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FROM MATISSE TO WARHOL
WORKS ON PAPER BY

MODERN MASTERS



PREFACE

For its third exhibition, the Farjam Collection departs from its former displays of Islamic
art to present a fascinatingly varied display of drawings which covers ¢- years of modern
Western art. Encompassing works on paper by some of the most respected artists
of the twentieth century, this exhibition shows fine examples of what is arguably the
most direct form of creative expression. As the Armenian artist, Arshile Gorky, noted,
“drawing is the basis of art. A bad painter cannot draw. But one who draws well can
always paint.” The drawings of the artists presented here (not only painters but also
sculptors and even a photographer), are either works in their own right or preparatory
studies for other projects. Yet in each case we see how, despite the difference in style,
each artist “draws well”, enjoying the many advantages of a medium which, it has been
suggested, is the closest to pure thought.

A notable point about the selection of works is the evident variety of technique. A
glance through the catalogue reveals how many different forms the art of modern
drawing takes. Several of the works grant access to the artist’s immediate response to
a physical thing: Picasso, Matisse, Klee, Man Ray and Warhol fix on human details, be it
face or hand; others react to areal place, as in Buffet’s views of the coastline of Northern
France, or to an imaginary one -Tanguy’s fantastic landscape. Yet whatever the nature
of the subject, in each case the work is deftly executed through drawn outlines made
either in pencil or pen and ink on paper or, less conventionally, through the preferred
implements of young children, wax crayon or felt tip. Some of these drawings, in terms
of their exacting precision and technical accomplishment, have evidently taken time to
make; others, though no less effective, are simply done, as if (to echo Paul Klee) a line
had gone “for a walk” and left its quick impression upon the paper.

In other instances, the drawing is more fully worked as the artist explores the
possibilities of colour and tonal contrast to provide three-dimensional body: the fruit
in Braque’s still life is roundly rendered in pastel on black paper while De Vlaminck’s
receding row of houses is captured evocatively in gouache and watercolour. Elsewhere,
the use of colour helps to convey a sense of atmosphere: Chagall’s fantasy is softly
brush-tinted with a hazy wash; in Dali’s 1asv film collaboration study, a surrealistic
collection of objects is made to cohere through the use of grey tinted watercolour and
wash. Miro, who claimed to make “no distinction between painting and poetry” uses
text and collage to augment his 140 drawing in ink and gouache; as with Delaunay’s
Etudes (which are partly executed upon tracing paper), the work shows how drawing
can equally serve abstract form.

Further works show the artist pushing at the boundaries of what we might think of as
drawing proper. De Kooning chooses oil paint to ‘draw’ the form of a woman, fragmenting
her in myriad, thickly layered surfaces of pigment, while a face, echoing the form of
a clock, is embossed by Picasso onto a glittering sheet of silver. In these examples,
drawing as such seems to have blended with painting or sculpture respectively, showing
how much it can free itself as a medium from notions of pre-set boundaries.

Theinsightsthisexhibitionoffersareimmenselyvaluable andinstructive. AsRenaissance
drawings are appreciated for their insights into both the thinking processes and the
formal issues faced by earlier artists, so we can look to these more recent examples
to enlarge our understanding of modern artistic practice. However, as well as this, the
range of drawings assembled here bears testimony to Matisse’s assertion that drawing
is “not an exercise of particular dexterity, but above all a means of expressing intimate
feelings and moods.”

ANNA MOSZYNSKA



INTRODUCTION

Works on Paper by Modern Masters includes some of the r-th century’s most important
artists’ drawings in pencil, ink, and charcoal, as well as watercolors, gouaches, collages,
and works in mixed media on paper. The exhibition’s emphasis on paper captures the
different stages of artistic exploration, ranging from informal sketches to large scale
paintings on paper. The exhibition is divided into two sections: the first reflects the
evolving role of paper in the modern era, from a secondary medium to one that can
legitimately yield finished works in their own right. These works, created as autonomous
pieces, demonstrate with directness the fundamental role of paper in art-making. The
second section includes works executed either in preparation or in accompaniment to
other pieces. These works shed light on the creative process and the ways in which
works are visually conceived. What ties together the artists in both sections is that on
paper, primarily, they invented images, developed new ways of seeing, and expanded
the forms of artistic expression.

The ability of drawing as a discipline to absorb new ideas lends itself well to artistic
experiment and discovery. More straightforward and less daunting than canvas and
marble, it allows forindecision and invites imprudence. It is casual, conciliatory, familiar,
and therefore well-suited for annotating, contemplating, working out problems, and
probing the nature of things. It is these qualities that engender the sense of freedom
necessary to image-making and artistic risk-taking. As a result, the role paper plays
in artistic practice is fundamental. While the artists represented in this exhibition
were primarily painters, they understood the physical properties of paper and used
it as grounds to test new ideas, styles, and techniques. Although drawing was central
to their work, their approaches towards the medium of paper varied. Yves Tanguy’s
drawings, for example, were always works in their own right. He never executed
preliminary sketches for his paintings and instead attacked the canvas as he did paper,
with a sense of adventure. Paul Klee chose to work almost exclusively on paper for
an extended period of his artistic career. Pablo Picasso understood the importance
of practice in yielding inventiveness and found in paper the perfect vehicle for his
incessant experiments. Some of his most ground breaking discoveries, including the
revolutionary style of Cubism, happened on paper. Andy Warhol used paper to revisit
the way we think about line, perfecting the blotted lines that gave his early drawings
their hallmark printed-look effect. Both Klee and Picasso considered their works on
paper as precious testimonies for what Picasso called “the study of creative man,” and
both artists carefully preserved their drawings for posterity.

IAmongst what remains of these artists’ drawings today, the most educational pieces are
perhaps the sketches and preparatory drawings that make manifest the artists’ creative
processes. Tanguy’s rejection of preparatory drawings is rare, with most artists sketching
to solve stylistic problems. Fernand Leger, for example, produced a preparatory sketch
for almost every work he completed, and the sketch was usually itself the product of an
initial sketch. At times more eloquent than polished pieces, sketches and preparatory
drawings offer a rich insight into the flow of ideas that inform the stages between
concept and finished art work. This is best illustrated by the juxtaposition of Salvador
Dali’s St George and the Dragon preparatory sketch with the final sculpture. In addition
to sketches, the second section of the exhibition includes a number of illustrations and
working drawings. Theillustrations were completed as accompanimentsto literary works
such as William Shakespeare’s Macbeth and Raymond Queneau’s Loin de Rueil. Most
of Dali’s drawings on display were executed as illustrations to his book “the o- Secrets
of Magic Craftsmanship.” By breaking down talent into quirky exercises on paper, Dali
reaffirms his embrace of drawing as the sole medium through which “mysteries can
be elucidated, and craftsmanship perfected.” The working drawings by Dali, Warhol,
and Leger served as preparations for a wide range of pieces, from print advertisements
and perfume bottles, to sculptures and ceramic murals. The variety of purposes and
ultimate outlets for these works on paper underscores the medium’s versatility and its
predisposition to collaboration with other media.

Most of the works in this exhibition have never before been on public display, either
because of the artists’ choice, or because of the medium’s inherent sensitivity to light.
It is therefore all the more a privilege to rediscover these major artists in a medium,
which, by virtue of its immediacy, is also the most intimate. Revealing surprising and
inspiring facets of artists we thought we knew, the unaffected beauty and inventiveness
of the works on view testify to the expressive possibilities of paper.
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Henri Matisse (1869-1954)

Téte de femme and Untitled, 1948
Pencil on paper

28cm x 22cm

Henri Matisse, leader of the Fauvist movement in painting, was one of the major artists
of the 20th century. Talented in many different media, he considered drawing as the
most spontaneous of all, and the one through which he could best engage the viewer.
He produced a great number of drawings throughout his life, using materials ranging
from charcoal to pen. When using drawing as preparatory study for his paintings or
sculptures, his line was quick, as though fuelled with an urgent need to capture a
fleeting emotion or form. In drawings that served as a means to work out stylistic
or compositional problems, his style was typically more cautious, as though testing
unknown territories.

Téte de femme and Untitled were executed during what Matisse called his “second
life.” Having survived from a serious operation in 1941, Matisse then delved into his
art with a fresh outlook and energy, producing works such as these, characterized by
a radical embrace of formal freedom: “I have needed all that time to reach the stage
where | can say what | want to say.” The medium of drawing was well suited to serve
this ambition of honest artistic expression; the drawings he produced during that
period were simple and almost exclusively made up of contours.

These works were executed on pages of Jules Romain’s Pierres Levées, Poémes,
published by Flammarion in Paris. Matisse gifted them to the publisher Henri
Flammarion in 1948.
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Gustav Kilmt, (1862-1918)

Studie fiir die ‘Tanzerin’ (‘Die Enwartung’), 1907-1908
Pencil on Japan paper

9o0cm X 70cm

Gustav Klimt was one of the key artists of the 20th century. A leading practitioner of
the Art Nouveau style, Klimt was also prominent in the Vienna Secession, a group
of Austrian artists active in the late 19th and early 2oth centuries. In Vienna, where
Gustav Klimt was based, drawing was considered a very prestigious art and Klimt’s
talent as a draftsmen sealed his reputation as an artist of significance. He found true
pleasure in the act of drawing, and could execute a piece in a matter of minutes.

Studie fiir die ‘ Tanzerin’, as many of his works, depicts an elongated woman in a
subdued yet coy pose. The thin line of his pencil highlights the subject’s frailty and
adds an effusive quality to the rendering. The drawing was produced as a study for
Gustav Kilmt’s last great mural, the Stoclet Frieze (also known as The Tree of Life).
Commissioned by Belgian industrialist Adolphe Stoclet, the work is a three-part
mosaic frieze celebrating the cycle of life and love.
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Maurice de Vlaminck (1876-1958)

Maisons dans la rue

Gouache and watercolour over pen and black ink on paper laid down
on board

37.5Cm X 50.7CM

Maisons dans la rue depicts a street in the north-western suburbs of Paris, where
Maurice de Vlaminck grew up as a child and lived most of his adult life. Such street
scenes with houses and trees under a dark sky abound in his work. He explored the
subject in different styles throughout his life, from his early Impressionist-influenced
work, through to his Fauvist period, and finally, to the more austere palette of his later
works. The ominous sky, the empty street, and the cool colour palate of this piece are
typical of the dramatic representations he executed towards the end of his career.

De Vlaminck’s works on paper also comprise illustrations in various media to over
twenty books, including some of his own.
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Paul Klee (1879-1940)

Gaby, 1934
Pencil on paper

21.1Cm X 29.6cm

Paul Klee was a very prolific artist, producing over 9,000 works of which 5,000 were
works on paper. These capture the essence of his inventiveness and he considered
them to be the closest expression of his artistic and philosophical concerns.

His characteristically whimsical style, as seen here in the use of curving and
intersecting lines with variable contours, was informed by his interest in depicting
the essence of things rather than their surface appearance. The freedom of his lines
also owes to his love of music, an art form that precludes representation. He found
himself, like Marc Chagall, to be more poetic than pictorial.
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Francis Picabia (1879-1953)
Espagne, Sierra Morena, 1909
Pastel and chalk on paper
23cm X 30.7¢m

Francis Picabia produced Espagne, Sierra Morena shortly after meeting his first wife
Gabrielle Buffet. Gabrielle played an important role in his development as an artist by
introducing him to avant-garde ideas across a broad range of art forms, from painting
to music and poetry. Picabia became particularly interested in Orphism, a movement
that combined Cubism’s take on the representation of structure, with Fauvism’s
embrace of bright colours.

This piece reflects Picabia’s departure from the impressionist style of his earlier
works in favour of planar compositions highlighting full and sensual colours. The
works produced in the years that followed gradually reached greater degrees of
abstraction.
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Fernand Léger (1881-1955)

Projet pour ‘Gaz de France’, circa 1955

Pencil, pen, brush, black ink and gouache on paper
50.2Cm X 62.5cm

Drawing played a primordial role in Fernand Léger’s approach to art making.
Preparatory drawings exist for virtually all the works he produced, and these drawings
often evolved from rough sketches. Projet pour Gaz de France relates to a ceramic
mural Fernand Léger designed for a Gaz de France building near Paris, celebrating
colour on a large scale. Trained both as an architect and as a painter, Léger was
exposed to the theories and work of Amedee Ozenfant, Le Corbusier, and de Stijl, and
adhered to their embrace of colour as integral to architecture.

Léger’s signature love of colour sprang from viewing Cezanne’s work at the Salon
d’Automne in Paris. Like most of Léger’s work, Projet pour ‘ Gaz de France’ combines
the bold colours of Fauvism and the restructured forms of Cubism. Yet, it also
embodies Léger’s personal style in its emphasis on geometry and an imagery that,
while reconfigured, still upholds figuration.
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Pablo Picasso (1881-1973)

L’homme au béret, 18 December 1960
Wax crayon on paper

37¢m X 26.8cm

In the last two decades of his life, Pablo Picasso worked quickly and produced
thousands of works on paper. He used drawing to simplify forms to their most pure
shape; as visible in L’ homme au béret, he reduced physical features to lines on a
background left untouched. The child-like, spontaneous style of this piece echoes a
statement he made when visiting an exhibition of children’s drawings: “when | was
the same age as these children, | could draw like Raphael. It took me many years
before | could draw like these children.” As an old man, Picasso identified with the
bold, messy drawings he had made as a four-year old, coming full circle in his artistic
explorations.

The inscription in the upper left hand corner reads: ‘Pour Gérard Sassier son ami
Picasso le 18.12.60’ (for Gerard Sassier, his friend Picasso, dated 19.12.60). Gerard
Sassier was the son of Ines Sassier, Picasso’s helper and confidante for over thirty
years. Picasso gifted many of his works to her family.
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Pablo Picasso (1881-1973)
Téte d’homme, 1969
Felt-tip pen on board
34.8cm x 30Ccm

Picasso marked the history of modern art in more indelible ways than any of
his contemporaries. The authority of his stature as an artist grew out of his
groundbreaking styles and techniques as well as from the astounding productivity
levels he maintained throughout his life.

In 1969 alone, the year this piece was made, Picasso produced over 165 paintings on
canvas and 46 drawings. As an 88 year-old man, he felt the urgency of productivity
and drawing became less a preparatory stage than an end in itself. One drawing often
led to another, and it was this flow of ideas, the exponential process of image making,
that kept him alive. He worked incessantly, testing new graphic techniques and
introducing time and time again radically new approaches of representing the human
form. This piece combines pictoral simplicity through lines on a plain background, and
expressive depth through figurative distortion. His drawings, which he considered
important insights into his artistic inventiveness, constituted an essential part of the
personal archives he compiled throughout his life as a contribution to “the study of
creative man.”
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Pablo Picasso (1881-1973)
Téte en forme d’horloge, 1956
Silver

62.5cm diameter

Although primarily a painter, Picasso made an impact in a variety of other disciplines,
including various forms of decorative arts. Téte en forme d” horloge, as other similar
works in silver, was the product of Pablo Picasso’s collaboration with silver artisan
Francois Victor Hugo. The technique they developed together consisted of creating
a cast metal die from an initial sketch on paper, into which was then hammered a
sheet of silver.

Picasso here uses silver in the same way he often did paper, bending and folding two-
dimensional sheets into sculptural forms. The combination of spontaneous, child-like
style and luxurious material plays with notions of privilege and ornamentation, while
also questioning the resistance to creativity within the field of decorative arts.
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Georges Braque (1882-1963)

Nature morte aux péches et au citron, 1928
Pastel on black paper

20.3Ccm x 28.9cm

Georges Braque, alongside Matisse, was one of the foremost Fauvist painters.
Meeting with Picasso later led him to explore Cubism, but it was not until after WWII
that he developed his own unique style. Having been severely wounded during the
war, he ventured away from the highly structured Cubist style in favour of simpler,
more personal compositions.

He had a preference for still-lives and the proximity to the subject matter they offered:
“In the still-life you have a tactile, | might almost say a manual space... This answered
to the hankering | have always had to touch things and not merely see them.” His
still-life drawings usually consisted of volumes highlighted through sharp lines and
bright colours. In Nature morte aux péches et au citron, the use of pastel on black
paper enhances the vibrancy of the colours.
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Robert Delaunay, 1885-1941

Etudes pour le *Palais de l’Air’, 1937

Watercolour and gouache compositions on tracing paper laid down
on paper

Robert Delaunay produced Etudes pour le ‘Palais de [I’Air’ in preparation for
the interior painting of the aviation and railroad pavilions in Paris’ 1937 edition
of the Exposition internationale des arts et techniques dans la vie moderne. An
enthusiastic advocate of technological progress, Delaunay used optical effects to
conjure dynamism in two-dimensional images. He chose specific colours and shapes
according to their combined effect on vision. Oscillation, light, and movement were
relayed through interweaving and rhythmically organized lines, primary colours
applied with varying intensities, transparencies, and circles.

The composition of Etudes pour le ‘Palais de I’ Air’ follows similar rules, with a
blue circular form in the centre flanked by diagonals in white, red, and yellow and
repeated with slight variations in each of the three transparent bands. Consistent
with Delaunay’s pictorial interests and as a representation of aviation, this piece is a
clever celebration of the spirit of invention.
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Marc Chagall (1887-1995)
Dans les nuages, 1962

India ink and wash on paper
45cm X 32cm

Marc Chagall immigrated to Paris in 1910 and fell in love with the city. He was deeply
affected by the bohemian atmosphere and romantic views, which he famously
depicted in 1952 in a series entitled “Homage to Paris.”

Dans les nuages reflects his intimate relationship with the city, which is seen here
as a vast stretch in between two halves of a body. The human form is detached from
the landscape and floats around it, as though removed from the reality of everyday
life. The character depicted in the bottom right corner is represented with an aureole
and reads a book with shining white pages pointed outwards towards the viewer. His
dreamy style and fantastical pictorial interests, steeped in his faith, marked him as
the painter-poet of the twentieth century.
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Marc Chagall (1887-1985)

Le prétendant, 1972

Gouache, watercolour, pen and ink and wash on paper
47¢m X 36¢cm

Bouquets of flowers were one of Chagall’s preferred pictorial subjects. They allowed
him to experiment with colour and express, by association, notions of emotion,
romanticism, and exuberance. He started painting them upon his return to France after
WW?1, amazed, after years of turmoil and darkness, at the country’s natural beauty.
They remained a prominent feature of his work throughout his life, in particular in
his representation of lovers at different stages of their relationships. As short-lived
parcels of beauty, they bring to mind both happiness and nostalgia. As is common in
Chagall’s work, the character in Le prétendant appears in a corner, overshadowed by
the massive bouquet he carries. The burden is, however, not an unpleasant one, and
the scene rendered is tender and touching.
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Man Ray (1890-1976)

La main, 1937
Pencil, pen and black ink on paper

31cm X 23.2cm
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Although Man Ray was primarily recognized and made his biggest impact as a
photographer, he experimented in many different media, including drawing, painting
and collage. As a young man, he underwent formal training in drawing and designed
and illustrated small pamphlets. Upon moving to Paris in the 1920s, he devised a
unique method of camera-less photography, producing images by placing objects
directly on photo-sensitive paper. Man Ray considered this system to be closer to
painting than photography, stating that he was ‘painting with light.” His esteem of
craftsmanship is evidenced here in the quality of the drawing as well as its subject

matter.
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Paul Delvaux (1897-1994)

Femme a la fleur, 1975

Watercolour and India ink on paper
35.4Cm X 26.5cm

Femme a la fleur exemplifies the atmosphere that pervades Paul Delvaux’s oeuvre.
Through a combination of recurrent elements such as classical architectural
backgrounds and female subjects posing suggestively while glancing at the viewer,
Delvaux manages to convey both sensuality and reserve. In a manner reminiscent of
Surrealist artists and Giorgio de Chirico’s work in particular, Delvaux concentrates
meaning into disparate pictorial elements. Here, the blackness of the eyes and the
flower in the woman’s hair focus the viewer’s gaze on symbols of seduction.

Delvaux produced many works on paper, including illustrations for texts by Claude
Spaak. An exhibition devoted to his works on paper was organized by the Centre
Wallonie-Bruxelles in Paris.
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Joan Mir6 (1893-1983)

Loin de Rueil, 1945

Gouache, India ink and collage on paper
99cm X 69.8cm

The technical eclecticism of Joan Mird’s works on paper is perhaps unparalleled
amongst the artists represented in this exhibition. After developing his draftsmanship
skills through detailed drawings and paintings of landscapes, Miré experimented
with a broader range of subject matters and media. From assemblages on sandpaper
and collages integrated into drawings, to fine lithographs and etchings, Mir6 tested
the possibilities of paper with curiosity and playfulness. Despite this variety, his work
remains recognizable through the recurrent use of oblong shapes, patches of primary
colour, and text.

Words played an integral role in Mird’s early pictorial compositions. A self-proclaimed
painter-poet, Miré understood both art forms as one: “I make no distinction between
painting and poetry.” Suffering from a vivid sense of isolation during World War
11, Mir6 turned to music for solace and it gradually replaced poetry as a source of
inspiration.
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Joan Mir6 (1893-1983)

La grande amulette, dedicated 'pour Jacques et Andrée Pérez-y-
Jorbe avec toute la grande amitié de,'1954

Coloured crayon, pastel, pen and India ink and wash on paper
37.9cm x 28.3cm

Mir6 was interested in representing nature as though through the eyes of a child,
but with the intelligence that was proper to his life experience as an adult. While this
ambition coincided with that of some of his contemporaries, namely the Surrealists
and Dadaists, theirs was steeped in a broader philosophical discourse. By escaping
this, Miré’s work retained a distinctive freshness. This stick figure calls to mind child-
like drawings produced by Picasso around the same period, one of which is on display
in this exhibition. At the later stages of their careers, both artists sought to capture
the essence of forms through stylistic reduction.

While this work combines realism and abstraction, Miré gradually removed both
verbal language and figuration to retain only abstract and scattered shapes. The stars
and the moon, depicted here in their most abstract form, appear throughout Mird’s
work: "The spectacle of the sky overwhelms me. I'm overwhelmed when | see, in an
immense sky, the crescent of the moon, or the sun. There, in my pictures, tiny forms in
huge empty spaces. Empty spaces, empty horizons, empty plains - everything which
is bare has always greatly impressed me."
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Joan Miré (1893-1983)

Composition pour Le lézard aux plumes d'or, 1963

Gouache, watercolour, pen and India ink, brush and ink and ink
wash on paper

35.4Cm X 50.3CM

A practitioner of the Surrealist exercise of Automatic Drawing, Miré would at times
let his hand run freely motivated only by a subconscious impulse. Yet, even when
his work was informed by greater rational agency, it remained whimsical and open
to associations.

The detailed title of this piece, Composition for the lizard with gold feathers, contrasts
with the sparse and abstract depiction and imbues the image with poetic associations.
The lizard, represented by a black oblong shape flanked with two lines of vivid colour,
hovers against a star-filled sky, Mird’s preferred pictorial backdrop.
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Alexander Calder (1898-1976)
Untitled, 1974

Gouache on paper

74.3CM X 109.1CM

Celebrated for his mobile sculptures, Alexander Calder was also an able draftsman.
The combination of technical skills, developed during his training as an engineer,
and creativity quickly earned him recognition as an artist. His drawings served as
playful explorations of his sculptural ideas and his stylistic evolution can be traced in
both art forms. His early works on paper consisted of simple outlines of figures and
animals against a blank background.

This piece is typical of Calder’s later works, more abstract and colourful. The spirals
within the shapes and the dynamic formal organization of the piece hint at his life-
long interest in kinetic movement. Calder gifted the work to Carlos Franqui, a Cuban
political activist, writer and poet. As editor of Cuba’s official newspaper Revolucion,
Franqui emphasized the arts and literature and developed friendships with authors
and artists including Picasso and Calder.
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Alexander Calder (1898-1976)
Untitled, 1962

Painted metal hanging mobile
101.5CM X 156Cm

Untitled, 1962 is a beautiful example of the abstract and colourful mobiles for which
Alexander Calder was renowned. It was Marcel Duchamp, who Calder met on one of
his many stays in Paris, that coined the term ‘mobiles’ in referring to these structures,
playing on the associations of the French word for movement.

Calder’s mobiles are almost direct replicas of his drawings in three-dimensional form,
the wire used like a pencil to outline forms in space. While his early mobiles included
mechanical elements, later pieces such as this one were left to move freely, governed
only by currents in the air. After a passage from figurative work to full abstraction,
Calder started experimenting with biomorphic forms. The structure of this piece, with
elements joined along a central spinal line, alludes to the form of an animal and calls
to mind similar explorations in the work of Calder’s long-term friend Miré.
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Yves Tanguy (1900-1955)
Paysage fantastique, circa 1951
Pen and ink on paper

28.2cm x 22.7¢m

Yves Tanguy’s encounter with Surrealism in 1925 provoked a radical departure from
his earlier, more expressionist style. Embracing the movement’s ambition to pull
the subconscious into reality, Tanguy practiced the exercise of Automatic Drawing
whereby the artist’s hand would be left to move freely across the paper, unhindered
by intent. Drawings produced in this manner were considered revelatory of the
repressed or dormant psyche.

Tanguy produced a number of dreamscapes using flowing lines and imprecise forms.
He was consistent in his chosen subjects and style, usually depicting inauspicious
territories filled with strange forms and ominous skies. The long-winged bird seen
here also appears in several of his other works. The melting objects are reminiscent
of Dali’s work, similarly inspired by Surrealist philosophy. Dali’s commercial success
and extrovert personality should not overshadow Tanguy’s deserved acclaim as one
of the most devoted and pure Surrealist artists.
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Marino Marini (1901-1980)
Due acrobati e cavallo, 1955
Gouache and acrylic on paper
9ocm X 66¢cm

Marino Marini established his reputation as an artist through his large scale
sculptures of men riding horses. The equestrian theme was the means for him to
re-interpret classical iconography in a modern context. Breaking away from his early,
more stoic representations of horses, the present piece falls in line with the gestural
style of his mid-career works.

Although Marini focused on three-dimensional works, he remained committed to
painting and drawing, both as preparations for his sculpture, and as finished works in
themselves. Due acrobati e cavallo captures the dynamism and energy of his preferred
subject matter through the pivoting of the bodies and the bold lines and colours.
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Willem de Kooning (1904 - 1997)
Untitled (woman), circa 1965

Oil on paper mounted on masonite
123CM X 94Cm

As the longest and most reputed practitioner of Abstract Expressionism, Willem de
Kooning proved to be somewhat of an exception to the purely abstract trends of the
era. His paintings often suggest a figurative presence, as seen here in the form of the
woman, oscillating between abstract and figurative. Nevertheless, the emphasis is
on abstraction through his rejection of form and modelling, and the importance of
colour and line.

This work, executed in 1965, belongs to de Kooning’s later series of women. The
underlying violence, suggested by the combination of pink and red in the rendition
of flesh, is enhanced by de Kooning’s distinctive style of sweeping bold brushstrokes
and the dissolution of the figure under the layered surfaces. As a painting executed
on paper, the work reflects de Kooning’s interest in blurring the traditional barriers
between drawing and painting by combining elements proper to each medium.
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Salvador Dali (1904-1989)

Study for the Trilogy of the Desert (Room Setting), 1946
Gouache and pencil on paper

35.6Cm X 45.6Cm

This work depicts Salvador Dali’s study and three paintings he produced for the
Shulton Company to market the perfume Desert Flower: Apparition of a Couple in the
Desert; Flower in the Desert; Apparition of a Woman and Suspended Architecture in
the Desert. Dali worked extensively with the fashion, luxury, and design industries.
He collaborated with jewellers such as Elsa Schiaparelli, Duke Fulco di Verdura, and
Alemany & Ertman, as well as fashion designer Helena Rubinstein. He designed
postcards for the card company Hallmark, advertisements for nylon stockings by
Bryans Hosiery, store fronts in New York, and industrially produced objects such as
the lobster telephone.

Discussing these commercial endeavours, he told The Herald Tribune Magazine: “As a
Renaissance man, | do not feel distant, as an artist, from the masses. | am prepared to
draw anything people ask me to draw.” Dali’s unapologetic embrace of commerciality
paved the way for artists such as Andy Warhol to later insert mass production into
fine art and blur the boundaries of both.
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Salvador Dali (1904-1989)

Le regne du mou, le régne du dur, 1946
Pen and ink on paper

19.5CM X 9.5CM

The title of this work, Le réegne du mou, Le régne du dur (the reign of the soft, the reign
of the hard), depicts an underwater battle between an octopus and a lobster. The
octopus is surrounded by molluscs, and the lobster, by sea urchins. The soft seems to
reigning over the hard, as the octopus and molluscs take up most of the space. “Spiny
lobsters have a horror of octopi, which envelop them with their powerful tentacles
and choke them,” warned Dali.

Dali was fascinated by what he called “antipathies,” or the cohabitation of two
radically opposed states. He was particularly interested in the combination of hard
shells and soft interiors, in eggs, snails, and sea urchins, which he believed embodied
both this physical duality and overall geometric perfection.
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Salvador Dali (1904-1989)

The Wood of Birnam - La forét de Birnam, circa 1946
Pen and India ink on paper

20.3CM X 17.3CM

Exiled in the US since the outbreak of WWII, Dali was particularly productive in 1946,
the year this work was produced. He illustrated The Autobiography of Benvenuto
Cellini, painted the advertisements for Desert Flower (referenced in Study for the
Trilogy of the Desert, also on view in this exhibition), illustrated covers for Vogue
magazine, and produced his famous painting The Temptation of St. Anthony.

Dali also illustrated a wide range of books throughout his career, including Alice
in Wonderland, Don Quixote, Tristan and Iseult, and the Divine Comedy. This piece
illustrates Act 5, Scene 3 of Shakespeare’s Macbeth when Malcolm's soldiers cut
branches from the wood of Birnam to disguise their attack on Macbeth at Dunsinane
Hill, in Scotland: “I will not be afraid of death and bane / Till Birnam forest come to
Dunsinane.”
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Salvador Dali (1904-1989)

Neptune, 1947

Watercolour, brush and gray wash over pencil on board
101.7Cm X 76.2cm

After the Second World War, Dali developed a strong interest in classical mythology.
Having emigrated to America at the outbreak of the war, he met Walt Disney in Los
Angeles and in 1945, both agreed to collaborate on an animation film entitled Destino.
While the film was only eventually produced in 2003, this work was inspired by its
scenario of a young girl consorting with the gods.

According to tradition, Neptune, the Roman god of the sea, competed against Athena,
the goddess of knowledge and wisdom, to rule over Attica. It was decided that Attica
would belong to the one who bestowed the most useful gifts upon its inhabitants.
Neptune shattered a rock on the Acropolis with his trident, allowing salt water to
flow down to the people. Athena offered the city an olive tree, seen in the lower right
corner of the piece. Her gift, which granted her possession of the city, was said to still
be flourishing on the Acropolis during the later reign of Pericles.

_~ This myth is revisited here in Dali’s work, with Attica replaced by Los Angeles and
represented here by the angel atop the obelisk. In this new water-scarce environment,
Neptune is made into the hero and celebrated by grateful inhabitants portrayed in the
lower part of the picture.
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Salvador Dali (1904-1989)

The eye glass of the painter, circa 1947
Pen and India ink on paper

16.3cm X 16.3cm

Dali was fascinated by sea urchins, as can be seen in Le régne du mou, le régne du
dur, also on view in this exhibition. He frequently depicted them in his paintings,
consumed them avidly at mealtimes, and used their spineless shells for various
experiments in his art-making process. This drawing depicts such an experiment, in
which the shell of the sea urchin is used as a natural telescope to gauge the progress
of a painting. This shift in perspective, claimed Dali, could reveal faults in the work
that the artist may not otherwise see. Fascinated by the perfect geometry inherent
to such “secret receptacles of nature” as the sea urchin’s shell, or the cobweb, Dali
advocated their use in painterly exercises.

The artist depicted bears great similarity to Dali himself: the drop of saliva at the
edge of the mouth is a common feature of his self-portraits. “All good painters drool,”
he claimed, as a result of concentration and glee at the beauty of their work. The
moustache is also characteristic of Dali’s persona and his most recognisable feature.
The moustache here serves both a stylistic and a practical purpose, catching dust and
preventing it from sticking to the wet paint of the canvas.
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Salvador Dali (1904-1989)
Flesh wheel barrow, circa 1947
Pen and ink on paper

14.9CM X 9cm

999,

The text on the drawing reads: “Gala Dali”; "’ Typical reverie of ‘Slumber with a Key’”;

“instantane”; and “ce genre d'himages peuvent etre inclus dans un genre de himages
hipnogogiques....elles on une esthetique tout a fait propre S.D.” (these kinds of
himages can be included in a genre of hypnagogic himages...they have their very own
aesthetic).

Hypnagogia refers to the transitional state between wakefulness and sleep. The
analysis of dreams and the unconscious as promulgated by Freudian theory played
an instrumental role in the Surrealist movement. As of the 1930s, Dali embarked on
what he called “hand-painted dream photos,” which he continued to produce even
after disassociating himself from Surrealists in 1938. “Slumber with A Key” is a
Dalinian exercise for artists to “sleep without sleeping.” The artist, who has risen
at dawn, faces tiredness in the afternoon. Dali recommends resting in an arm-chair
while holding a key above an upturned plate on the floor. Falling asleep, the artist will
_~ drop the key against the plate, which will awaken him. Revived by this minuscule nap,
he will be able to continue to work hard and well through the evening. The armchair
is here replaced by a wheelbarrow, an image borrowed from Jean Francois Millet's
Angelus painting (1868 -73), one of Dali’s favourite works.




59

Salvador Dall

(1979 -19. €) i jgslabiu
The way to wash abdomen, sleeve trimmed with shells and crutch
19¢V ,for the little finger

Gioll yde (s3im pag pld
E=u I1V,1 x iy 9,4

lgiulys Gliall e Gusiy il elpiill 1hado lawag eaull dap G (lls LGS Gouail
Qi <3 i sylewo puuy e Jooy lilis Jozll 3o Jg.;.a_.l_l.l.e.ol_\jl..ul u\_su_u gl ilgadllg
sclgd pleil dimlys plupl (e cay (3l pall JBaal o J4ai Jol 6jlosll pisy ls
Jwg olwallg ololill bhlal dsegl dilion gliall ¢hs e jhall calaal pisig .duwsigll
clifl Lgoaaiiul 38 U8 Guoun asall ol jlicl duwsdoll dlayll o3 jghg aall (sl joyi
ojluicly diguaally Layl casaall huip Las lpidlg plehll dicglé ay dualall all dla
gdls Jlocl (ra alsuadll odm elsaitul .Hlogdl sic cuall d.eJTJ.LJ.V_l gl yugisal ljo)

dgelsall dlosll oo fjaiy ol cjas lgigh digunillg dusiall dayll ileo (ll jop

Salvador Dali (1904-1989)

The way to wash abdomen, sleeve trimmed with shells and crutch
for the little finger, 1947

Pen and India ink on paper

9.9Cm X 17.6cm

Dali’s writings on the craft of painting include detailed descriptions of objects to
be studied and the instruments to be used. This work depicts an artist working on
an architectural structure. Dali believed architecture was the first art with which a
painter was to familiarize himself in order to learn the rules of geometry. The shells on
the artist’s arm serve as saucers for the mixing of colour pigments and water. Scallop
shells were used by the apostle St James during his pilgrimage as a receptacle for
the food and drink he was given along the way, and came to symbolize the purity of
pilgrimage. Scallop shells are also associated with fertility as one of the symbols for
Venus, the Roman goddess of love. The use of such shells in Dali’s work suggests the
role of pilgrimage and fertility as part of the creative process.
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Salvador Dali (1904-1989)

Dalinien manner to paint the finest details, circa 1947
Pen and India ink on paper

21.5Cm X 21.8cm

Dalinien manner to paint the finest details illustrates the delicate arrangement of
instruments and materials advocated by Dali in the painting of intricate images. The

~ maulstick, a wooden stick used by painters as a support for the hand and to keep it
from touching the canvas, is here held up by a string, itself attached to a finger on the
artist’s left hand. This prevents possible jolting from the hand. The right hand rests
slightly on the stick, removing hesitancy or trembling.
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Salvador Dali (1904-1989)

Saint Georges et le dragon, dedicated 'Pour el Doctor Ferrer con
'amistat i continui tot del seu Amic Dali 1969'

Ball-point pen on paper

30Cm X 25Cm

St George is one of the most prominent military saints and the Patron Saint of
England. According to legend, the Roman soldier Saint George slayed a dragon near
the town of Silene, thus saving the king’s daughter who had been chosen by lottery
to be fed to the beast. As a result of Saint George’s feat, the townspeople converted
to Christianity.

Dali’s experience of religion was divided from early on. His mother was a devout
Catholic, while his father was an atheist. In his early work, Dali shared his father’s
aversion for religious matters and produced fiercely anti-clerical works. Yet after
World War Il his attitude towards religion began to change and he explored religious
themes from a different angle, fusing his interest in the progress of science with his
new-found spirituality.

This drawing can be examined in comparison with the bronze sculpture also on
display in the exhibition and cast 15 years later.

Salvador Dali (1904-1989)

Saint George et le dragon, conceived in 1977, cast in 1984
Bronze with green and brown patina

46Cm X 45cm x 28cm

The legend of St George and the dragon fascinated Dali and inspired several of his
works. A drawing with the same title displayed in this exhibition was completed 15
years prior to the casting of this piece, showing the enduring quality of Dali’s thematic
interests.
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Salvador Dali (1904-1989)

Le Roi Soleil, 1971

Watercolour and pen and ink on paper
55CM X 44Cm

Dali was greatly influenced by old master painters, and in this piece pays homage
to both Goya and Velazquez. The title, Le Roi Soleil (The Sun King), refers jointly to
the French King Louis XIV (it is likely the piece was part of a series of studies for
Dali's Hommage a toi France, executed in 1971), and to Saturn, the Roman god of
agriculture, who devoured his children for fear of being overthrown by them. Goya
famously depicted the gruesome myth as part of his Black Paintings series, painted
directly onto the walls of his house. The child in the body of Dali’s Roi Soleil bears close
resemblance to the Infanta Margarita as portrayed by Velazquez in his masterpiece
Las Meninas. This overlaying of references and mise en abime were proper to Dali’s
post-war explorations. The work shares its title with a fragrance, for which Dali was
commissioned to design the bottle.
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Salvador Dali (1904-1989)

Eléphant et cornac, circa 1972

Black ink, red ink and collage on paper
30.5CM X 55.9cm

Elephants are a recurring image in Dali’s work and the artist’s symbol for the future.
They are usually depicted carrying objects or people on their backs atop thin, multi-
joined legs. In this piece, however, the animal’s limbs are sturdy, implying strength
and power. The choice of executing the drawing on the frontispiece of the book
‘Dali’ published by Harry N. Abrams enhances the casual nature of the drawing. The
irreverence of its placement and style calls to mind the more recent work of graffiti
artists and the similar ambition of marking something to reclaim it. The small piece
of collage highlights the layering of references — from Dali the subject and title of the
book, to Dali the impromptu draughtsman, to Dali the ultimate author of the book-
artwork he has signed.

Salvador Dali (1904-1989)

L'ange éléphant, conceived 1976, cast 1984
Bronze with green and gold patina

50CM X 24.8Ccm X 14.5¢m

Gian Lorenzo Bernini's sculpture in Rome of an elephant carrying an ancient obelisk
left a lasting impression on Dali when he saw it. The piece inspired him to use
elephants in his own work, the first appearing in his 1944 work Dream Caused by
the Flight of a Bee around a Pomegranate a Second Before Awakening. He usually
represented elephants on tall thin legs, such as in L’ange éléphant, and used them as
a symbol for the future. Here, the future looks prosperous, as an angel trumpets atop
the elephant’s bejewelled saddle. Angels are also recurrent in Dali’s work and often
take on the features of his wife Gala.
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Bernard Buffet (1928-1999)
Plage, 1958

Pencil on paper

47¢m X 62.7¢cm

Bernard Buffet rose to fame at an early age, immediately remarked for his distinctive
dark black lines and elongated forms. The sea was one of Buffet’s ongoing thematic
interests, which he represented in different mediums and at various times throughout
his life.

Plage depicts a scene from Northern France; the cliff on the far right and the wooden
cabins positioned directly on the sand are characteristic of the region. The year this
piece was produced and at the age of 30, Buffet was given his first retrospective at
Galerie Charpentier.
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Bernard Buffet (1928-1999)

Plage de Bretagne, 1963

Watercolour, ink and wax crayon on paper
49.9cm X 68.3cm

This work depicts a scene from Brittany, where Buffet bought a house in 1964. Buffet
was inspired by Northern seascapes, in particular during the winter time when the
beaches were empty of tourists. The stark bareness of the beach is here heightened by
the minimal use of colour and Buffet’s characteristic thick black line. This distinctive
use of line is captured in his signature, which has become emblematic of his art. Seen
here on the far right, his name is stretched so as to appear gaunt, perfectly befitting
the style and tone of his pictures.
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Andy Warhol (1928-1987)

Shoe of the evening, beautiful shoe, circa 1955
Watercolour on offset lithograph

24cm X 30.4Cm

As a leading figure of the pop art movement, Andy Warhol famously blurred the
boundaries between the commercial and fine arts by turning industrial goods into
iconic works of art. In his studio, known as “The Factory,” the art-making process
resembled an industrial production line, and the works he signed were as detached
from authorship as the items he represented.

Warhol started his career as a commercial illustrator, working on commissions for
advertising companies. His first commission for a shoe campaign was followed
by others, and he soon became famous for drawing footwear. His drawings reflect
incredible versatility and inventiveness. His representations of shoes were like none
ever seen before, some even turned into imaginary characters. This particular piece
was part of a portfolio of fourteen shoe prints, titled A la Recherche du Shoe Perdu. A
play on words of Proust’s famous oeuvre, the portfolio’s title also suggests the story
Cinderella, associating shoes to the quest for perfection.

While drawings of shoes were the staple of Warhol’s work as a commercial artist,
they were also the pathway to his consideration as a fine artist and were featured in
some of his early exhibitions in New York’s Bodley Gallery. The eye-catching style he
later developed owes much to his initial experience in advertising, and he remained,
throughout the rest of his career, deeply concerned with the appeal of his work to
mass audiences.
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Andy Warhol (1928-1987)

Untitled, dedicated 'to john M. somebody Andy Warhol' circa 1957-58
Watercolour and ink on paper

43.7C¢m X 36.2cm

The drawings Warhol produced in the 1950’s were lyrical and romantic, in tune with
his personal interests at the time. The subject depicted here is rendered in the
distinctive blotted style of his early work. The interrupted lines combined with the
tenderness of the subject matter give the portrait a nostalgic quality. The pear and
the leaves imply both youth and its transience, while the demeanour of the boy, the
slight bow of his head and the long lashes that cover his eyes, capture a sense of
quiet resolve.

Consistent with Warhol’s early style of portraiture, this drawing reveals less about the
subject than it does about the artist. Warhol’s early works as a fine artist are imbued
with a sense of isolation, frailty, and sad wonder in relation to the objects of his desire.
While the works inspired by consumerism, for which he was later famed, perhaps tell
us something about who we are, it is portraits such as these that shed light on Warhol
and the feelings of inadequacy and longing that pervaded his personal life.
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