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From Bibi Hunting to the Black Venus :

Rouault’s Ubu Colon"

Shinji GOTO

Introduction

Ubu colon [Ubu the Colonist] (exhibition cat. no.31) (fig. 1) is one of the
largest works of Georges Rouault (1871-1958) on display in this exhibition. The
black man, the designation I shall use in this paper for a man born in Black Africa,
is falling down on desolated, reddish-brown earth.” Trying to raise his body, his
widely out-stretched left arm grasps at the air while the other arm is pressed on his
chest as in a gesture of self-defense. The extremities are revealed and he wears
nothing but a loincloth. Only the left eye and teeth shine out grotesquely. Is he
surprised at something or in the throes of death?

From behind, a man who appears to be a colonist approaches with a helmet on

his head and a rifle at his back. He is cool and collected in the knowledge that the

1) This paper is a translation of the catalogue text of the exhibition “Georges Rouault pour
Ubu” held in Panasonic Electric Works Shiodome Museum from 10 April to 13 June 2010.
It was translated by Saori Nakamatsu (a graduate student at Seinan Gakuin University,
International Studies Department) under Shinji Goto’s supervision, with assistance from
Cynthia Daugherty (lecturer at Seinan Gakuin University, Foreign Language Department). I
extend my special thanks to them. The figures in this version have been increased from 11
to 25.

2) Although we could interpret the reclining figure to be that of a woman, it is regarded here
as that of a man or even as a representation of the Black African of the French colony itself.
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fig. 1 Georges Rouault Projet pour Ubu colon [Project for Ubu the Colonist] ca.1917,
74X104 cm, Oil and detrempe (gouache, China ink, and pastel). Private
collection. Exhibition cat. no.31.

black man will panic. His approach is that of a hunter ready to entrap his prey.
This image of a white man looming over a struggling black man reveals the absolute
power imbalance between them. Even for those ignorant of the relationship
between the two, it is easy to imagine how the story continues.

At this point, I would like to offer more explanation for the meaning of this title
Ubu colon. The original title was Projet pour Ubu colon [Project for Ubu the
Colonist]. However, since this exhibition’s second chapter examines various
“Projets”, we omit “Projet pour” from the titles. In brief, this work is not a portrait
of Ubu colon ; rather it is one of the designs that Rouault prepared for the writer
Amboise Vollard’s (1866-1939) plays Ubu colon and Ubu aux colonies [Ubu in the
Colonies] in 1917. Considering these circumstances and the image displayed, we

may ask what is the black man trying to do?
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1. Iconography for the image of a reclining man with a raised arm

Before analyzing the details of Ubu’s text, I shall first consider the iconography
of the reclining man with a raised arm.

The image of a reclining nude woman with her arm raised and body fully
exposed to allure the “beholder” into the picture was established as a symbolical
complicated meaning in history of art with Giorgione’s Sleeping Venus (ca. 1510-11)
(fig. 2). Needless-to-say, male figures are not exempt from this treatment as for
example in Anne-Louis Girodet-Trioson’s Le sommeil d’Endymion [The Sleep of
Endymion] (1791) (fig. 3). Similar treatment is also found in the Asian tradition of
Buddhist statues of Nirvana, or Brahmanist and Hindu nude statues. In the
nineteenth century, Paul Gauguin painted 7e arii vahine (La femme du Roi) [The
King’s Wife] (fig. 4) during his stay in Tahiti where he creolized himself and
criticized the degradation of western civilization. Comparing Gauguin with Rouault,

it is important to recognize that both represent the “other”. The idea of the

fig. 2 Giorgione Sleeping Venus ca.1510-11, 108.5X 175 cm, Oil. Geméldegalerie, Dresden.



fig. 3 Anne-Louis Girodet-Trioson Le sommeil d’Endymion [The Sleep of Endymion]
1791, 198 X261 cm, Oil. Musée du Louvre, Paris.

fig. 4 Paul Gauguin Te arii vahine (La femme du Roi) [The King’s Wife] 1896,
97 X130 cm, Oil. Pushkin State Museum of Fine Arts, Moscow.
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reclining colored woman in front of the mango tree could have come from the works
of Lucas Cranach, Edouard Manet, or the relief in Borobudur’s Scene of the Jatakas.”
However, the gesture of raising or lowering the arms does not always express
provocation or autonomy. Buddhist Nirvana scenes or Christian scenes of the
Descent from the Cross and the Pieta are examples of works where this depiction of
the arms does not denote either provocation or autonomy.

A deeper comparison of reclining figures is needed to advance the analysis. [
classified such figures into three types. Type A includes reclining figures whose
arms are not raised ; type B includes reclining figures with an autonomously raised
arm ; and type C includes reclining figures with a heteronomously raised or hung
down arm. For each type, I present three paintings. For types A and B, I have
selected one by Gauguin and two by Rouault; for type C, I present two works by

Moreau since I could not find two from Rouault’s oeuvre to illustrate type C.

A=Gauguin La perte du pucelage (L’éveil du printemps) [The Loss of Virginity
(The Awakening of Spring)]” (fig. 5)
Rouault Mon doux pays, oii étes-vous? [My sweet land, what has become of
you?] (1927, etching and aquatint, Miserere 44)
Rouault Images tragiques ou sereines... [Tragic images or serene images...]
(fig. 6)

B=Gauguin Te arii vahine (La femme du Roi) [The King’s Wife] (fig. 4)
Rouault Odalisque (fig. 7)
Rouault Ophélie [Ophelia] (1932, gouache, OP. 1297)

C=Moreau Saint Sébastien soigné par une sainte femme [Saint Sebastian Being

Tended by Saint Women]” (fig. 8)

3) Gauguin, Galeries Nationales du Grand Palais, Paris, 1989, cat.215, pp.388-389.

4) Ibid ., cat.113, pp.202-204.

5) Pierre-Louis Mathieu, Gustave Moreau : Monographie et Nouveau Catalogue de 1I’(Euvre
Achevé, ARC, Paris, 1998, cat.131, p.314.



fig. 5 Paul Gauguin La perte du pucelage (L’éveil du printemps) [The Loss of Virginity
(The Awakening of Spring)] 1891, 90X 130 cm, Oil. Chrysler Museum of Art,
Norfolk.

fig. 6 Georges Rouault Images tragiques ou sereines... [Tragic images or serene images...]
1932, 13.5X28 c¢cm, Gouache. OP.1307.
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fig. 7 Georges Rouault Odalisque 1907, 63X97.5 cm, Watercolor and pastel.
Kunstmuseum, Basel. OP.320.

fig. 8 Gustave Moreau Saint Sébastien soigné par une sainte femme [Saint Sebastian Being
Tended by Saint Women] ca.1869, 20.8 X24.8 cm, Oil. Musée du Louvre, Paris.



Moreau Pieta (1882, watercolor
and gouache, Musée du Louvre)®
Rouault Le juste, comme le bois
de santal, parfume la hache qui le
frappe [The just, like sandalwood,
perfume the axe that strikes them]

(fig. 9)

As the selection of images to
illustrate each type is somewhat
arbitrary, the conclusions may not
totally convince the reader. However,
it is clear that whether or not the arm
has been lifted or lowered (either
autonomously or heteronomously), the
gesture represents life and death. In
this context, life is the constructive

instinct to Eros and death is the

fig. 9 Georges Rouault Le juste, comme le bois
de santal, parfume la hache qui le
frappe. [The just, like sandalwood,
perfume the axe that strikes them.] 1926,
58.5X42.2 cm, Etching and aquatint.
Miserere 46.

destructive instinct to Thanatos. We can say that the raised and lowered arm

represent the flash-like situation when Eros and Thanatos cross and exchange.

However, the expression and posture of the black man in Ubu colon is more

extraordinary and requires something other than the analysis above as an explanation.

6) Ibid ., cat.311, p.203, p.374.
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II'. Bibi hunting

At first reading, it is easy to misunderstand the text of Vollard. The conditions
described in Les Réincarnations du Pére Ubu are beyond imagination. Most of the
stories sound like casual talk from Pere Ubu or exaggerated and verbose tales.
Thus, it seems to be a piece of fiction written by Vollard. Moreover, the concerned
parties like Rouault or André Suarés commented unfavorably on it; and art
historians like Frangois Chapon have not treated Les Réincarnations as a literature
because Vollard’s text is subsumed by the phenomenal creativity of Rouault’s images.

However, after rereading the text and investigating the French government’s
policy toward colonization in nineteenth century, it became clear to me that even
though there are no official records, for example on control through ‘“alcohol,
pebbles and dynamite”, the stories relayed in the text, even the jokes, were based on
facts. Moreover, this text was written to be deliberately paradoxical to evade
attention from the authorities during and after World War 1. That is to say, “good”
has been exchanged for “bad” and “justice” for “injustice”. Vollard declared with
gags and satire that the “malevolence” in the democratic suzerain (the Republic of
France) had became a political “benevolence” in the French colony in Africa. He
also exposed that it had even been recommended or connived for African to be
succeeded.

Another feature of Vollard’s text is that characters from the animal world, such
as a mouse, mongoose, snake, monkey, hen, and lamb, make appearances. Like
Aesop’s Fables, these characters are allegories for various types of people or races.
However, these matters were not commonly understood, especially by people who
were outside French culture. Thus, the text is difficult to decode. As a result,
some French people, like Rouault who knew the actual negative circumstances
during the colonial period would not talk about the content of Les Réincarnations.

That is to say, on one hand Vollard was a loyal French citizen as an art dealer,



publisher, and writer ; but, on the other hand, he had a positively anti-colonialist
outlook as a Creole born in the French colony : fle de La Réunion in the Indian
Ocean.

Considering these circumstances and the fact that Rouault’s imagery has not
always been influenced by Vollard’s text, I reread La politique coloniale and Les
problemes coloniaux devant la Société des Nations in Les Réincarnations to locate
potential image sources for Ubu colon. (The details are mentioned in the descriptions
and notes in the first and second chapters in the exhibition catalogue.) My search led
me to “La chasse aux Bibis” [The Hunting of Bibis] as the source for the image.
The story appears in the beginning of the fourth section La chasse aux électeurs of

Les problemes coloniaux devant la Société des Nations.

The President of the League of Nations : What do you do when there is a shortage
of electors in a colony, Pére Ubu?

The Pére Ubu: We will go and find new electors in their original countries. This
would be a big plan for the Bibis Hunting. “Bibi” is the name
used for the uncivilized blacks. We have our way of catching them
in a trap.

The President of the L.O.N.: What do you use as bait, Pére Ubu?

The Pére Ubu: This (displaying a bottle of alcohol). We invented bottles with a
secret to its stopple so that they can be used repeatedly. We made
it harder than coconuts because blacks can cut them off with their
teeth as easily as crabs climb up a coconut palm.

The President of the L.O.N.: What method do you use to transform the Bibis into
cognizant electors?

The Pére Ubu: Once we catch the Bibis, we dole out cheap denatured alcohol
which they love to drink. In this way, we rapidly and inexpensively

obtain a steady supply of excellent electors. (A member of the L.O.
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N. is taking note.)

The President of the L.O.N.: Pére Ubu, why don’t you transport the excess of
electors in civilized countries to other countries that have a lack of
electors?

The Pére Ubu (vividly) : That should not be done because, as Mr. Barrés has said in
his fine book Les Déracinés, black people are not fond of moving

and it undermines their dignity of all electors, cognizant or not.”

“Bibi” was the name for captured blacks around the East Coast of Africa during
the slave trade and thereafter. Moreover, it was a discriminatory term with
connotations of ugly and ill-favored people or barbarians.” The word “elector”
relates to “bon électeur” [good elector] which refers to white and black people who
had been bribed into approving the French government’s colonization.

We could say that the image of Ubu colon represents the hunting of Bibis.
The figure in the picture received the wine which was prepared as bait. The phrase
“bottles with a secret to its stopple” must refer to a corked bottle of French wine.
The black man succeeded in opening it but gets completely drunk and behaves
shamefully.” Considering this situation, a standard interpretation like the one I
presented in the previous chapter is not sufficient for this picture.'” If this is the

case, “Bibi hunting” could be considered a kind of slave hunting or trade which

7) Vollard 1932, pp.49-50.; Morel 1994, pp.318-319.; Les Réincarnations du Pére Ubu.
Translated into Japanese by Hiromi Ishikawa, 2004. It is not a coincidence that
L’administrateur colonial [The Colonial Administrator] (exhibition cat. no.9) has been
inserted into this part in Les Réincarnations.

8) Morel 1994, p.366, note 39.

9) The black man appears to be holding something tightly to his chest, perhaps a bottle of
wine.

10) As there is a bullet wound in his left side and a straight line like a spurt of blood, the
black man could be sinking down to ground as a result of a snipe by the colonial soldier.
Previous interpretations give this reading. However, the colonial soldier who is approaching

with rifle at his back does not match this reading.



fig. 10 Georges Rouault Le charmeur de serpents, étude pour la
gravure sur bois en couverture des Réincarnations du Pere
Ubu [The Snake Charmer, Etude for a Wood Engraving on
the Cover of Les Réincarnations du Pere Ubu] 1920-29,
18X21 cm, Detrempe (oil, ink, and pastel). Private
collection. Exhibition cat. no.101.

became known as “elector hunting” after the abolition of slavery. The white
colonists could no longer scheme to create conflict between two tribes, so they
caught the “uncivilized” blacks by the alcohol and “civilized” them.

One of the animal allegories in Vollard’s text can also be related to Bibi.
Snakes were often drawn as a symbol of “Bibi”. In addition to two wood
engravings of Les Réincarnations in this exhibition (wood engraving cat. nos. 1 and
18), there are four drawings which have the snake motif (exhibition cat. nos. 67, 68,
74 and 101) (fig. 10). La charmeur de serpents [The snake charmer] could be
viewed merely an Orientalist motif (fig. 11) if we miss the metaphor. However with
deeper understanding, “The Snake Charmer” can be seen as an allegory of the West

itself which charms the Bibi who is symbolized by a snake.'”
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fig. 11 Jean-Léon Gérdome Le charmeur de serpent [The Snake Charmer] 1880,
84 X122 cm, Oil. Sterling and Francine Clark Art Institute, Willamstown.

II. Removing the colonist, inserting “The Black Venus”

I would like to turn to another of Rouault’s works (fig. 13), a mirror image of
Bloc de bois gravé non utilisé dans Les Réincarnations du Pere Ubu [Engraved
Woodblock not used for Les Réincarnations du Pére Ubu] (exhibition cat. no. 77).'?
It is clear that this picture shows the next scene of Ubu colon. The colonist,
holding a rifle, is now stands on the hill and ready to close in on the black man as if
in a “chase”. The Bibi shamefully falls to the ground and the colonist who looks
down him with coercive glare. In Les Réincarnations, there is no other picture

representing the obvious power differences between the ruler and the subject.

Certain realities of colonization are hidden.

11) The iconography of the snake is rare in Rouault’s work and the idea probably comes from
Hercule et I’Hydre de Lerne [Hercules and the Lernaean Hydra] (fig. 12) of Moreau.
Mathieu 1998, cat.176, p.69 ; p.129.

12) A variant wood engraving colored with pastel and chalk is exhibited (exhibition cat.
n0.96).



fig. 12

fig. 13

Gustave Moreau Hercule et I’'Hydre
de Lerne [Hercules and the Lernaean
Hydra] ca.1875, 142X 168 cm, Oil.
Musée Gustave Moreau, Paris.

Georges Rouault, A mirror image of
wood block Bloc de bois gravé non
utilisé dans Les Réincarnations du
Pere Ubu [Engraved Wood Block not
used for Les Réincarnations du Pere
Ubu] ca.1920 (engraved by Aubert
ca.1929-30), 29.8X20.5X23 cm,
Wood  block. Private collection.
Exhibition cat. no.77.
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The black man is still shown keeping his arm up, and he is also probably drunk
and unable to move. Curiously, he has a single eye. That is to say, “Bibi”
represents the ugly ill-favored barbarian from the traditional iconography of Western
art history. The iconographical idea of Rouault’s “one-eyed Bibi” perhaps comes

from the myth"

of Polyphemus, a giant and one of the race of one-eyed Cyclopes,
who loved Galatea. Interestingly, the composition of one-eyed Polyphemus peeking
behind the rock at the figure of dozing Galatea in Redon’s Le cyclope [The
Cyclops]™ (fig. 14) is analogous to the composition of the colonist and one-eyed
Bibi in Rouault’s wood engraving. Both Polyphemus and Bibi got drunk with wine
and both include a figure lying on the back with one arm raised.

Next, I would like to remark on another of Rouault’s works, Gravure sur bois
dans Les Réincarnations du Pere Ubu [Wood engraving for Les Réincarnations du
Pere Ubu] no.15 (Les Réincarnations p.28,wood engraving cat. no. 15) (fig. 15).
The scene is an epilogue to “The hunting of Bibis”. The colonist who was standing
behind “Bibi” has disappeared. The black man has changed into a black woman
raising her left arm coquettishly over her head. One-eyed Polyphemus has changed
into a Venus with double eyes. At the end, a wood engraving, which I call “La
Vénus noire” [The Black Venus]'” was finally adopted as the illustration for Les
Réincarnations and used as the first page from which started the story of Les

problemes coloniaux devant la Société des Nations including the episode of “The

13) From James Hall, Dictionary of Subjects and Symbols in Art, Harper & Row, 1974,
p.249 : “Polyphemus, a giant and one of the race of one-eyed Cyclopes, lived in a cave
where he imprisoned Ulysses (Odysseus) and twelve of his companions. Ulysses succeeded
in escaping but not before two others had been eaten by Polyphemus. Ulysses first made the
giant drunk with wine and then blinded him by driving a stake into his one eye. The giant is
shown spread-eagled on his back in a drunken stupor.”

14) Odilon Redon : Prince of Dreams 1840-1916, The Art Institute of Chicago et al., 1994,
fig.107, p.345. Moreau also painted some works of the same composition “Galatea”.
Mathieu 1998, cat.226, p.84 ; cat.459, p.188 ; cat.460, p.189.

15) The motif of “The Black Venus” has various versions and three types are exhibited here
in oil painting and gouache (exhibition cat. nos.97, 98, and 99).



fig. 14 Odilon Redon Le cyclope [The Cyclops] ca.1914,
64 X51 cm, Oil. Museum Kroller-Miiller, Otterlo.

Bibis Hunting”. Without question, there is no other choice for the frontispiece of
this story than “The Black Venus”.

In Paris, “The Black Venus” often appeared as a subject between the end of 19"
century up to the 1920s when the publishing of Les Réincarnations was prepared.
Jeanne Duval who was a muse of the poet Baudelaire (1821-1867) was a woman of
mixed-race and some impressionist artists painted her. Later, she became well
known as “The Black Venus”. The Universal Exposition of Paris in 1878 caused a
sensation in the colonial pavilion. The next year of this Expo, the exotic adventure
story La Vénus noire : voyage dans I’Afrique centrale [The Black Venus : Voyage to
the Central Africa] (fig. 16) written by Adolphe Belot (1829-1890) was released at
the Chatelet-théatre Musical de Paris and a new edition was published.'"” In 1925,

the year of I’Exposition Internationale des Arts Décoratifs et Industriels Modernes
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fig. 15 Georges Rouault Gravure sur bois dans Les Réincarnations du Pere Ubu
[Wood engraving for Les Réincarnations du Pére Ubu] no.15 (Les
Réincarnations p.28) or La Vénus noire [The Black Venus] late 1920s
(engraved by Aubert ca.1929-30), 28.1X18.9 cm, Wood engraving.
Wood engraving cat. no.15.

took place in Paris, and an African American singer/dancer Josephine Baker (1906-
1975) (fig. 17) performed “La revue négre” (fig. 18) at the Music-hall des Champs-
Elysées. She received a fanatical welcome and so she was given the sobriquet “la
Vénus Noire™."”

However, why did Rouault and Vollard remove the scene of “The Bibi hunting”

from the book and insert “The Black Venus” instead? They are not the sort of artist

16) Adolphe Belot, La Vénus noire, voyage dans I'Afrique centrale, Dreyfous, Paris, 1879.
The first edition was published by Dentu without the subtitle in 1877. The full text can be
read on the Gallica which la Bibliotheque nationale de France (BNF) offers.

17) Yoshiki Inomata, The Black Venus Josephine Baker : Roaring Twenties in Paris. Seidosha,
2006.



LA

VENUS NOIRE

THRAGE MARE LATRIME EEVTRALE

ADOLI'HE BELOT

fig. 16-1 Adolphe Belot La Vénus noire :
voyage dans ['Afrique centrale
[The Black Venus: Voyage to the
Central Africa] Dreyfous, Paris,
1879, title page. BNF (Gallica).

fig. 162 Adolphe Belot La Vénus noire,
voyage dans [’Afrique centrale,
“Mort de la Vénus noir” [Death of
the Black Venus] Dreyfous, Paris,
1879, p.649. Each of the pages
was bordered with the illustration
of rifle, helmet, crocodile, snake
and so on. BNF (Gallica).

fig. 17 Josephine Baker dancing and playing the part of Fatou in the famous novel

Le roman d’un spahi (1881) by Pierre Loti, at the Folies Bergere, Paris,

1926. Inomata 2006, p.63.
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and publisher to take advantage of a
transient boom. The large wood engraving
of “The Bibi hunting” was already
completed by the engraver Aubert, and it
must be, for both painter Rouault and
writer Vollard, not only a great illustration
but also an indispensable representation to
criticize French colonialism. Rouault’s
“The Bibi Hunting” integrates the hidden
dualism of colonial government, and is
maliciously grotesque enough to provoke
people. Therefore, as Vollard used parody
and camouflaged the power of satire with
paradoxical expression, he tried to disclose

the injustice, fraud, exploitation, and

fig. 18 Paul Colin, Poster for “La revue
negre au Music-hall des Champs-
Elysées”, H.Chachoin imprimerie,
Paris, 1925. Inomata 2006, p.25.

oppression of colonialism through Ubu’s adventure stories. However, why did they

omit “The Bibi hunting” from the book? There must be other reasons for giving up

“The Bibi hunting”.

IV. The International Colonial Exposition of Paris in 1931

In Bois de Vincennes, 1’Exposition coloniale internationale de Paris [The

International Colonial Exposition of Paris]" (fig. 19) was held on the 6 May 1931, a

18) James Clifford, “Part Two: Displacements.” The Predicament of Culture : Twentieth-

Century Ethnography, Literature, and Art, Harvard University Press, Cambridge, London,
1988, pp.115-186. (Translated into Japanese by Yoshinobu Ota et al., Jinbunshoin, 2003) ;
Patricia A. Morton, Hybrid Modernities : Architecture and Representation at The 1931
Colonial Exposition, Paris, MIT Press, Cambridge and London, 2000. (Translated into

Japanese by Akira Hasegawa, Briicke, 2002).
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fig. 19 Joseph de la Néziere, Poster for the “République Frangaise Exposition
coloniale internationale Paris 19317, Imprimerie de Vaugirard, Paris, 1928.
http://fr.academic.ru/dic.nsf/frwiki/607099.

few months before the publication of Les Réincarnations. The exposition, which
was subtitled “Le tour du monde en un jour” [A one-day voyage around the world],
was constructed as a didactic statement of the Enlightenment position. It began
with the French government’s pavilion (fig. 20) as the summit of civilization ;
passed though the “uncivilized” French colonial countries in Africa, Asia, Oceania,
and America; and ended with a wild zoo park. The purpose of the expo was to
worship “la plus grande France” [the greatness of the French colonial empire] and to
rationalize and justify colonization. Each colony designed an exotic pavilion and
the French government sponsored architecturally exact constructions of each.
Sculptures, masks, movies and advertisements were exhibited. Native people were
also on display wearing folk costumes (fig. 21), dancing, and performing musical
numbers. In short, most of the visionary desires that visitors projected onto the

Oriental world were presented in the pavilions as reality.
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fig. 20 Main gate and the pavilion of the French Republic at The International
Colonial Exposition of Paris, 1931. Exposition Coloniale de Paris
(Librairie des Arts Décoratifs), pl.1.

fig. 21 Native people of the French Equatorial Africa who ware ‘exhibited’ at
The International Colonial Exposition of Paris, 1931. Exposition
Coloniale de Paris (Librairie des Arts Décoratifs), pl.36.
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fig. 22 Counter-colonial exposition “La vérité sur les colonies” [The Truth
of the Colonies], Organized by surrealists and communists, 1931.
http://www.andrebreton.fr/fr/?fa=catalog.

There were, however, people who were immune to the fantasy and criticized
this expo. Advocates of surrealism and communism created a counter-colonial
exposition campaign with the communist Ligue anti-impérialiste [Anti-imperialism
League]. This exposition’s cultural section was entitled “La vérité sur les colonies”
[The Truth of the Colonies] (fig. 22). Louis Aragon was in charge and organized it
with the poet Paul Eluard and artist Yves Tanguy. Under Andé Breton’s direction,
two tracts “Ne visitez pas 1’Exposition Coloniale” [Never visit the Colonial
Exposition] (fig. 23) and “Premier bilan de I’Exposition Coloniale” [The first
Balance Sheet of the Colonial Exposition] were published.

Le Parti communiste frangais (PCF) [The French Communist Party] produced
the column “Derriére le décor de Vincennes” [At the Backstage of Vincennes] (fig.
24) in the official periodical /’Humanité, and denounced the Colonial Exposition

sponsored by the State as a fraud. On the whole, the French nation’s reaction to the
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fig. 23 Tract “Ne visitez pas I’Exposition Coloniale” [Never visit the Colonial Exposition],
Distributed by surrealists, 1931. http://www.andrebreton.fr/fr/?fa=catalog.
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fig. 24 “Derriere le décor de Vincennes : 17000 negres ont été sacrifiés au Congo” [At
the Backstage of Vincennes: 17000 Negroes have been sacrificed in the
Congo] L’Humanité (PCF), May 21, 1931. Negro laborers constructing the
Congo-Ocean Railway, brutalized by two colonial officials brandishing whips
and rifles. BNF (Gallica).



anti-colonialism campaign was quiet. However, some French residents such as
laborers, students and people who came from the colonies sympathized with it.

A recent article by Jody Blake'” mentions Rouault and Vollard’s Les
Réincarnations which was published a few months after the exhibition “The Truth of
the Colonies”. She points out that art historians have never considered the
connection between the publication of Les Réincarnations and the active era of anti-
colonialist campaigns along with their political implications. The official exposition
ended on the 15 November 1931 and the printing of Les Réincarnations was
completed exactly three months later on 15 February 1932.

I would like to turn to the question of why Vollard and Rouault gave up
inserting the “The Bibi Hunting”. As I remarked above, some French residents
sympathized with it, and it was certainly a good opportunity for Vollard to express
his own principles. In fact, the deluxe edition of Les Réincarnations might have
been intended for the Colonial Exposition in 1931. The timing is right since the
decision to hold the Expo was announced in 1928. If this possibility is correct, the
hurried preparation for the publication after 1928 that involved Rouault and Aubert

would make sense.””

However, it seems to be not the writer in Vollard but the art
dealer in him who made the final decision. The purchasers of the deluxe edition
would not be laborers, students or people from the colonies. If he was a clever art
dealer, he would strictly refrain from provoking art amateurs who might gain by
colonization. That is to say, Vollard concluded that he might lose many of his
important patrons or at least they might be unwilling to make a purchase if “The

Bibi Hunting” were inserted. Therefore, he replaced it with “The Black Venus”

which had already been printed and was the talk of Paris.

19) Jody Blake, “The Colonial Scourge: Peére Ubu from the Brazza Mission to the Paris
Exposition Coloniale.” Mystic Masque 2008, pp.257-276.

20) In the unpublished letter to Vollard in 1929 (undated, Archives de la Foundation Georges
Rouault), Rouault is referring to the piece for the Colonial Exposition.
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How would Rouault feel about this course of action? In contrast to Vollard
who was a Creole from fle de la Réunion (that is to say, as a “sovereign” over the
blacks and a “subject” of the suzerain at the same time), the situation of Rouault
who was from fle-de-France is delicate. In the prologue of Les Réincarnations,

Rouault remarked to Vollard as follows :

It is wrong to believe that you are a quarrelsome and notorious negationist.
Occasionally, you shoot out fire and flame in the sky of le-de-France like the
volcanoes of I'fle Bourbon®”, your beautiful country. However, this cannot
darken the mellow gray sky. Wasn’t there somebody who could advise you so
that you could repent and reflect before you speak in these situations? With so
much criticism and rebuke to your neighbor, you can never understand
humanity. You should satisfy yourself with the relative virtue that humanity

practices.™

Rouault is trying to persuade Vollard to move from a position of denial to one
of affirmation, as Suarés had done to him previously. Rouault eventually agreed to
the replacement of “The Bibi Hunting”, but his reasons were different from those of
Vollard. For Vollard “The Bibi Hunting” is critical and negative, but Rouault
wanted to present an outwardly affirmative “The Truth of the Colonies” (fig. 25).
The colonist and the black laborer appear on the surface to be establishing an amicable
relationship. However, the juxtaposition of an emaciated black laborer wearing a
sycophantic smile with a fat, proud and complacent colonist makes it obvious that
the relationship consists of fraud and concealment of colonialism. Rouault’s answer

to Vollard’s eruption of the volcanoes of fle Bourbon was the mellow gray sky of

21) Now known as I'fle de La Réunion.
22) Les Réincarnations 1932, p.VI, Rouault, “Petit Poéme Francais d’Avertissement, Introduction,
Préface aux Réincarnations du Pere Ubu” (mars 1930, Paris).



fig. 25 Georges Rouault Projet pour Ubu colon
[Project for Ubu the Colonist] ca.1918,
70X48 cm, China ink. OP.1035.

fle-de-France. Real critical engagement with an issue demands a more nuanced

form of expression.
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3) Gauguin, Galeries Nationales du Grand Palais et al., Paris, 1989, cat.215, pp.388-389.

4) Ibid ., cat.113, pp.202-204.

5) Pierre-Louis Mathieu, Gustave Moreau : Monographie et Nouveau Catalogue de I’(Euvre
Achevé, ARC, Paris, 1998, cat.131, p.314.

6) Ibid., cat.311, p.374, pl.c., p.203.
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