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PICASSO VS MAILLOL 

CLASSICS ? 

Aristide Maillol (1861-1944) and Pablo Picasso (1881-1973) are two 
artists closely connected to the collections and history of the Hyacinthe 
Rigaud Museum of Art. The first, born in Banyuls-sur-Mer in the  
Roussillon region, contributed to Perpignan by endowing it with one of 
the original bronze versions of Méditerranée (Mediterranean). And the 
latter, made the Hôtel de Lazerme his home during his stays in Perpignan 
from 1953 to 1955, which now houses the Rigaud Museum.

Following in the footsteps of the exhibitions Perpignan, le cercle de l’in-
time (Picasso Perpignan, The Circle of Intimacy) (2017) and Rodin Maillol, 
face à face (Rodin Maillol, Face to Face) (2019), this third installment stren-
gthens and extends the study of these 20th-century masters, whose 
deep connection to their native lands is striking. The Hyacinthe Rigaud 
Museum pays particular attention to promoting Maillol’s work, whose 
contribution to the history of modern sculpture is essential.

Although Maillol and Picasso’s paths crossed in Paris, the encounter that 
serves as the starting point of this exhibition occrured much later on, 
even after Maillol’s death, between 1953 and 1955, when Picasso stayed 
with the De Lazerme family in Perpignan. The photographer Raymond 
Fabre photographed Picasso in front of Maillol’s sculptures, Méditerranée 
(Mediterranean) and Vénus (Venus), observing them with what seems to 
be an approving eye.

A twenty-year gap separates the two artists, as does their principal 
medium—sculpture for Maillol, painting for Picasso—yet both explored 
a wide range of artistic techniques. Both carved wood at the beginning 
of their careers, staying as close as possible to the original material, 
and their early sculptures reveal the influence of primitivism—particu-
larly that of Gauguin, whom Maillol knew personally and whom Picasso 
discovered through the 1906 retrospective.

Fig. 1. 
Raymond Fabre, Picasso in front of Méditerranée 
(Mediterranean) by Aristide Maillol, courtyard of the 
town hall, Perpignan, summer 1954, photograph. 
Perpignan, Hyacinthe Rigaud Museum of Art.  
Photo by Raymond Fabre (Studio Visages).
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Fig. 2. 
P. Picasso,

1907, carved beechwood. 
Paris, Musée Picasso.
Photo by GrandPalaisRmn (Musée National Picasso-Paris) / 
A. Didierjean. © Succession Picasso 2025

A. Maillol, Danseuse, v. 1895, 
carved wood. Paris, Musée d’Orsay.  
Photo by GrandPalaisRmn (musée d’Orsay) / H. Lewandowski.
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Both artists maintained a strong bond with Catalonia, whether French or 
Spanish: Maillol visited annually, while Picasso stayed there on multiple 
occasions. For Maillol, the fullness of nature, no different from that of 
Greece, was a fundamental source of inspiration. Picasso, on the other 
hand, may have been more drawn to regional elements—the Catalan 
headdress of Paule de Lazerme, which takes the form of a veil in Maillol’s 
Tête de Catalane (Head of a Catalan Woman), or the bullfights of Céret.

The exhibition, at the 1905 Salon d’Automne, of Femme assise (Seated 
woman), later known as Méditerranée (Mediterranean), marks the true 
starting point of Maillol’s sculpture career. This perfectly composed 
figure, standing out by the sheer power of its form, embodies for the 
public the perfection of a serene and balanced classicism, which had 
been overshadowed by Rodin. In the early 1920s, having gone through 
phases of more daring experimentations, Picasso seems to echo this, 
when creating paintings imbued with a classical spirit (Women at the 
fountain, 1921).  

Fig. 3. 
A. Maillol, Tête de catalane, 
c. 1898, terracotta.
Berlin, National Gallery.
Photo: BPK, Berlin, Dist. GrandPalaisRmn / B. Kuhnert.

P. Picasso, Tête de femme, 
1906, bronze. Fundación 
Almine y Bernard 
Ruiz-Picasso.
FABA Photo: Hugard & Vanoverschelde
© Succession Picasso 2025.

P. Picasso, Portrait de Paule
de Lazerme en catalane, 
dessin, 1954, gouache and 
pastel on paper. 
Perpignan, Hyacinthe Rigaud 
Museum of Art.  
Photo by Ville de Perpignan. Hyacinthe Rigaud Museum 
of Art, P. Marchesan. © Succession Picasso 2025.

Fig. 4. 
A. Maillol, Les porteuses d’eau, 
1898, terracotta.  
Private collection, courtesy 
of Galerie Dina Vierny.  
Photo: J.-A. Brunelle.

P. Picasso, Femmes à la fontaine, 
1921, oil on canvas. 
Paris, Musée de l’Orangerie.  
Photo: GrandPalaisRmn (Musée de l’Orangerie) / 
F. Raux. © Succession Picasso 2025.
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Even a decade later, when he desconstructs form, one can detect the 
lingering memory of Méditerranée’s (Mediterranean) solide construction 
in his Femmes devant la mer (Women before the sea) (1965, see cover). 
Whether in sculpture, painting, or engraving, the aim here is to explore 
the aesthetic and technical meeting points of both artists.
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Fig. 5. 
P. Picasso, Femme assise, 1902, raw clay. 
Paris, Musée Picasso.
Photo: GrandPalaisRmn (Musée national Picasso-Paris) / A. Didierjean / 
M. Rabeau. © Succession Picasso 2025.

A. Maillol, Jeune fille à l’épine, 1921, terracotta.
Perpignan, Hyacinthe Rigaud Museum of Art
Photo: City of Perpignan. Hyacinthe Rigaud Museum of Art, P. Marchesan.

Fig. 6. 
A. Maillol, Buste de Marthe Denis, 
avant 1907, before 1907, terracotta. 
Paris, Musée d’Orsay.  
Photo: Musée d’Orsay, Dist. GrandPalaisRmn / S. Crépy.

P. Picasso, Tête de femme, 1931, bronze. 
Paris, Musée Picasso.
Photo: GrandPalaisRmn (musée national Picasso-Paris) / M. Rabeau. 
© Succession Picasso 2025.
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WHEN PICASSO SHEDS 
LIGHT ON MAILLOL

The exhibition also takes its roots in the dialogue envisioned by archi-
tect Ludwig Mies van der Rohe (1886-1969) between the works of 
Maillol and Picasso, when, in 1943, he was invited by the American 
magazine Architecural Forum, to design the archetype of the Museum 
for a Small City. With La Nuit (The Night) (c. 1906-1909) and Guer-
nica (1937), Mies van der Rohe outlines a new vision of the museum 
space : he breaks drown historical separations between works from 
distinct periods, favours human connection with visitors in an open 
space, thus redefining the museum as a place of pleasure and not of  
« internment » of art. The chosen artworks encapsulate the quintessence 
of a modernity that oscillates between classical beauty and artistic revo-
lution. 

This unexpected dialogue encourages a fresh perspective on the works 
of these pivotal artists in modern art history, and above all to recognize 
the modernity of Maillol’s sculpture, highlighted by its contrast with 
Picasso’s work. 

Fig. 7. 
Ludwig Mies van der Rohe (1886-1969), Museum for a Small City project, 1941-43, photographs, and cut-out reproductions on cardboard. 
New York, MoMA (original not on display).
Photo: Digital image, The Museum of Modern Art, New York/Scala, Florence. © Adagp 2025.
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PARTNERS

With the collaboration and exceptional loans from:
• The Dina Vierny Foundation-Musée Maillol, Paris
• The National Museum of Modern Art / Center for Industrial Creation, Paris
• The National Picasso Museum, Paris
• The National Center for Plastic Arts, Paris
• The Musée national Picasso, Paris
• The Musée de l’Orangerie, Paris
• The Petit Palais, Paris
• The Rodin Museum, Paris
• The Henri Matisse Museum, Cateau-Cambrésis
• The Grenoble Museum
• The Almine and Bernard Ruiz-Picasso Foundation
• The Kröller-Müller Museum, Otterlo
• The National Gallery, Berlin
• The Stedelijk Museum, Amsterdam
• The Swiss Confederation, Federal Office of Culture, Oskar Reinhart Collection, Winterthur
• H.M. Petit Indivision Collection
• Private collections

CURATORSHIP

The scientific curatorship will be shared between Thierry Dufrêne, Professor of Art History 
at the University of Paris-Nanterre, Antoinette Le Normand Romain, Honorary General Curator 
of Heritage, Honorary Director General of INHA, and Pascale Picard, Director and Chief Curator 
of the Hyacinthe Rigaud Art Museum.

PRESS CONTACT

Emilie HARFORD
Press Officer
Alambret Communication
+ 33 (0)1 48 87 70 77
emilie.h@alambret.com

Photo Credits:
Documents reproducing the works of Pablo Picasso are not copyright-free.
Rights are exempted only for formats smaller than 1/4 of a page within articles reviewing the exhibition. Otherwise, authorization must be requested from Picasso Administration at info@picasso.fr.
The works must be reproduced in full, without modification or text overlay.
All reproductions must include the copyright notice: © Succession Picasso 2025.

On cover:
Pablo Picasso, Femmes devant la mer, February 16, 1956, oil on canvas. Paris, Musée National d’Art Moderne. Photo: MNAM-CCI, P. Migeat © Succession Picasso 2025. 

Aristide Maillol, Méditerranée, 1905, foundry plaster. Private collection, courtesy of Galerie Dina Vierny. Photo: J.-L. Losi.
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