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Colour as it appears
to the naked eye

in false colour
infrared type 1

in false colour
infrared type 2
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Analyses of work of art

Infrared rays
INn false colour

A whole range of pigments can be identified using this method. False
colour infrared photography makes it possible to identify pigments in an
optical way (each colour has a corresponding pigment type), but also
enables us to differentiate between the different layers of painting applied
using different methods at different times.

It is sometimes necessary to photograph several palettes with colour
samples in specific wavelengths, with the same lighting and the same com-
puter and camera settings as was used when taking photographs of the
paintings. These colour palettes will be used to compare and identify, in an
optical way, some of the components and constituents of the different
pigments used by the painter.

This technical device of false colour photography is one of the fastest and
most efficient means to reaching a conclusion about the quality and au-
thenticity of a work.

For every colour in false colour infrared type 1 or 2, there is a correspon-
ding exact material or mixture of materials. We call the chemical
constituents of a pigment : materials.

For example : three white pigments which look similar to the naked eye,
that is to say they have the same visible appearance (but are of different
chemical constitutions), will have three very different colours in false
colour infrared. Thus, we can visually identify the material’s constituents
when we have points of reference (palettes of different pigments) or a
reference work to make the comparison.

We look for the similarities or the differences in colour in the photos of the
palettes and the photos of the paintings in a group of corresponding
wavelengths.

If all visible colours have the same colour correspondence in both pictures,
whether thisisin FC IR 1 or in FC IR 2, then this means that the pigments
used are very similar, even identical, and mixed together in similar
proportions.

Infrared photographs in black and white provide us with information on
the working of the material in the deepest layers of the picture, which are
not visible to the naked eye. This information in IR black and white is
crucial when comparing two works.



Painting as it appears to Picture in false colour
the naked eye infrared type 2

Picture in black and white Picture in
infrared type 1 radiography
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Woodworm is clearly
visible on this painting
on the wooden support
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Analyses of work of art

Radiographs

To go further than the preparatory layer, the additional information we
need is provided in an x-ray image.

This provides the irrefutable evidence, with which no-one can tamper, of
the exact state of repair of a picture, without having to resort to working on
the pictorial layer. It is experiencing of the inside workings of a painting.
The exposure reveals the structure of the wood or canvas, the stamps af-
fixed to the back but covered by a canvas lining, fixation nails or sealing.
It enables us to detect indecision on the part of the painter, second
thoughts and in particular, more spectacularly, the technique sometimes
reveals a painting hidden behind the one that is visible to the naked eye,
as is the case on the x-ray image in the picture above.

The search for authentication

Radiography is indisputably one of the most useful tests in the search for
authentication of a work of art. It recreates the invisible aspects of the
painting, in uncovering the preliminary sketch or drawing our attention
to the absence of such, and the mistakes that the copyist or the forger,
interested in the finished product above all, often overlooks. These mis-
takes are multiple. There are cases of people using canvas, nails and
other assemblage materials which belong to a later time period or the
mechanically creating fake woodworm and cracks, accidents etc.

Layering

It is not uncommon for there to be several pictorial layers one on top of
the other. Some painters reused their own works, whether finished or
unfinished. It was in this way that the radiograph of "Portrait of a Young
Man" at the Louvre, by Rembrandt, revealed another of his composi-
tions, probably unfinished, underneath the visible painting: a woman
leaning over a cradle. It is also by this means that a Picasso forgery dated
circa 1903 was discovered : the canvas on which it was painted was
covered with an abstract composition which could not have been done
before 1915.

Changes

The radiographic image makes all the successive stages of creation
visible. We can distinguish the painter’s changes, moments of indecision
or alterations, in addition to work done secretly by someone else to keep
the work “up-to-date”.

The x-ray test is of prime importance for good conservation work
because it enables us to check the condition of the wooden or canvas
support, as well as the gaps, accidents or previous restoration work
completed on the pictorial material.
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Radiography.
Painting on wood,
with an old parquet

Radiography.
Painting on wood
with a large lacuna

Radiography.
Wrong primitive por-
trait of a young man




Scientific

Microcard under
visible radiation

Analyses of work of art

Microcard under
ultraviolet fluores-
cence

From micro elements, the physic ana-
lyses and microchemist of material
which allows identification of the seve-
ral involved materials, pigments and
binders which compose the pictorial
layer. According to the case, this analyse
can also be done by others means non
destructive, for example fluorescence X.
This analyse take part of the file of iden-
tification.

The pigment identification o binder
attaches the painting to a moment of an
individual creation. These operations
help us to situate the painting in time,
the chemical elements and binders being
in general characteristic of a period.
Sometimes, it's by researching of
anachronism that the falsification is
revealed. At the opposite, presence of
pigments compatible with a time of
execution of a painting can comfort the
work in a time period.

Several methods are used, certain being
complementary. Among the most cur-
rently used in the field of painting, here
are examples :

Concerning the pigment analyse, micro
analyse with M.E.B (microscope electro-
nic sweeping) on elements taken away,
bring 3 information. First, on the form
of pictures in secondary electrons (E.S),
give the topography of the sample.

[he analysis of
pigments and binders

Segundo, on the form of pictures of
electrons retro diffused (E.R.D), give us
a chemic “picture” of the sample. Finally
we obtain too an elementary analyse in
energy dispersion of x rays (E.D.X), on
the form of a spectre. This has finally
only one object, which is to identify the
nature of the pigment and loads consti-
tutive of a sample painting taken on a
work.

Then, X fluorescence is an elementary
method of analyse, which, without
touching the painting nor taking matter,
thanks to x rays, identify the chemical
elements of the surface pigments.

Analyse by spectroscopy Raman on
elements taken from paintings is a
method of analyse structural that can
identify materials of works. We use this
analyse especially to differentiate the
titan white “Anatase” of the titan white
“Rutile”, able to imply a variation of
dating of approximately thirty years.

Finally, for material as the binders,
varnish, adhesives, we identified it with
spectrometry infrared a “transformed of
Fourier”, which, from the measurement
of infrared intensity of light absorbed by
material, it give its characteristics and its
identification by comparison with mate-
rials of reference.
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Painting of Honoré Daumier
Oil on paper strengthened on cardboard
Particular collection

We present an extract of an expert
report in signature on a painting

in order to expose concretely all the
interests of this type of analyse.
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Preamble

In the interest of a comparison of signature of a work of art, it is clear
that since a long time, arte and science are not paradoxical. If one calls
the instinct, the feelings, the impressions, imagination, the felt, the
other, although it move away the bases its conclusions on rational and
reasoned bases.

The signature comparison will intervene when there could be a doubt
on the authenticity of a painting. This is inevitable in a process which
takes in consideration different parameters.

The expert in signature analyse the signature of the entrusted painting,
according to data precise using a method that have proved in writing,
different from the graphology with which we can confuses it some-
times. This method is used in writing with succeed since many years on
the base of deepened observation. It’s support by photos taken with
various objectives. The expert study similarities and difference between
works already known from the painter. This comparison is essential for
the authentification of signature because it’s based on characteristic
elements of the painter and concerning paintings appearing in
catalogue reasoned or in museum.
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Study of. si_gr.latudr'gs' '

methodology used

Technical

The photos represent the signature we have to study in macro photo-
graphy, and subjected in infrareds rays, in UV, fluorescence and to
different filter.

The photography by reflexion of ultra violets allows the discernment of
inscriptions o elements erased o not very visible, in a very different way
but complementary of the photography by infrared. The penetration
in the matter and the optic reaction of pigments under ultra violets is
not the same as those by infrared.

The infrared penetrate more or less the matter in function of their
length of wave. More the length of wave is high, more the penetration
is profound.

In type 1: IR1, the wavelength of wave are of 700 to 950 nm and pe-
netrate in surface.

In type 2: IR2, the wavelength of wave are of 950 to 1150 nm and pe-
netrate in profounder.

Methodology

The methodology of comparison of writings used to identify the signa-
ture is the methodology “SHOE”, more based on differences than
similitude and highlighting unconscious and significant elements able
to escape an eventual forger.

Technical and photographic



Critical study of piece
of comparison

The comparative study was made on two sorts of support :

First, on photographic reproductions appearing on a book of art
devoted to the author in which we can find numerous signatures on
painting :

“Daumier” 1808-1879, National Museum editions, Seuil editions.
And on original works, visible at the Orsay museum, where, after
obtaining an authorization, photos of paintings and photos of
signatures could be taken by the same photograph in macro infrared
photography (IR1; IR2), low angled light and wrong colours, thanks
to the same camera with large spectral band of 400nm to 1.200 nm
which had been used for the painting in question.

Photo without filter
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Study of-si_gr.latudr'és' '

Sighatu res

Photo I.R 1 of the “h”
1-Brown and red line
2-Large darker line ‘

Photo I.R.2 of the “D”
Move of the brush ‘

42

Complete exam of
painting signature

The signature appears here on the form of a monogram composed by 2
initials : “h” and “d” separated by a point.
The h is minuscule and the “d” majuscule followed by a final point.

GRAPHIC SCHEMA

This schema is composed by:

- 2 lines for the “h” with a break at the level of the last leg of the “h”,
it seems there are two lines on the last leg: we can see a light line of
brown and red colour covered by a thick and darkest round line.

- And an only one line for the “D”, although the loop is transparent on
a part but we can see in a coherent way the brush movement.

INSTRUMENT AND DENSITY OF PAINTING

The density of painting is irregular and we can find little matter on the
verticals centre with many “white” on the centre of the letters lines
and discharges marked on the round, (except in the loop of the “D”)
and in the points. It's probably with brush that the signature was done.

PACE AND MOVE

The initials like they present show a real speed of movement, and a
real spontaneity of gesture.

The spontaneous movement draws aside the notion of hesitation and
can make doubt on the presence of forgery.

CONTINUITY

The final line of the “h” is situate in the ultimate inferior third of the
letter, the line begging by going up to form an oblong higher loop; it
passes again and going down in a very vertical way, crossing the first
line, then goes back to the base of the letter by the left in a regressive
gesture, and interrupt itself after having re crossed the vertical toward



Density of painting

Photo FC.I.R. 1

UV Photo fluorescent.
Antagonism between
the firmnesses of the

“h” and the trembled
aspect of “D”

the right hand side, a second thick line form the last part of the letter
which is more visible and larger than the rest of the letter and seems to
recover a brown and red line lighter, undoubtedly du to the difference
of the pigment in the painting, because we find it again in the vertical
of the letter. The “D” is traced in once: it starts in top, descends on the
evanescent loop on a weak round part and passes again on the line in
order to go to the base toward the line in a descendant movement, and
goes up in direction of the vertical line it crosses at almost 90 degrees
toward the left and finished in a rather long line.

FORM

The “h” contour is round; they are more angular as regards to the “D”.
We note an antagonism between firmness of “h” and the trembled
aspect, covered and dented of the “D”.

PROPORTION AND DIMENSION

The space contents on the “h” downsrtoke are twice higher than broad.
His downsrtoke represents one the third of the letter.

The space contents in the belly of the “D” is slightly higher than one
contained in the downsrtoke of “h”.

The point of separation between “h” and “D” is equidistant of the two
letters. The final point is more distant of the “D” letter.

BASIC LINES

The basic line is rising: the “D” base is higher than the “h” one signi-
ficantly.

THE AXES

The parallelism between axes of letters is present, however, the “D” is
more oriented on the right and slightly concave in its downward part.
The “h” seems to rise whereas the “D” seems to lean to the right
bottom.

FINALE OF THE SIGNATURE

The finale of the “D” is rectilinear and oriented on the left in right
angle.

Particular points :

The separation point between “h” and “D” is in the curve prolonga-
tion of the “D”. The final point is under the same ascendant line.
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Sighatu res

Study if signatures
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Photo FC.I.R. 2

Exam of pieces of comparison
compare with studied
painting

Paintings underneath were studied afterward the collection referred
above.

Don Quichotte and Sancho Panca 1865-1870

Don Quichotte and Sancho Panca resting under a tree 1855

The painter in front of his work 1870-1875

The reader 1866-1868

In the laws court 1862-1865

The parade 1865-1866

They don’t have rules concerning the position of the signature in
Daumier’s paintings: in the bottom left of the work, or on the right.

THE GRAPHIC SCHEMA

There is constancy in the graphic schemas of the “h” which is divided
at the same level than on the signature of the painting in question.
The graphic schema of the “D” of the piece in question could be found
in many signatures attributed to Daumier, but it can be formed by two
lines as in the “laws court”.

INSTRUMENT AND DENSITY OF PAINTING

According to the photos taken in the Orsay museum of the following
paintings :

The laundress towards 1863, The robber and the donkey toward 1858
Resort that :

The initials of “the laundress” has homogeneity higher than the pain-
ting in question. But the signature of “The Robber and the donkey” has
less matter than the initials in question. We have the same “white”
with some discharges like in the painting studied.

PACE AND MOVEMENT

Pace of the initials in question is completely to the pace and rhythm of
initials of works considered. We have the same spontaneous movement
as well as the lake of support in the “The Robber and the donkey” for
example.



The firm line of the
“h” is in numerous
paintings

The trembling aspect
which is in numerous
paintings of the artist

Base line going up

CONTINUITY

Formation of minuscule “h” in considered works seems to be a constant
in different comparison and we note too in the formation of the “h” of
the piece in question.

However, we can’t find in the considered paintings the equivalent of
the brown and red line appearing under the thick line of the last
downsrtoke of the “h”. We find in the “Laundress” the “h” increase at
the level of the left downsrtoke that we cannot see on the others
signatures and which seems to be outlined on the signature of the “The
Robber and the donkey”. The “D” itself is very different according the
paintings, with or without interruption.

FORM

The second downsrtoke of the “h” is sometimes returning in many si-
gnatures but it arrive that it couldn’t be, like in the 3 layers, and it is
not here in the work in question.

The trembled aspect of the “D” can be seen many times on the signa-
tures authenticated, as “The Robber and the donkey”, “The parade and
the sleeping man”.

PROPORTION AND DIMENSION

The space contained in the downsrtoke of the “h” is generally higher
than larger in similar proportions than those of the painting in ques-
tion. The overrunning and extension of the “D” are not usual with
Daumier and obey at the same movement than the one of the signature
in question. Space proportions included in the “h” downsrtoke com-
pared to the spaces included on the “D” belly are irregulars; sometimes,
the space situated in the “h” is higher from that existing in the “D”,
and sometimes, it's the opposite.

Without doing a generality, we can note that frequently the final point
is absent in the complete signatures and present in the initials.

BASE LINE

In some paintings as “The Robber and the donkey” the initials are recti-
linear, but there is the ascendant base line in the signature in numerous
paintings and drawings, and that, in the same orientation degree. As
well as the increase of the “D” in the prolongation of the point which
is preceding.
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Study of signatures

Orientation of the
final of the “D”
toward the left asin
all paintings
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The support point is
systematically lined
on the base of the
“D” loop

Exam of piece of comparison
compare with studied
painting

continuation

‘ THE AXES

Verticals are parallels, whatever the time period, and even if the incli-
nation is modified, the parallelism is always respected.

We can note the curve in the vertical of the “D” of the signature in
question which we can also find for example in the vertical of the “h”
of “The Parade”. We can find in “The Parade” and “In the painter in front
of his work” what we have noted in the work in question, here in les os-
tensible way.

The “h”, seems raising whereas the “D” seems to lean downward to the
right.

FINAL OF THE SIGNATURE

If we consider the “D” which had been traced in one line, we can see
that the final are all directed toward the left with different orienta-
tions. The final here will not be significant.

Particulars point :

The separation point between the “h” and the “D” is indifferently
placed toward the “h” or equidistant of the two letters and its site in not
determining. However, the points of support are on the base line of the
“D” loop, and that, in a constant manner, site that we find in the
signature in question.

The whites in the inking of the verticals present in all the painting of
question are characteristic of the signatures studied (in particular “The
Robber and the donkey™).



CONCLUSION OF THE COMPARATIVE STUDY

The method used support the study of significant differences between
elements of comparison taken in count.

He noted differences between the signature of question and the
Daumier’s signatures are related to:

- The proportions which we can take in consider here, many scenarios
having been used by the painter.

- The different formation of the “D” according the paintings (traced
in one line o two times, with or without loop)

- The finals of different forms of “D” which stayed despite everything
regressive (the “D” always end on the left)

- The presence of a brown and red line underlying on the last
downstroke of the “h”.

The painter, during the years and paintings used many signature and
initials modifying their site and he kept certain constant :

In this case, override the form, elements as the orientation of the base
line, the continuity, axes parallelism, the pace, density of the line make
think of an author unit for the signature.

Conclusion

After have personally proceed to the expertise operations, in the state
ok knowing, considering the limits of expertise in writing, and in view
of the pieces that we have, which rapport is the result, the undersigned
expert thinks that :

There are no incompatibilities between the signature of the painting in
question and those of Honoré Daumier taken in consideration ;

The studied signature doesn’t’ show counterfeit signs.
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Sale & copy
of painting

Preamble

page 49



de tableaux

Ventes & copies

Sale & copy
of painting

SALES OF PAINTINGS

We have at our disposal many paintings entrusted by our clients. These
workings profit, the most of time of our scientific expertise and some
customers want to resale them. We invite you to contact us regularly in
order to inform us of our research.

COPY OF PAINTINGS

We realise copies of quality without limitation of format.

We associate different technique of reproduction and paintings as
numerical pictures and oil painting, gouache, pastel...

Apart the odour of fresh painting the inscription “copy” must figure at
the backside. We also can bring a personal touch or make a painting in
the style of...

This, in function of the customers wishes, of the painter chosen and the
current regulation concerning the copy of painting.

Some examples of copies afterward.
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