1895-1903 GENESIS

In 1895 and barely fourteen, Pablo Picasso painted some of his first
important oil paintings: La Fillette aux pieds nus (The barefoot girl)
and L homme 4 (a casquette (Man with a cap). Picasso was a student
at the Ecole des Beaux-Arts in Cortina. His father, José Ruiz Blasco,
taught there and was himself a painter, restorer of works of art,
teacher and occasional museum curator.

Picasso kept these two paintings throughout his life as testimony
of his apprenticeship years. The young artist was at the time under
the sway of the great Spanish masters such as Murillo, Velasquez >
or Goya but also of the small masters of the regional schools who The barcfootgi, 1895
decorated churches and monuments, and were reproduced in illustrated magazines. As he liked to
recall, Picasso never painted as a child. Trained to draw and paint like Raphael, he had to begin by
unlearning the automatic reflexes which were the result of his academic training.

Much later, the Portrait d’homme (Portrait of a man) (1902-1903), an emblematic figure of
aloneness, seems to transport the stiff figure of Lhamme 4 la casquette (Man with a cap) (1895)
to the monochromatic universe of the blue period. The
similarities are indeed striking between these bearded
faces, these fixed stares, these constrained head-and-
shoulder portraits painted on the same scale. Yet the
tension between these two canvases measures the
transformation that was taking place in the early work of
Picasso. The monochrome, far from being a mere colour
artifice, constituted for Picasso both the rallying colour
he shared with proponents of the Impressionist revolution
g and the plastic means of a spatial unification of subject
Portrat of a man, 1902-1903 and base content that announced and prefigured the
synthesis that would soon be carried out by Cubism.

1906 - 1915 FROM PRIMITIVISM TO CUBISM

Starting from the spring of 1906, the pink period turned toward ochre while Picasso borrowed from Gauguin
themes, Iberian art or Catalan romanesque sculpture, perceptual short-cuts and

primitivist expressiveness. These influences led him to severe simplifications of

form and space that prefigured the proto-Cubist revolution incarnated in Les

demoiselles d Avignon (The young ladies of Avignon). The bronze Téte de famme

(Fernande/ (Head of a woman (Fernande]) (1906) and the self-portraits and

portraits such as Téte dhomme (Head of a man)(1908) offered a measure

in the years 1906-1909 of the impartance of the experimental relationship

Picasso established between painting and sculpture and which from this time

played a determining role of “laboratory” in his works. Head of awoman (Femande), 1906

These sculpted or painted figures integrated Cezanne’s rule of geometric volumes - “Treat nature by the
cylinder, sphere, cone, everything in perspective” - and freed themselves from the illusionist procedures
of the restitution of the real. Starting from 1910-1912, this radicalization found with synthetic cubism and
the invention of pasted paper the means for his project of revolution of the plastic arts.

Picasso “presents” rather than “represents” figures or objects as montages of signs, of material
facts and specific perceptions: simplified volumes, cutting up of the surface by successive layers,
openings of volumes to the bone, transparency of layers, revelation and mapping of internal structures,
decomposition of volumes into facets. Graphics, monochromaticity, greyness, washes of Indian ink,
pasted paper or cloth, industrial print, play an educational role to affirm the new principles of cubism.

From 1914, references to popular iconography multiplied
in Picasso’s paintings. Homme 4 (3 moustache (Man with a
moustache) (1914) shows the retum of the image in the
Cubist idiom in which the figure of the artist is reduced to the
characteristic “attributes” that are the Bohemian cap and
moustache. In this cryptic self-portrait, Picasso embedded
realistic details in the crystal of geometric deconstruction. The
still ife Verre et pipe (Glass and pipe) (1918), illustrates this back
and forth between the two warlds that are a priori antagonistic of
illusionist representation and semantic analysis.

Man with a moustache, 1914

1915-1925 CLASSICAL PERIOD

Throughout his life, Picasso refused to confine himself to a style or a movement. During the elaboration of
cubism, he used and diverted references to modes of illusionist, naturalist representations and integrated
real abjects to his artworks. Image, imagery, pastiche, trompe-{ ceil, as well as photography, in which Picasso
had been interested since the start of the century, imposed during this period their principle of modelization.
Already presented in the cubist work since 1912, they were going to colonize Picasso's pictorial work. The
style of the years 1918-1924, called “classical”, “photographic” or even “Ingresque”, shows as much
Picasso’s admiration for Ingres artwork, as his borrowing from studio photographic portraiture, the influence
of Greco-Roman antiquity or the re-reading by the artists of the
Rinascimento. The classicizing influences of the Pompei fresco
painting represented by Téte de femme (Head of a woman) (1921), as
well as the painting of masters such as Le Nain reinterpreted in Le
retour dl baptéme daprés Le Nain (The return from Christenning, after
Le Nain) (1917), Ingres parodied in Portrait de Madame Rosenberg et
safile [Portrait of Mrs Rosenberg and her daughter) (1918), or even
Vielasquez, Manet or Renoir with the portrait Paul en piemot (Paul
B as pierot) (1925), enrich a work nourished by clichés and poor-

Head of awoman, 1921 quality  colour
prints. Accused of “returning to order”, these scholarly
and ironical works develop “on different levels™ the
consequences of the “analysis-synthesis” advocated by
cubism.

This complex period of Picasso’s work was populated with
melanchalic characters in colossal forms, frozen in the
stillness of a statue, and superbly expressed in the large
painting of 1921, La lecture de (a lettre (Reading the letter)
which celebrated the friendship between Picasso and the
poet Guillaume Apollinaire, who died in 1918.

Paul as pierrot, 1925

1924 -1932 SURREALISM

The ballet Mercure (Mercury) for which Picasso created in 1924 the scenery, theatre curtain and
costumes, initiated his Surrealist period. The composition Mandaline sur une table (Mandolin on a
table) (1924}, which distorts the Cubist grid by introducing a dynamic curve, constitutes one of the
first works to demonstrate his new plasticity. More calligraphic, his work transposing on the canvas
the principle of automatic writing advocated by the surrealist poet André Breton, ventures into the
search of unconscious images. Dormeuse (Sleeping woman) (1927), La femme au stylet (The woman
with a stylus) (1931), or Femme assise dans un fauteuil
rouge (Woman sitting in a red armchair) (1932),
embody these “uncanny” dreamlike figures.

The “Workshops™ series with M sur fond blanc (Nude
on white background) (1927), Femme dans un fauteul
(Woman in an armchair) (1927), Figure et profil (Figure
and profile) (1928), or Le sculpteur (The sculptor) (1931),
depicts in a didactic way the triangle of relations
established between the artist, the model and the work
in progress. Thus, one can abserve in a single canvas, the
“metamorphoses” that are the foundation of Picasso's
surrealist work.

Woman in an armchair, 1927

These metamorphoses

also address the sculpture of this period. One can see in éte ¢’ homme
(Head of a man) (1930) or Buste d homme barbu (Bust of a bearded man)
(1933), how Picasso uses plaster imprints of objects or materials from
the everyday world (waffle irons, wire netting, etc... ) in these sculptural
montages. Again the principle of Cubist collage joins with poetic
automatism to generate unexpected encounters.

Head of a man, 1930

1935-1943 WAR PAINTINGS

In 1936, Picasso joined the side of the Spanish republicans as well as invalving himself in projects for the
development of art and culture of the Front populaire government in France. He wanted his art to be
“committed” in the contemporary political struggle and contribute to history in the making. The series of
Portrat de Marie-Théiése (Portrait of Marie-Thérése) and Portait de Dora Maar (Portrait of Dora Maar)(1937), both
pay tribute to Van Gogh. That latter's wark, together with Renair's, Matisse's and Picasso's, was described by
the Nazis as “degenerate art”. Borrowing from the Arles painter's colours and shrill expressionism, Picasso
applied to the angelic faces of his friends and Lovers the deconstruction of analytical cubism. Retreating to
Royan at the time of the declaration of war in September 1939, Picasso painted during the summer of 1940
alast Café 2 Royan (Café at Royan), which setin memory a place soon to be destroyed by bombardments.

Since 1927, the mask of the Minotaur had been haunting Picasso’s work. Springing from Greek mythlagy,
this half-man half-beast character embodied for Picasso, as for the surrealists, the same figure of an
ambiguous humanity subjected to uncanscious impulses, to the pleasure
principle and death instinct. During these dark years of the rise of fascism,
Minotaure au javelot (Minotaur with javelin) (1934), or Téte o’homme barbu
(Head of a bearded man) (1938), like the sculpture Téte de taureau (Head of a
bull)(1931-1932), gave form to this internal struggle. Heat o a bul, 19311932

Picasso returned to Paris in late August 1940. He moved into his studia in the rue des Grands-Augustins, and
spent the entire duration of the German army’s occupation in France. As Christian Zervos, editor of Cahiers
drt and friend of the painter, wrote: “Picasso simply kept his dignity during the Occupation as millions of
people did here. Understand that his wark itself is the greatest form of resistance.” Forbidden from exhibiting
or publishing, watched over by the Gestapo, and facing extradition to Spain where he might be killed, Picasso
withdrew into his studio with its windows draped black, to once again reinvent his work. Faced with the
cult of brute force advocated by the Nazis, Picasso endeavoured in the works assembled here to celebrate
the domestic world. Jeune garcon & (a langouste (Boy with a crayfish) (1941), Lenfant aux colombes (The child
with doves) (1943), Chat (Cat) (1943), lay out the inventory of an intimate universe taking their power from
the poetic and dreamlike fantasy of the painter Douanier-Rousseau. These priestly figures of children and
animals form the emblems and coats of arms of a visceral and native resistance to all forms of domination
and indoctrination.

1946 -1972 THE POP YEARS
PICASSO AND THE OLD MASTERS

Inthe 1946-1960’s, working in his studio of Fournas at Vallauris, a potter's village in the South of France,
Picasso achieved new metamorphoses from found objects. Every morning, on the way leading from his
home La Galloise to his studio, he picked up in ditches, fields and wastelands materials with which to
compose his sculptures. He took surrealist procedures to the universe of poverty and inventive economics
of the post-war period, assembling his “discoveries™ in composite montages halanced between the two
worlds. Baskets, lead pipes, tree branches, cake moulds, industrial waste are the favourite materials that
constituted his work. The bronze 7éte (Head) (1958), thus transformed a mere wooden crate into a hieratic
male portrait. Picasso also wanted to be a “worker painter”, a “militant artist”. He then attempted,
through the techniques of duplication inherent to ceramics or engraving, to democratize art. His posters,
including Toros (Bulls), linocuts created for a corrida (bullfight), fed on popular iconography.

The 1950-60's marked the time of personal assessments for Picasso. Through the series of variations
devoted to the Femmes dAlger (Women of Algiers) by Delacroix, or Le Déjeuner sur Uhertie daprés Manet
(Luncheon on the grass after Manet), Picasso gave a radical interpretation of the great masterpieces
of the history of painting. From one variation to anather, in what established itself as a plastic system
of its own, he staged the links, transpositions, ruptures which unite these works to each other, and
questioned his own place in the spiral of the pictorial revolutions led by modern art. The bullfighters
with swords, musicians with instruments, men in hats and ruffles, nudes lying and draped, hieratic
portraits, were as many creatures arising from the great paintings of Velasquez, Rembrandt, Goya or
Titian. Their postures, dialogues, embraces, disputes, were drawn from the wealth of an iconographic
tradition whose attitudes and forms Picasso disquised and subverted.

This epic re-reading of the history of painting finds an intimate ech in his painted work. In his paintings, flat
forms, sharp outlines and scissoring draw allegoric silhouettes. Describing the painting of history in the simple
present, from painting to sculpture, until the end, Picasso’s work develops its playful, critical interrogation
S0 as to continue to leam from art. The artist showed an incessant, eminently lyrical, renewal of his visual
language. The shrill colours, the vehemence of the brush, which draws figures in large drips, splashes and
e = RRIEES  impasto, are witness to his vitality. Painted
' et 3 inthe Last years of his lfe, the self-portrait
as Spanish Grandee, with ruff and wig,
Dimanche (Sunday) (1971), sketched in
a few raw lines of colour around blazing
arbits, shows the freedom he acquired
and conquered, during this long struggle.
Picasso so noted in his notebooks
“painting makes me do what it wants”.

Luncheon on the grass after Manet, 1960
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