in 1838 and‘finished in 1847,
‘Revolutionaries of Tangier,1838. The reception of Abd-el

‘Rahman,1845,T0ulouse.

24Signac knew these works well as can be seen in such

sketches after Delacroix as Heliodorus chased-from the temple

(c.1900) therefore his account of the mural's condition
is probably true.

25This is in reference to Signac's first visit to
Chevreul, the scientist being 97 at the time. Several years
¥8Fer, Signac and Charles Angrand were to visit the elderly
Scientist again for advice only to discover Chevreul was
Senile when he told themto visit his pupil Ingres, who had

died in 1857. Incident related in Rewald, Le Post-Impress—

ionnisme, op. cit., p. 53.

-26Attributed to Delacroix by Théophile Silvestre, Les

Artistes Francais ,og.cit.,p.43. Delacroix expressed similar

Sentiments in his Journal entry for Jan. 13,1857 ( og.éit,p.

616): "eeeo Il est peu d'artistes, et je parle de ceux qui
méritent véritablement ce nom, qui ne s'aperqoivént; au
milieu ou déclin de leur carriére, qQque le temps leur
manque pour apprendre ce qu'ils ignorént.." Signac has

already quoted from the beginning of this passage.

27 La lumiere colorée, qu'il avait obtenue dans les

chairs de ses peintures décoratives en les zébrant de vert

et de rose décidés ..." was the original French,
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27 cont.

Charles Blanc, Grammaire des arts du dessin,Paris, 1870,

p.6’4, Translator's note: I have translated this as

pronounced , presuming this to mean a definite pink,

28Charles Blanc cites a similar anecdote in Idem,p.610.

Footnotes for Chapter Three

1Thirty years later Signac was towite a biography of
Jongkind, ( Jongkind,Paris,Crés,1927), a painter he held in

great esteem. In Signac's own Journal,(op.cit,III,p,.56;May

16,1899) he speaks about speaking a Jongkind exposition
at Durand-Ruel's gallery, and calls him the " precurseur
des Monet, Renoir, dgs Pissarro", Unfortunately this work
Was unavailable for consultation, See Introduction to this

edition, page 51.

2Gustave Courbet (1819-1877) and Camille Corot (1796-1875)
dig indeed have an important role immediately preceding
Impressionism primarily because of their portrayal of
nature and also modern life. As to their direct influence,
let us simply cite Monet painting by Courbet's side at '
Etretat in 1869. Courbet could be said to be more"Impress-
ionist" when painting by the sea, his palette was lighter
and he captured mor2 atmosphere effects. Corot advised
Pissarro, Monet and Berthe Morisot. Although Renoir's debt
to Delacroix is obvious especially in his later career,
the influence of Courbet during his early years cannot be

Negated as Signac does here.

3Henri Fantin-Latour (1836-1904) remained independent of
4ny one movement although he had contact with many of them.

He was mainly known for single and group portraits and
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flower paintings. His Hommage & Delacroix (1864,Paris)

included all the artist's admirers groujed around a self-
portrait of the master, it was exhibited at the 1864 Salon.

His Atelier de Batignolles ( 1870, Paris, Jeu de Faume)

grouped Manet's admirers around him in a similar fashion.

4Signac's source is presumably Pissarro. See Introduction
p. 44.

5Ibid.

6Jules Laforgue, notebook written around 1881-1882
and first published by Fénéon under the title " Posthumes"
in La Revue Blanche,dApril 15,1896,p.248 and later in

Mélanges Posthumes , Paris, 1903,

7Signac has presumably4given 1874 because of the 1st
Impressionist exhibition in 1874, however this is not nec-
essarily accurate. Some of all three artists' paintings
before 1874 contain no earth colours, for example Monet's

Régates a Argenteuil,c.1872,Paris, Jeu de Paume,

8After Pissarro's "defection" from Neo-Impressionist ranks

Signac never managed to comprehend or appreciate the older
artist's work. Although he maintained contact, Signac esp-
ecially disliked Pissarro's return to " mud" as he termed it

and considered that Pissarro had lost all the qualities of

a colourist. Signac, Journal,op.cit,,III,p.43.

Signac's note:

"A pigmentary mixture is a mixture of colours/matters,
4 mixture of coloured substances. An optical mixture is
a mixture of colours/lights, for example: the mixture of

differently coloured rays of light in the same place on
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a screen. A painter does not paint with light rays, but in
much the same way a physicist is able to recreate the pheno-
menon of optical mixture with the aid of a disk with multi-
coloured segments that revolves rapidly, a painter creates
the same effect by the juxtaposition of small multi-coloured
strokes. The eye will not isolate the coloured segments

or strokes whether on a rotating disk or on a caavas seen
from a distance. The eye will simply perceive the result

of the colour's light-- or in other words, the optical
mixture of the colours of the segments or the colours of

the strokes."

Translator's note; I have translated the French couleurs-

matieres into colours: matters for lack of a closer word.

This passage is most probably from Chevreul.

1OAttributed to Monet by Gustave Geffroy, La Vie Artist-

ique,3® series, Paris,1894, p.9. The exact quotation
was$
" J'aimerais peindre comme l'oiseau chante, aurait dit

un jour Claude Monet."

11Signac does not identify the source of this quotation.

Footnotes for Chapter Four

lSignac's note: The last Impressionist exhibition in-
Cluded Marie Bracquemond, Mary Cassatt, Degas, Forain, Gauguin,
Guillaumin, Berthe Morisot, Camille Fissarro, Lucien
Pissarro, Odilon Redon, Rouart, Rouart, Schuffenecker,
Seurat, Signac, Tillot, Vignon, Zandomeneghi. It was held

from May 15-June 15 at 1,rue Lafitte.
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Footnotes to Chapter Four continued -

2In addition to La Grande Jatte,( Chicago,Art Instute

Seurat exhibited five paintings including the Bec du Hoc

(1885,London, Tate Gallery,Dorra and Rewald cat. no, 153)
Fort Samson(1885, lost during WWII, RD cat. nol57) , Rade

de Grandcamp (1885, New York, Rockefeller Collection,RD cat,

no.154. Signac exhibited 15 works, including his Appr8t-

euses et Garnisseuses mentioned earlier, several seascapes

of Brittany, Passage de Puits-Bertin (1886, New York,
MOMA), Gazometres de Clichy ( 1886, Melbourne,N.G. of Victo=-

ria) and others.

3Translstor's note: I have translated the French " sinon
bien acueillis" as " fairly well received", however Signac's
version of this is questionable. It would be stretching the
truth to say this unless he had specified Fénéon or the

relative few who admired the technique from the beginning.

4The term chromo-luminairist was most probably found

and used for the first time by Fénéon in his review entitled

"L'Impressionnisme aux Tuileries" for L'Art Moderne, Sept.

19,1886 and which appeared the next day in La Vogue. See also

Fénéon, Au~-dela de l'Impressionnisme,op.cit.

5Théodore Duret, Les Peintres Impressionnistes, Paris,

1878, reedited in Critique d'avant-garde,Paris,1885,p.68.

" L'impressionniste s'assied au bord d'une riviere..
campe son chevalet, peint ce qu'il a devant lui, sans
souci d'arrangment ou de composition et voila un chef-

d'oeuvre."

Signac cites this passa e in reference to Monet's Cathedrals

and in his opinion , their lack of composition. He begins

this quotation with the statement: " Nous ne pouvons plus
nous contenter du tableau qui, il y a vingt ans, Eaisait

écrire 4 Duret--" Journal,op.cit.,I,pl22;May 21, 894,
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6., . . . ~ , .
This is yet another reference to Charles lenry's theories

Without mentioning Ilenry himself.

7Pissarro was to abandon the movement in 1890, feeling
the method placed too many restraints on his spontaneity.
Signac never overcame his bitterness over Pissarro's des=-
ertion and it is reflected in his own Journal entries
in which it is nearly impossible to find a positive remark.
On one occasion 3Signac is asked if he is Pissarro's student,
and Signac replied that Pissarro was their student,

see Journal , op.cit.,III; Dec.25,1898, 1In this treatise

however, Signac manages to be quite diplomatic about

Pissarro's departure.

8Signac has certainly glossed over the facts here.
The fact remains that neither Renoir nor Yonet wanted to
exhibit with the newcomers which was the cause of a dispute

between the painters.
98ee Introduction to this edition,pp.11-~12.

Orpis is probably in reference to, among other things,

a famous text on painting by Zambul Zade, a Turkish poet of
thelate 18th century. This text was passed around in Symbo-
list circles of the day. Seurat had made his own copy

Which Signac later kept. Fénéon sent a copy to 1'sArt Mod-

erne in Brussells who published it under the title " Preceptes”

July 10,1&87. Gauguin also had a copy and it was published

in his posthumous writings: Avant et Aprés,Paris,1923,p.35.

Rewald mentions Seurat having Gauguin's copy of this man -

SCript. ( Le T'ost-Impressionnisme,op.cit.,pp.98~99.)

1
1Chevreul, Op.cit.

2 . . ‘
Daniel Humbert de Superville, Essai sur les signes
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inconditionnels de l'art,op.cit. See introdyction
to this edition, p.39. '

13O-.N. Rood, Modern Chromatics with Applications to Art

and Industry, New York, D.Appleton and Co, 1879; 1st Brit-

ish ed; London, C. Kegan and Co,1879. The French edition

Wwas entitled Theorie scientifique des couleurs et leurs

applications a l'art et a l'industrie,Paris, German Dailliére
and Cie,1881.

14H. Helmholtz , L'Optique et la peinture published in

the same edition as E. Briicke Principes scientifiques des

Deaux-arts, Paris,German Bailliére et Cie,1878, Bibliotheéque

scientifique internationale series.
1SSeurat made an attentive study of Delacroix's work
as his notes and sketch show:

" Vu des Convulsionnaires de Tanger., Le drapeau est vert

avec une tache rouge au centre(...)Cette petite té&te est
une merveille. Les ombres et tout le resté, haché et
vibrant. Les pommettes, les ombres du turban. C'est
l'application la plus stricte des principes scientifiques
vus & travers un personnalité."

Althiough these notes were unpublished‘when Signac was

Writing his treatise, he knew them well because Fénéon had

them, Rewald, Seurat,op.cit.,p.33.

16Robert Herbert, Seurat's Drawings, Phaidon Press,1964,

17See introduction to this edition, for a discussion on
Signac's version of this point, '

183.K. Huysmans, L'Art Moderne,l'aris,1883; reprint

edition, L'Art Moderne/Certains,op.cit.,p.236.

Signac is referring to Huysmans' review of the Independants'
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cont,
1881 exhibition in which he expressed his reservations about
a certéin'pastel of Boulevard Rouchechouart by Pissarro in
Which:
"...L'0eil de l'artiste n'a plus saisi les dégradations
et 1es‘nuances, et s'est borné a mettre brutalement en
pratique la théorie que la lumiére est jaune et l'ombre
violette, ce qui fait que tout le boulevard est absolu-
ment noyé dans ces deux teintes."
Huysmans mentions Pissarro's new formula several times
Which might well have led young Signac to such a conclusion,.
For example:: ‘
" Cl'est la nbuvelle formule, cherchée depuis si long-
temps et réalisée en plein..."

19See colour chart for reference.

2OThese were Du Soleil au Pont d'Austerlitz,Rue Caulain-

court and wo others that were not included in the catalogue
Probably because they arrived too late. See Cachin's edition

of D"Edgéne Delacroix au néo-impressionnisme, op.cit.,p.312,

I have been unable to further identify these paintings.

2lyokusai (i7so-1849) and Hiroshige (1797-1858) were
two Jépanésé artists wWho were well known to connoisseurs
0f Japanese prints in 19th cehtury France:Signac himself
admiréd'Japanese art -as can be seen in some of his works,
Such as his portrait of Fénéon. - They were particularly
admired qu'tﬁeir asymetric compositions and flat bright
colours, " . | ” |

'22Delacroix, Journal,op.cit.,p.163;Sept.19,1847,

Already-cited'above,see Chapter 1, mnote 58.
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Footnotes for Chapter Five

1Perhaps Signac meant in an " expressive" way such as
the way in which Vincent Van Gogh used the technique with

"haloes" around the figures.See Rewald, Le Post-Impressionn-

isme,op.cit,,p.36.

2Whereas Jongkind's facture might be interpreted in this

way, Fantin-Latour's is more doubtful.

31 am unable to identify the paintings to which Signac

is referring.

4Perhaps such works as La Mer Vue des Falaises,Prés de

Falcamp,1881, private collection.

5Perhaps the Féte Arabe & Alger,1881, Paris, Jeu de PFaume,

for example.

6This is particularly observable in such works as Le Golfe
de Marseille Vu de L'BEstaque,1883-1885, laris, Jeu de Paume,

in which the colour is fragmented and seems to vibrate. Here

Cézanne models with colour.

7.
Signac's words here:
" La division, c'est un systéme complexe d'harmonie",une

esthétique plutdt qu'une technique. Le point n'est qu'un

moyen." Or as he wrote in his Journal,op.cit.,p.267;
April 14,1897: |

“"La division est plutdt une philosophie qu‘un systéme."

8Jules Christophe, " Seurat", Les Ilommes d'Aujourd‘'hui ,

no,368, March-April. 1890. Reproduced by Rewald in Seurat,op.

Cit.,p.122.
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The critic in question here is probably Geffroy as

seen in Signac's Journal,op.cit.,pp.125-6; Aug. 6th,1894,

" Lecomte me rapporte que Ueffroy a dit de mon tableau:
'Ah non, on n'a pas des tacnes comme cela sur la figure 1
C'est toujours la méme chose; ces critiques ne veulent

pas voir le bénéfice de la division et n'en remarquent

que le mauvais c8té. C'est aussi imbécile'que s'ils se
plagaient entre la grosse caisse et le trombone pour

entendre une symphonie."

10Théodule Ribot (‘1823-1901) may be considered a pre-

curseur of Manet because of his thick facture of a pre-~
dominant black élong with bright colours. He paiﬁted
mainly genre paintings and portraitsof common people.
11James Abbof Macneil Whistler ( 1834-1203) was born
American and then went on to London and Paris., After being
refused at the Salon of 1860 he moved to England. Whistler's
grey that Signac is referring to, is his predominant of F~
White seen inmny of his works. "

12Eugéne Carriére ( 1849 - 1906)was taken prisoner

during the war in 187C where he saw some of Rubens' work

in Dresden which inspired him. His paintings are predominant-
ly brownish mist, He did several famous jportraits including
Verlaine,1891,Louvre. ' -

13Delacroix, Journal,op.cit.,p.253;July 18,1850, alsc

P.625;Jan., 25,1857. This sentence may be found on two
Occasions in which Delacroix is reflecting on tie follow-
ing gentence from an article by his friend Mme Cavé.

" Dans la peinture et surtout dans le portrait, C'est
l'ésprit qui barle a 1'ésprit et non la science qui
parle a la science."

Signac has taken an excerpt from Delacroix's observation on
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lscont.

on the sentence.
" Je me suis dit cent fois que la peinture, matérielle-
ment parlant, n'était qu'un pont jeté entre l'ésprit du
peintre et celui du spectateur. La froide exactitude
n'est pas l'art: l'ingénieux artifice quand il plait

et qu'il exprime, est l'art tout entier."

16Album notes reproduced by B. iiron, Bugéne Delacroix

sa vie, ses oeuvres, Paris, 1865, p.405,.

17

Delacroix, Journal, op.cit.,P.624; Jan. 25, 1857. Acc=-

ording to Joubin's notes Delacroix is citing Byron but

Signac modified it somewhat; the original French was:
" 11 en est de mé&me des poétes comme des tableaux. Ils
ne doivent pas &tre trop finis: le grand art est l'effet,
n'importe comment on le produit."”

18Signac dig .not identify the source of this quotation,

Same sentiment as expressed in Signac's Journal passage

cited above in this chapter, note 49,

Pierre Puvis de Chavannes was mentioned on numerous
Occasions by Signac in his Jo&rnal. See note 27,Introduction,.
The problem of outside light overpowering a wall decoration
if painted too low-key was taken up by Signac in his Journal,
op.cit., pp.35-36; Dec. 16,1898, with regard to some murals
by Vuillard. In Signac's opinion tley did not create enough
light, | |
21Sig,nac had to deal with this problem 2 years later when
he was doing a mural For the City Hall of Asniéres, in ‘
Which he had to cut é,landscape of the Seine around five

Windows and three vaults. Cachin, notes to D'E.D. au néo-Imp,
p' 126.
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22Fénéon, "Signac" in Les llomMmes d'auhourd'hui ,no.37Z3,

1890, reprinted in Au-dela de l'impressionnisme,op.cit.,p.117.

The entire passage is as follows:

" M. Paul Signac put créer les exemplaires spécimens d'un
art a grand développement décoratif, qui sacrifie l'anec-
dote a l'arabesque, la nomenclature a la synthése, le
fugace au permanent, et ( dans les f8tes et prestiges)
confére a la nature, que lassait & sa réalité précaire,
une authentique réaliteée.”

The parentheses indicate Signac's omission.

Footnotes for Chapter Seven

1Charles Blanc, Grammaire des arts du dessin,op.cit, ,p.
613.

2Ibid.Blanc is citing frowm an article from the Revue

des Deux Mondes by :ddalbert de Beaumont. I was unable to

locate this article or identify its author.

3H.E. Cross died in 1910 before finishing this transe

lation. Signac was to complete it during WWI but it remained
unpublished . See preface to this translation for more
information. Presumably, it was through his friend Cross

that Signac came across Ruskin,

450nn Ruskin, The Elements of Drawing, The Works of John
Ruskin, edited by E.T. Cook and A. Wedderburn, London, Allen
and Unwin ,1904. 4th ed., Ist ed.1857, Vol XV,"On Colour",
P.2147.

5Delacroik, Journal, op.cit.,pp.91-92; July 20, 1824,

Signac has already quoted this, see Chapter 1, note 33.



T143

6Ruskin, op cit.,p.149.

7Ibid.,p.147. = '

81bid.,p.149.

Y1bid.,p.147.

101bi4.,p. 148,

11ybi4.,p. 152,

12ybid.,p.151. ( Ruskin's footnote).

131bid.,p.151.

141pi4.

1516¢c. cit.

161pi4.,p.152.

17Robe}'t de la Sizeranne," La Religion de la Beauté; une

€tude sur Ruskin,”" La Revue des Deux Mondes, March 1,1897;

Pp. 169~190. Prior to this, Signac has quoted directly from
4 French translation of Ruskin, so I have simply gone to the
Original English version after verifying there were no changes.
Now however, Signac's source is Sizeranneé's article on Rus-
kin in which the author either quotes directly, paraphrases
Or comments on Ruskin. Signac attributes all three to Rusk-
in in his text. To clariEy‘this Sizeranne's words have been

underlined in the text.

’

18 ,
Signac attributes this to Ruskin, but this is Sizeranne,

op.cit.,p.190, Therefore this is my translation from the
Frencn.

19 ‘
Ibid.,p.192. Same comment as note 18.
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¥1bid. ,p.279.

301pid. | p.279 -80.

31Ibid., p.282. Signac has omitted the beginning of the

passage: " In fresco-painting, and in scene painting for

the theatre, most extensive use is made ol this principle.

3‘zloc.cit,

Footnotes for Chapter Eight

The EBducation of the Eye

lSignac is referring to the Guide Joanne to London which

was edited by Elisée Reclus in 1860. The commentary on
Thrner is a quotation from Louis Vardot:" S'il est puéril
de lui réfuser tout talent (...) il n'est pas moins
puéril de porter.l'admiration démésurée qu'ont excitée
ses bons ouvrages jusqu’'aux derniéres oeuvres de sa vieill=-
esse ou le parti pris dégénére finalement en véritable

folie." See Cachin's notes to D'E.D. au néo-impress-

ionnisme,op.cit.,p.143,note 1,

2Unidentified quotation.

3Unidentified quotation but very similar to J.K. Huysmans
remarks on the "indigomanie" that afflicted many of the:

Impressionists, according to him. L'Art Moderne,op.cit;

L'Art Moderne/Certains ,op.cit.

4GustaVe Geffroy, La Vie Artistique,op.cit.
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20Ibid.,p.192. Same comment as note 18.
21Sizeranne indicates this as being from Ruskin, see Ibid.,
P.190, but does not identify the quotation, therefore this

is my translation from the French,

22Sizeranne, op.cit.,p.190. Same comment as note 18.

231bid.,p.193.

24Ruskin as cited by Sizeranne,op.cit.,pl193. It may be

found in Ruskin's Elements of Drawing, op;cit.,p.152=3.

25Sizeranne,-og cit.,p.194, He continues to say that the

new schools of Patris and London may treat Ruskin as old-fas-
ioned but that he had defended several .eternal principles be=-
fore anyone else had; 1. In 1854 Ruskin advocated painting
'directlylfrom nature, before Realism. 2. Ruskin said that
Pure colours and extreme tints must be used in Points, and

" 3. He said that landscapes should be painted from nature,
thus pre-dating the practice of Impressionism. However,
Sizeranne does not specify where Ruskin has done this, The
fa;:t that no information on Sizeranne is available is per-

- hapsg indicative of the quality of his scholarship.

26O.N. Rood, Théorie Scientifique des couleurs et leurs

~igglicétions a4 l'art et & l'industrie,op.cit. This was the

French translation used by Signac. I give references for

the recent facsimile English edition Modern Chromatics,

Van Nostrand Reinhold Co., n.d, I am reproducing the original

- Bnglish after verifying there were no major changes.

27Rood, Modern Chromatics,op.cit.p,.v=-vi,

28 Ibid.,p.276-7.
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5The Rose-Croix group that Signac is referring to here
was a mystical, idealistic, spiritual and religious association
founded by one "Sar" Mérodack Josephin Péladin in 1891 and
financially assisted by Count Antoine de la Rouchefouca.1ld,
who also had dealings with the Neo-Impressionists. Signac
considered this sort of painting unworthy of the name. See

Rewald, Le Post-Impressionnisme, op.cit.,pp.284,320-21,.

6Charles Blanc, Les Artistes de Mon Temps:Eugéne Delacroix,

Paris,41876,p.62. Almost identical to what is said in his

Grammaire des arts du dessin, op.cit.,p.602,. Signac:-likes the

comparison of colour to music as he writes in his Journal ,
°p.cit.,p.101; Aug.25,1894,

", ,.Pour moi, un jaune et un bleu sont deux teintes;
un bleu foncé et un bleu clair sont deux tons. Do,Ré..
sont des teintes, do diése, ré bemol sont des tons de do
et de re."

On another occasion Signac compares piano finger exercises
to Chevreul's colour wheels to exercise the eyes.(Dec.3,
1894, p.109.)

*

7Charles Blanc, Les Artistes de Mon Temps, p.64,

loc.cit.

QO.N. Rood, Modern Chromatics, 1879, Preface,pp.v-vi,

1OThéophile Silvestre, Les Artistes Francais, op.cit.,

P.41,
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l1Charles Blanc,Grammairs des arts du dessin; -D.cit.p607,

12, . . , .
v Qnrnest Chesneau, referring to Delacroix's painting of
the chapel of the Saints-Anges at Saint Sulpice, in L'Art,

1882,

13J. Ruskin, The Elements of Drawing, " On Colour", p.

147,

14Delacr0iX, Journal , op.cit.,p.867; ( Supplement)

15 :
Gavarni as quoted by the Goncourt brothers-in Gavarni,

l'homme et l'oeuvre ,(1873), p.362 and 363. In reference to

the exhibition of 1855 in which Delacroix exhibited 35 paintings.

r P »o . ot y ! "
.
T'he original French version uses slightly stronger words

" Ctest du barbouillage du paravent... ¢a tient du torche -cul

et du papier de tenture; puis la-dessus des gens qui viennent
parler au bourgeois du supernaturalisme de ¢a... Nous sommes

vraiment dans le Bas~Empire du verbe,dans le pataugement de

la covleur."

163. and J. Goncourt La pJeinture a l'exposition‘de 1855

( Paris, 1855),p.38.



T148

17Delacroix, Journal . Unidencticdied guote.

Signac also uses tihis phrase in his own Journal ( see op.cit.
p.109; Dec. 3, 1894) in reference to the teaching of colour

in the schools.

18This is cited by Tourneux, Bugene Delacroix , Faris:

Librairie Renouard, undated p.69, as having been said by
Delacroix to Théophile Silvestre at the 1855 exhibition in

response to criticism.

19Delacroix, Journal, op.cit.,pp.604-5;Jan. 15,1857, This

passage was in reference to Ingres and his followers:
" Je sais bien que cette qualité de coloriste est plus

fdcheuse que recommandablé ( aupreés des écoles modernes
qui prennent la recherche seule du dessin pour une qualité
ef qui lui sacrifient tout le reste.)" |

Then Signac ends this passage with a quote already cited .

( Journal ,op.citP.163;Sept.19,1847. Already cited above in

Chapter 1, Note 57)

20 . ,
Letter from Delacroix to Baudelaire, published by

Burty, Lettres de EBugeéne Delacroix ( I’aris,1880),p.269.

This letter was in response to a favourable article 3audelaire
had written about the decoration at the Chapelle des Saints-

Anges (Saint Sulpice). See Jdaudelaire, Oeuvres Complétes,

op., cit. ,pp.1108-1109, "i*eintures Murales d'Bugéne
Delacroix & Saint Sulpice." ( First appeared in Revue

K

Fantaigiste in 1861, later reprinted in L'Art Modernme, op.cit .

.)
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ZlJules Bastien-Lepage ( 1848-84) was known‘primarily for

portraiture and genre paintings. lilis style was considered
very modernistic by the general public in the 1880's. lle was
Wwhat might be termed a " faux-naturaliste'", or a painter

who imitated naturalism 20 years after its debuts., I have
unable to identify the exhibition in question,

22g. Véron, E. Delacroix, Pairs, 1887,p.125.

23Henri Martin (1860-1943 ) was an artist who used
pointillism without observing the contrast,as Signac stated
in his Journal, op.cit.,II,p.268; April 22,1898;

" Jtétais désolé des premiéres salles des Indépendants—- ,
mais franchement celles du Salon sont encore plus navrantes.
Henri Martin et Cladel nous ont pillé. Ils passent maint-
enant pour les inventeurs du ‘'pointillisme'. Est-ce
bien la peine de diviser pour le faire inutilement, avec
de la merde, sans bénéfices?"

Martin had received several large commissions for murals which

further aggravated Signac.

24 This is in reference to the Germans. buying Seurat's

paintings of which Signac notes in his Jouirnal, First he

mentions les Poseuses being offered for 880 Fr which he

Wwould like to purchase but does'not have any place to put it.
Then he mentions Meier-Graefe, a German art critic buying
Le Chahut , and putting it in a speciall& designed room by
Van de Velde. Dec 29th,1897, a German collector bought
some of Seurat's wate}colours from Signac and mentioned an
exhibition in Berlin. Signac is impressed by his knowledge
of French art., Then on Jan,2,1898,0p.cit., p.272, he wrote:
" M, Kessler vient de me revoir. Je lui lis uns ﬁértie
de mon manuscrit, et la logique de notre défense semble
l'intéresser.~-~I1 vient d'acheter, sur mes conseils, les
Poseuses, qu'il a payées 1,200 francs. Voici donc que

deux des principalés oeuvres de Seurat sont possédées



T150

24continued

"par des Allemands.-~Ici on ricane; eux ils étudient

sérieusement et comprennent,--~Les Poseuses chez de

Kessler, Le Chahut chez Meier-Graefe! De Kessler éspére,
d'ici quelques années, pouvoir faire entrer les Poseuses

au musée de Berlin,"

25Unidentified by Signac, but one of his favorite
expressions on colour: " tas de légumes pourris',
26

See Cclour chart,

27Delacroix, Journal,op.cit.,p.43;Dec. 23,1823,

Signac has taken this sentence from one of Delacroix's early
Journal entries in which the young artist is determined to
continue paiﬁting regardless of his poverty, and painting
the way he wants:
n".,, Faisons tout avec tranquillité; n'éprouvons d'émo-.
tions que devant les beaux ouvrages ou les belles actions.
Travaillons avec calme et sans presse. Sit8t que 1la
sueur commence a me gagner et mon sang a s'impatienter,
tiens-toi en garde. La peinture lache est la peinture
d'un lache."” '
This passage, full ofrthe young Delacroix's noble sentiments,
is a very appropriate choice for Signac to close his treatise

with. In true propaganda style , D'Eugéne Delacroix au

néo-impressionnisme ends on a triumphant note.
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