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and the birth of Cubism

Paul Cezanne to George Braque & Pablo Picasso



Introduction

The first decade of the 20th century was a time of
extraordinary revolutionary fervour in the
development of Western European art, with various
forms of Expressionism holding sway not only in Paris
(Fauvism), bubresden (Di8ruckg and Munich (Der
BlaueReite)). In Austria, Gustav Klimt, the leading
member of the Vienn&ecessiogave the figurative

and portrait traditions, an intensely sensual and
decorative appeal, whilst his protégé Edgechiele
provocatively explored the frankly erotic. Raris,
CezanneGauguin and Van Gogh were idols for the
young avarigarde, Matisse, Derain, Vlaminakd

many others. It was within this maelstrom of ideas
that Picasso and Braque, made a complete break with
representational artThe aim of this essay is to

explain howtheses competing concepts influenced

the genesis okesDesmoiselleand Cubism.

A Commencing with the early life of Pablo Picasso:
The Blue and Rose &altimbanquePeriods

A The patronage of Gertrude and Leo Stein

A Contemporary rivalry and the influence of the
Old Masters

A LesDesmoisellesind the influence of Manet and
Cezanne

A PaulCezanneGeorges Braque, Picasso and the
birth of Cubism




SelfPortrait with Palette
1906. Oil on canvas, Philadelphia

The name which most readily comes to mind when discussing the origins of 20t
century modern art is Pablo Picasso. It was the Spanish born master, more than any
other artist, who dominated the first decades of the century in which the Academic
formulas of the 19t century, with its emphasis on the perfection of idealised forms
of beauty, were cast aside.

Born in Malaga in 1881, the young Picasso demonstrated a precocious talent, which
by the age of 19 saw him visit Paris for the first time, where he was exposed to the
Parisian verve of Toulouse-Lautrec, the exoticism of Gauguin, the structured beauty
of Cezanne and the powerful expressionism of Van Gogh. His innate talent and
hunger to assimilate all the voices of the past, especially the work of the great
Spanish masters, El Greco, Velasquez and Goya, prepared him for a long life of
discovery and experimentation, unequalled in 20t century art.

Whilst on his first visit it was the gay bourgeoise life of cabarets, parks and race-
courses that provided inspiration, his return visit in May 1901 saw a mood change
influenced no doubt by his reduced circumstances. The struggle of everyday life was
very much reflected in his choice of subjects, vagabonds, beggars and prostitutes, a
period of his artistic output from 1901-4, now regarded as the ‘Blue Period.’

In 1904, Picasso finally settled in Paris, where he took a studio in the Bateau Lavoir,
a building inhabited by painters and poets, high up on the slopes of Montmartre.
The company of the beautiful Fernande Olivier led him away from melancholy
subjects, which had obsessed him during the ‘Blue Period.” With frequent visits from
Max Jacob and Apollinaire, his studio became known as the ‘Rendezvous des
Poetes’ and it was here that the famous banquet of the Douanier Rousseau took
place in 1908. The ‘Blue Period’ paintings were beginning to sell to collectors such
as Gertrude and Leo Stein and Wilhelm Uhde. Life was looking up and the actors
and strolling players of the boulevards and circuses became his friends and found
their way into his paintings, heralding the so-called ‘Saltimbanque and Rose Period.’



The Tragedy

1903. Picasso, Oil on canvas, N.G.A. Washington.

The Poor Fisherman.
1881.Puvisde Chavanneil on canvas, N.G.A. Australia.
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on the seashore, Bent-shoulderedold man and a younger woman with "
a young child; the nature of the tragedy is unexplained. It may just refer L
G2 GKS KdzYly O2yRAGAZ2Y | & SELISNASYOSR
struggle as an artist, the idea of the artist as an outcast from society
However, itmay also refer to his still depressed state, following the
suicide of his friend Carld3asagemasvho was allegedly driven to
despair because of his impotence; his lover was a woman called
Germaine, with whom Picasso was also amorously involved.

Thenarrative and compositiomay also have been influenced by the

work of PierrePuvisde Chavannesa contemporary French Symbolist

painter, highly respected by the youagantgardeParisian painters.

The PooiFisherman is imbued with a seculanysticalfeeling similar to

The TragedyA dejected fisherman is waiting for a catch, whilst his

young daughter is left to care for her sibling sister, whose mother may

have died in childbirth. The subdued colour scheme, with large areas of

flat colour was borrowed from ltalian fresco and is typical & | @I Yy S Qa
work, influencing both Paul Gauguin and tRabis




The Family ddaltimbanques
1905. Oil on canvas, N.G.A. Washington.

This enigmatic compositiomf 7x7.5 ftthe largest yet
painted by PicassB dzNJA yvaAz2 a1 X St SINstogekh€> O NA|
the cast of circus characters that he had previously depicted. ;
Saltimbanquesvere the lowest class of acrobats, who
wandered from town to town giving impromptu
performances at fairgrounds$iarlequina character from

the CommediaR S f f afdd j@éslerS have a long history
associated with the Medieval and Renaissance courts. Here
Picasso provides the viewer with a composition of all three

types.

These wanderin&altimbanquestood for the melancholy
of the neglected underclass of circus performers, a kind of
extended family, with whom Picasso identified. Like them,
he was a peripatetic artist, seeking his fortune in Paris.

It has been proposed that the group represekt$bandea
PicassQwith the artist as the harlequin in a lozenge
patterned suit, his bohemian allies being the poets Max
Jacob as the youthful acrobat a@lilluameApollinaire, a A
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a distracted gazdooking out at the viewer.




Nude against a Red Background.
1906. Oil on canvas, Private collection.

Constant searching for fresh sources of inspiration led
Picasso to the Classical art of the past, specifically sculpture.
A classical vocabulary of forms was engrained from his
earliest academic training and would remain an

undercurrent throughout his artistic life.

Here, Picasso has moved away radically from the willowy El
Grecalike figures of the Blue and Rose periods to
something more substantial, with much more emphasis on
delineating anatomical volume. There is another equally
obvious transformation in the depiction of the facial

features to a somewhat magdike appearance.

For many years, it has been customary to dedicate this
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not unreasonably so, as it was said to have captured the ‘
imagination ofother youngpainters such as Vlaminck,

Derain and Matisse. However, in 1939, Picasso dispelled this
notion, declaring at the time of commencementlads
DesmoiselleR Q! @ A Ii# yia#l yiot yet come into contact

with it. However, he did confirm his particular interest in
Iberian Culture, stimulated by the excavationsCmunain

1903, with exhibition of objects ithe Louvren 1906.
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Woman Combing Her Hair.
1905. Crayon and charcoal on paper, whereabouts unknown.

Woman Platting Her Hair.
1905. Oil on canvas, MOMA

Woman Platting Her Hairs likely to have been painted in Autumn

1906 and is predated bywoman Combing Her Haia crayon and

charcoal drawing with a similar theme. Undoubtedly both these works

and many others were being produced around the same time as Picasso

was engaged in the protracted process of painting the renowned

portrait of Gertrude SteinThe young artist and his musernande L
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evening salons, where the Parisian avgatde rubbed shoulders.

Gertrude and her brother had travelled to Paris via London in 1903 and
took up residence at 27 Rue &eursin the heart of the bohemian

sixth arrondissement. The apartment consisted of two stories and an
adjacent atelier, in which they steadily built up their collection of works
at first by Matisse, Gauguiezannand Renoir and then later an
extensive collection of Picassonrivalled at the time.




Portrait of Gertrude Stein.
1906-7. Oil on canvas, MoOMA.

Gertrude Stein, admitted ithe Autobiography of Alice B. Toklasy
longterm partner, that during the winter of 1906 she sat at least 80
times for this portrait. Notwithstanding, Picassorapedout her face
before leaving foGoso] a remote village in the Pyrenees. On his return,
he repainted the face before Gertrude arrived back to Paris from her
summer vacation in Italy.

In the interim, several recently excavated Iberian-balgef and other
artifactshadbeer2 y RA AL I € Ay UKS [ 2dzdNB
them appears to have been a revelation. His borrowings were
principally the shape of the head and the mdikle appearance of the
face and the much enlarged eyes with eyelids like the rim of a cup. As
the photograph of 1913 confirms, there is despite these exaggerations,
a strikingresemblancedrawing upon his great skill as a caricaturist.




Negro attacked by a Lion.
Iberian Stone BaRelief from Osuna

LY NBLI AyGdAy3 DSNINHzZRS {(iSAyQa FIFO
like appearance in marked contrast with the rest of the picture, which

he did not alter. And if we compare the features of this mask, with its
eyeballs larger than life, with eyelids like the rim of a cup, the line of the
mouth, the shape of its head and the formalized treatment of its

hairline and nose, with the same features as in the IberianABa=f,

Negro attacked by a Lionye at once see a resemblaneehich )
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interests were focussed on Iberian sculpture.

As the solid presence of the painting suggests, Gertrude Stein was a
formidable presence in Paris in the early years of thi& @htury. By

reworking the portrait in a primitive style, Picasso has extracted the
essence of the sitter, represented as the artist visualised her and not
YSNBfe a | ftA1SySaad LYy KSNJ o22]
still satisfied with my portrait, for me, it is | and it is the only
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her possession until her death in 1946.

It was following the 1905 Autumn Salon that the first Pica¥soing Girl
with a Basket of Flowersntered the Stein collection, not without some
friction between Leo, who loved it and Gertrude, who was initially not
at all persuaded of its merits. It was the beginning of a friendship and
patronage, which supported Picasso through from 1206







LeBonheude Vivre190s6, Matisse, oil on canvas, Barnes Foundation, Philadelphia.
LesMo0iSSONNeurs.907. Picasso, Oil on canvas, Museo NacidnaserBornemisza

LeBonheurde Vivre (The Joy of Lifegprevious image), was painted at a tipthat marks the beginning of the rivalry

between Matisse and Picasso. When exhibited at the 1906 Salomdegendantst created shock and outrage. Depicted in

a pastoral scene reminiscent of the paintings of Giorgione, Titian and Watteau, are sixteen figures. It is a hybridgmainting,
amalgam of artistic references, stylistic incongruities, disparities in scale and technique, which in the round contéstaccep
19" centuryAcademidl N} OG A OS® LIQa STFFSOGAGBSYySaa RSNAGSaE FNRY (KS
line. Here Matisse has also distanced himself from the-Mgaressionist influence seen in hisxCalmeet Volupteof 1904.
LeBonheurde Vivrewas purchased at the exhibition by Gertrude Stein and placed on the wall of their atelier, where Picassa
would have seen it, although he would have already come face to face with it at the exhibition.

Earlier at the 1905 Autumn Salon, Matisse exhibitfdmman in a Hatanother of his more renowned paintings, immediately
purchased by Gertrude Stein. Of the verdicts of the critics on the work of Matisse and his fellow Fauves, Derain, Braque af
Vlaminck, it was Loulauxellesthe art critic of Gil Blas, who reflecting on the lurid combinationaéursin all their
LI AYUAY 3Iazxz dza SR U fasni[LEKINI GISdzQ S 2yQ 5522y FausS tff22 | Y2y 3au 0UKS
referring to the combination of garistoloursemployed inFauvepaintings.

LesMoissonnieurs (The Harvesterspextimage) was painted at thBateauLavoirstudio, whilst Picasso was working bes
DesmoiselleR Q! AT 23A 0t &€ RdzNAYy I UKS aSO2yR LIKFaS Ay UKS adzyy,
into FauvismAlso influential may have been Breton works by Gauguin, specifigaligsonen Bretagneand The Red Cow
both painted in 1889. At the time thatesMoissonieursandLesDesmoisellesvere being painted, the Parisian avagdrde
artists shared the opinion that new formulas needed to be explored for such works, that is complex compositions with
several figures. In fact, a series of works ranging fitva Joy of Lifé@ 2 5 STKé& Goled @gpointed in that direction

and revealed just how compelling this opinion was within the artistic circle that Picasso had joined in 1906.







The Red Covauguin(Above)
1889. Oil on canvas, Los Angeles.

Moissoren BretagneGauguin.
1889. Oil on canva€urtauld
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Paintings such as these may well have influenced Picasso when he was
exploring the potential of the Fauvist style, specifically with reference to
LesMoissonieurs



The Hungry Lion throws itself on an
AntelopeRousseau,905. Oil on
canvasRiehen Switzerland.

This was only the second jungle painting
completed by thédouanieRousseau, so
OFfttft SR 0SOlIdzaS KS gl
officer, the first seven years earlier being
Tiger in a Tropical Storfor which he
received negative reviews. These paintings
were based upon the diorama of stuffed
animals in the Paris National History
Museum. Now regarded as the first and
LINB Y R&i8N) Wb Ay UuShia w2d
built up a considerable following by the
time Picasso met him in 1900.

The painting was displayed alongside
paintings by the Fauves and Renaissance
sculptures at the 1905 Autumn Salon and
much impressed Picasso, who at the time
had an open mind to most contemporary

influences. Since their first meeting,

Rousseau had become the perfect material
for a genuine spokesman of the aesthetic
movement. In 1908, the exciting and
comical aura surrounding the elderly geod
natured Rousseau, led Picasso to the
mischievously amusing idea of a
ceremonial banquet ihonourof Henri
w2dzaaSl dzQa 3ISYyAdzaz




HinaTefatou 1893. Gauguin, Oil on canvas, MoMA.

Two Nudes.oos. Picasso, Oil on canvas, MoOMA.
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probability opened the door for a gradual transition to a more archaic

idiom, much influenced by the Iberian sculpture he saw at the Louvre.

These tendencies are well illustrated Dyo Nudesyhere there has

been a constantly increasing sculptural solidity of form in figure style

since 1905.

Lia 1y2¢6y (GKFG 020K DI dz3dzA yQa LJ2 &l KdzYy2 dz
Salon of 1903 and an even larger exhibition in 1906, were a huge

influence on the young Picasso, who kept an open mind on all o
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especially influentiaHina Tefatou The Moon and the Eartlipper right

image, would certainly have been a point of referenceTfimo Nudes

These two women are nearly mirror images, but the face of the figure

on the left bears a strong resemblance to that of the figure on the far

left in LesDesmoisellek Q! @ A k¢ the/woman ihesDesmoiselles

with whom she shares a chiseled nose, hollow eyes, the nude seen here
holds open a curtain and gazes outwards, as if inviting in the viewer
potential punter.




LesDesmoiselleR Q! A Ay 2 v
19067. Oil on canvas, MoMA.

LesDesmoiselleR Q! @ Aisghé pajhting above all others that
heralded a profound change in the way artists viewed the world.
Like many paintings of the period 19U5it broke all of the

hitherto accepted artistic conventions, but none so dramatically

as this painting. In an essay on Picasso in 1920, the scholar Andre
{rtyz2y aLR21S 27F U(f8wingdraeyfiohy 3 | &
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with Olympia,Picasso has used the female nude prostitute to
confront and shock the genteel viewer, but this time with five
figures, just to magnify the combative and iconoclastic stance of
modern art.

The painting had a long gestation period of almost two years and
even after completion, it was not publicly exhibited until 1916,
but was shown to fellow artists and poets, who greeted it initially
with shock and incomprehension.

The work portrays five female nudes in a brothelQearrer

R Q! @ A sfréekin Barcelona. The idea of depicting a woman as

a subject of male sexual fantasy has a long history, going back to

the first secular nudeTheSleeeping/enus painted in ¢.1510 by

the Venetian master Giorgione, which then became the prototype
F2NJ I ff adzoaSljdzsSyd WedugbfUbiney dzRS a
the 19" century Academic Nudes @fabanebnd Bougerealtetc.
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Manet

1863. Qil on canvas,
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Picasso would certainly have seen this painting in
Paris, as it was accepted as a donation to the Louvre
FTNEY UKS RQONelateh Yoflestiornir2 19¢6) d
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view of the subject ofLes Desmoisellest would
indeed have been bizarre if Picasso had not taken a
keen interest in the painting. Just like the unclothed
+AOUZ2NAYS aSdaNbyu Ay al ys§
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confronting the viewer without any embarrassment.

With Olympig exhibited a year later, Victorine o
aSdINBy i Qa RSYSFy2dz2NJ Aa S¢
and provocative and it is very much this feeling that
Picasso captures ies Desmoiselles.

It is also telling, that Picasso has included a smad still
fAFTS Ay KA& LI AYyOGAY3IZT &dz
masterful stilllife of a basket of overturned fruit &
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The Vision of St Jolitl.Greco. NudesPicasso
160814. Oil on canvas, MoOMA. 1905. Graphite on paper, Private.

9f DNBO2 g I afadufefoldngstets AnO hsihid @rawing of 1905 revd@ie,Vision of St Jahn

otherwise known a¥he Opening of the Fifth Seahs certainly an inspiration for this drawing, at a time
when he was working dresDesmoiselleR Q! A Ay 2 Yy
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The Large Bathers.
1906.CezanneQil on canvas,
Philadelphia.

This is the largest of the three

paintings on the subject of groups of
nudes bathing and is also the most
formally composed. It is known that
Cezanngrouped his figures based on |
KA&a aiudzRe SEpperatSNRY S
Emmausin both, the figures are in

two groups of three dimensional
pyramids, here separated by a band of
blue river.

Picasso sawhe Large Batherat the
Cezanneetrospective exhibition in

Paris in September1907 and was

much taken with the painting, using it

as part of his inspiration and planning

for LesDesmoiselleR Q! A Iy 2y &

According to thescholar,Douglas

CooperlLesDesmoisellesis the

logical picture to take as the starting
oint for Cubism, because it marks the
irth of a new pictorial idiom and in it

Picasso violently overturned

established conventions and because

all that followed grew out of it.




Here we are looking at a painting that is a radical break with the long-
held traditions of Western European painting. Gone is linear
perspective, chiaroscuro and the modelling of flesh, all of which had
produced the representational, illusionary quality of 19t century
Academic paintings. Although Manet was accused of eulogizing the
body of a mere everyday naked woman, his mistress, Picasso has
turned the nude prostitutes into the ‘stuff’ of nightmares.

The fragmented image, where the bodies are made up of sharp,
jagged-edged parts, all contained within a very restricted space,
mystified even his closest friends and admirers at first. The image is
best analyzed in three parts; the figure on the extreme left has the
facial features of Iberian sculpture from Osuna, seen by Picasso in the
Louvre in 1906, whilst the facial features of the two central figures
gazing straight out at the viewer are of a more contemporary
appearance. Finally, the two figures on the far right have African
mask-like faces. It’s believed that Picasso later repainted these faces
after he had seen African masks in 1907.

The painting confirms the intense interest for primitive and exotic
culture amongst avant-garde French artists in the early 20t century.
France had extensive colonies in North and West Africa in the early
20t century and the culture of primitive peoples and their art
became more accessible.




Blue Nude, Souvenir de
Biskra1907. Matisse

The Blue Nude, part of the Cone
Collection, at the Baltimore
Museum of Art was painted at the
height of the rivalry between
Picasso and Matisse, when both
were competing for the patronage
of Gertrude and Leo Stein. Based
on a long line of ‘reclining nudes’,
dating back to the first secular
nude by Giorgione, it is also a
tribute to Paul Cezanne. It was a
deliberate response to to the
academic nudes so frequently seen
in the Paris Salon and as such
angered a lot of people. So much
so that an effigy was burned when
the Armory Show moved to
Chicago in 1913. It was the last
Matisse purchased by Leo and
Gertrude Stein




LesDesmoiselleR Q! @ Adelayohahd of prostitute from right hand side of painting, to be
compared with mask from the Dan Region of Africa shown to Picasso by Matisse.

As already alluded to, during

the early 1900s, the aesthetics

of traditional African culture

became a powerful influence on
French avanparde artists.

Picassq, unlike Gauguinhadno _ |
RANBOU SELISNASYOS
cultures, but the primitive art

being imported from Africa as

France expanded its colonization

of that continent, still regarded

as barbaric in view of tales of
cannibalism, immediately took
K2fR 2F tAOlaaz2Qa

From 19069 was deemed to be
his African period and both
duringandafter the completion
of his groundbreaking
masterpiece, he remained
fascinated with the artistic
possibilitiesNude with a
Servietteand The Dryado
follow are examples.




Nude with a Serviett€icasso. The DryadPicasso.
1907. Oil on canvas, Private 1908. Oil on canvas, Hermitage



