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Lost, Loose and Loved: Foreign Artists in Paris 1944-1968 is an exhibition organized by the 
Museo Reina Sofía with the collaboration of the Community of Madrid that brings the public closer 
to the complex artistic scene developed in the French capital after the Second World War and 
that recovers an outstanding cultural production often forgotten by a large part of art 
historiography. 
 
Thanks to a representative group of more than one hundred artists of different nationalities who 
covered numerous styles and formats (from painting and sculpture to cinema, music or 
photography) and more than 200 works - many of them never seen before - this exhibition sheds 
light on the richness of this period, which was undoubtedly crucial in the 20th century. 
 
Throughout the more than twenty years that make up the chronology addressed, Paris, a city that 
sought to restore after the devastation of war the reputation it once enjoyed as the cultural capital 
of the world, welcomed in successive waves a very large number of artists from America, Europe, 
Africa and Asia. In 1965, for example, there were some 4,500. Some were present long ago, such 
as Kandinsky or Picasso, but many others gradually fled their countries because of racial, 
homophobic or political discrimination or because they aspired to become important artistic voices 
thanks to critical Parisian filters.  
 
The amalgam of origins is reflected in the exhibition, where works by men and women from, for 
example, Argentina, Canada, Chile, Cuba, the USA, Haiti, Mexico, Venezuela, Germany, Spain, 
Italy, Finland, Hungary, Portugal, Romania, Russia, Switzerland, Algiers, South Africa and Japan, 
to name a few. Their names include, among many others, those of Eduardo Arroyo, Jean-Michel 
Atlan, Anna Eve Bergman, Minna Citron, Ed Clark, Beauford Delaney, Erró, Claire 
Falkenstein, Sam Francis, Herbert Gentry, Carmen Herrera, Vassily Kandinsky, Ida 
Karskaya, Ellsworth Kelly, Mohammed Khadda, John-Franklin Koenig, Roberto Matta, Pablo 
Palazuelo, Pablo Picasso, Jean-Paul Riopelle, Loló Soldevilla, Nancy Spero, Shinkichi Tajiri, 
Rufino Tamayo, Chu Teh-Chun, Jean Tinguely, Maria Helena Vieira da Silva, Wols or Zao 
Wou-Ki.  
 
Cultural reconstruction of the "City of 
Light". 
 
Attracted by their legendary bohemian history, 
the newcomers found in the bars, jazz clubs 
and studios of Paris an apparent atmosphere 
free of prejudice and traditional academic 
behaviour. In return, these creators offered 
their participation and collaboration in the 
cultural reconstruction of the city, which was 
still struggling to be the standard-bearer of 
Western art. 
 
At the same time, the city was a space for 
intense debates within a context of profound transformations, both locally and internationally, with 
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a new global geopolitical order that inaugurated the Cold War, the consolidation of consumer 
society, anti-imperialist and anti-colonialist movements as well as the end of the great stories of 
modernity. 
 
Thus, the city recovered in a certain sense its condition of privileged meeting point for the artistic 
community. However, it no longer had pre-war world centrality. Its cultural production was largely 
distant from the image of unity that was consolidated on the other side of the Atlantic, in New York, 
around abstract expressionism, and that was endorsed by broad sectors of critics, the market and 
institutions that then echoed the rigid dialectic of antagonistic blocs imposed by the Cold War.  
 
In contrast, artists in Paris shunned this unitary discourse, demonstrating with their plurality of 
approaches the tensions, conflicts and disparities of the time. Thus, the defense of socialist realism 
coexisted in the first post-war years with the debates between abstraction and figuration -or 
between different types of abstraction-, since surrealism acquired a renewed relevance with 
experiments close to automatism.  
 
As the 1950s progressed, the Algerian war (1954-1962) awakened the solidarity of numerous artists 
who, united in denouncing the unsustainable French colonial policy, faced censorship and 
sanctions with committed and critical works. At that time, op art and kinetic proposals also stood 
out. 
 

But the myth of the City of Light was destroyed in 1964 
when the American Rauschenberg won the Golden Lion 
at the Venice Biennale. It was the end of an era, the end 
of Parisian cultural supremacy in the world. The artistic 
environment became even more politicized and critical of 
the consumerist and conservative new French Gaullist 
society.  
 
At that time a series of authors were already working in 
Paris, singularly critical of the excesses of capitalism and 
the new consumer society, and disillusioned by the lack 
of response of the currents in vogue: abstract 
expressionism and pop art. Their bet for a new ironic and 
contentious figuration paved the way for the illuminating 

climate of May '68, with which this exhibition comes to an end. 
 
All these were the stages on which the foreign artists progressively landed, in successive diasporas, 
and Lost, Loose and Loved: Foreign Artists in Paris 1944-1968 not only reveal the vitality of the 
artistic world of the whole period analyzed, but also highlight the relevant contribution and 
protagonism of those "immigrants". Not in vain, in the catalogue that accompanies the exhibition, 
the curator of the show, the Canadian Serge Guilbaut, places special emphasis on the following 
quote pronounced in 1945 by the critic Michel Florisoone, "the French genius needs foreigners to 
function". 
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The resurgence of art after the war 
 
The exhibition, which presents in twelve 
spaces and chronologically the interesting 
mixture of nationalities that carried out 
similar artistic practices, begins with 
Kandinski, who had died in November 
1944 just two days before the closing of his 
last solo exhibition in the Parisian gallery 
L'Esquisee. 
 
Meanwhile, that same year's Autumn 
Salon, known as the Liberation Salon, 
pays tribute to Picasso, who had just 
declared himself a Communist and whom 
the Nazis considered one of the masters of degenerate art. It was a sign of the return to freedom 
that harbored the yearning for the rebirth of the arts. The works exhibited by the Malaga-born artist, 
produced during the conflict, reflected in a certain way the lethargy in which the artist, and also the 
French, had waited for the end of the war. In Child with doves, from 1943, we can perceive, for 
example, a certain escapism of the author when it comes to portraying the carefree attitude of his 
own children. 
 
Both facts, the disappearance of one of the pillars of modern art and the coronation of an artist 
resurrected from the atrocities of war, inaugurated a period of optimism with two foreigners who 
symbolically defined the new Paris. 
 
However, although reconstruction was underway and the city still maintained its reputation as the 
international capital of culture, the following room gives an account of how the situation was neither 
simple nor homogeneous.  
 

In order to preserve this image as a centre of artistic 
reference, the museum and critical establishment 
opted for a style already in force during the Nazi 
occupation, which consisted of combining the 
essence of famous artists of the past such as Alfred 
Mannesier, Roger Bissière or Jean Bazaine. This 
tendency was accompanied by the existentialist 
realism shown by Bernard Buffet in Three Nudes 
(1949) or the abstract reality proposed by Picasso in 
works such as The Kitchen (1948). Although it was 
an exciting context for creation, critical debate, 
division and confrontation were present and would be 
repeated from other positions in the following 
decades as well.  
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Dissent and alternative proposals 
 
In this climate of confrontation and according to their 
political tendencies, French artists fought among 
themselves in order to establish a solid artistic 
environment based on different types of realism or on the 
orientations of the Paris School, which emerged in 1925 
as a response to academicism and in defence of urban 
idiosyncrasy.  
 
But indifferent to this dispute, some foreign artists, as 
shown in the following area of the exhibition, adopted 
alternative formulas such as Jan Krizek's Art Brut or the 
geometric abstraction experienced by Carmen Herrera 
or Wifredo Arcay. The Algerian Jean-Michel Atlan was 
also another author alien to tradition, whose type of art 
heralded a modern way of seeing and feeling, with a certain influence of surrealism. 
 
And while institutions pampered artists considered great national icons of reconstruction, any other 
experimental form was considered weak or dangerous. It was the case of the Dutch Bram van 
Velde or the German Wols, to whom the high spheres did not pay the slightest attention and who 
reflected in their painting the absurdity and the prevailing violence in the world. In contrast, younger 
authors, such as the Canadian Jean Paul Riopelle, around whom the surrealist automatic writing 
group Automatist was organized, moved away from academic abstraction and post-war pessimism. 
 

Later, the visitor can contemplate the creativity of the 
works made from very different plastic perspectives 
by the artists linked to the Huit Gallery, a space 
created in 1950 by a group of multiracial friends such 
as Al Held, Raymond Handler, Haywood Bill 
Rivers or, among others, the very original Japanese 
sculptor Shinkichi Tajiri, who participates in the 
exhibition with the work Lamento por Lady (for Billie 
Holliday), made in 1953 from a jazz trumpet. Some of 
her works on the banks of the Seine were captured by 
the Swiss photographer Sabine Weiss. 
 
In order to present the context and the positions 
adopted by the artists in the face of history, the 

exhibition includes films, newspapers, archives and radio programmes, and a monitor from this 
area can see Tajiri's own film The Snakes (1955), which documents the artistic atmosphere of the 
city and its bohemian atmosphere. 
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The city of art again? 
 
Another film, An American in Paris (1951), by Vicente 
Minelli, gives way to a space where we find artists such 
as the Spaniard José García Tella, who was 
disenchanted with the social and political future of the 
city, which was arriving in the 1950s multitude of 
American tourists attracted by Hollywood productions 
that portrayed Paris as an artistically open metropolis. In 
contrast, Tella described in an art brut style the harsh 
reality of everyday life with suffocating images of the 
crowded Paris Metro as it appears in Metro Entrance, 
1953. 
 
Contemporary works by American Sam Francis 
(Composition, 1950), Eduardo Chillida (The Spirit of the 
Birds I, 1952) or Claire Falkenstein (Sun #4, 1954), who 
achieved great success and was described as the 
Jackson Pollock of sculpture, can also be seen here.  
Another Spaniard, Pablo Palazuelo, appears in this 
section with the 1952 work Alborada, in which the development of the tradition of geometric 
abstraction towards utopian spaces with clearer and more balanced constructions is observed. 
 

The exhibition then stops at CoBrA (Copenhagen, Brussels, 
Amsterdam), an international group created in 1948 by artists 
such as Asger Jorn or Karel Appel who preached freedom 
through desire, experimentation and creation, all things that 
traditional Parisian critics no longer understood. 
 
His art integrated children's expressiveness and primitive forms 
to rediscover authenticity with frightening images often loaded 
with humour. The movement found some critical support in Paris 
as it was understood as an essential project to connect with the 
alienated and controlled base of capitalist society and to fight 
against consumer society. 
 
In the midst of the reorganization of the art world, the subject of 
alienation was also addressed by other authors such as the 
Romanian Jean Isidore Isou who, with his deconstruction of 
traditional narrative cinema, added to the denunciation that 
many foreign artists made about the organization of daily life by 
the power in a Paris where honeys of tourists arrived to see the 
beauty of the city. 
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New approaches  
 
In 1951, Huit Gallery closed, taking over from 
Arnaud Gallery, a space that generated great 
activity and became a center of international 
debate. John Koenig, promoter of the project 
together with Jean Robert Arnaud, showed 
there his works and collages together with 
paintings by Ellsworth Kelly, Luis Feito or 
Ida Karskaya, which incorporated objects 
found in his works. The aim was to exhibit 
works by abstract artists from all over the 
world without fear of the traditional voices of 
Paris.  
 
In operation until 1962, the gallery and its 
magazine Cimaise, served to encourage the 
analysis of abstract art, confronting different styles and opening the way to new experimental 
proposals such as those of Ralph Coburn. 
 

Another gallery, Denise René´s, organized in 1955 the 
geometric abstraction exhibition Le mouvement, which 
opened up a new way of conceiving the role of art. It was 
attended by renowned artists such as Marcel Duchamp 
and Alexander Calder, but also by other young artists 
such as Loló Soldevilla, Jean Tinguely or Víctor 
Vasarely, all of whom were interested in kinetic art and 
op art. 
 
At that time, what was known as lyrical abstraction or 
informal art, an art violently expressionist and considered 
chaotic by many, had become hegemonic. However, a 
style that represented the Paris of modernity had not 
been achieved. 
 
Refined abstract artists such as Nicolas de Staël or Ed 
Clark worked in this environment. And although the myth 
may have been evaporating, the city continued to attract 

new artists. Zao Wou Ki or Chun The-Chun introduced fascinating Chinese graphics into the new 
international approach whenever the public was enthusiastic about the typical Portuguese tiles of 
Vieira da Silva, the monumentality of Anna-Eva Bergman, the forms of the Japanese Kumi Sugai 
or the abstract, tense and resplendent works of Beauford Delaney. 
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Decolonization, an end to myth and optimism 
 
As the 1950s progressed, the mobilizations for the 
independence of the protectorates and colonies 
under French rule shaken the creative community, 
particularly involving artists from these territories 
such as the Algerian Mohammed Khadda.  
 
The Algerian War (1954-1962) awakened the 
solidarity of many other authors who, united in 
denouncing the unsustainable French colonial 
policy, faced censorship and sanctions with 
committed and critical works.  
 
This is the case of the American Gloria de Herrera, 
the Chilean Matta (Roberto Matta) with his heartbreaking denunciation in surrealist language of 
state violence in The Question (1958) or the authors of the collective mural that was hidden for 23 
years Great collective antifascist painting (1960): the Italians Enrico Baj, Roberto Crippa, Gianni 
Dova and Antonio Recalcati, the French Jean-Jacques Lebel and the Icelandic Erró 
(Guðmundur Guðmundsson). 
 

Bohemia was also revived in Paris at that time and beatniks artists 
and writers gathered there to explore new paths in the realm of 
self-expression. In the same period, as the Nouveau réalisme 
emerged from emerging consumerist culture, artists like Nancy 
Spero produced a variant of critical realism as opposed to too 
successful and individualistic abstract expressionism and 
attacked reactionary American culture from a space of freedom 
where they could be critics. 
 
Already in the 1960s, in a context of intense economic boom, a 
series of authors came to Paris, such as the Argentine Antonio 
Berni (1963), whose work Juanito goes to the City, the American 
Larry Rivers (French Money II, 1962) or Spaniards such as 
Eduardo Arroyo with his The four dictators (1963), singularly 
critical of the excesses of capitalism and, specifically, of the new 
consumer society, manipulative in its tendency to spectacularise 
everyday life. 

 
His critique of contemporary consumer society was what differentiated Parisian art from American 
pop art. Although in the mid-1960s Paris was criticized for showing clear symptoms of no longer 
being the centre of modern art, the critical work produced by a new and broad generation of foreign-
born artists returned an optimism that would be important for the critical explosion that the 1968 
revolution was approaching. 
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Catalogue 
On the occasion of the exhibition, the Museo Nacional Centro de Arte Reina Sofía has published a 
catalogue with an extensive article by the exhibition curator, Serge Guilbaut, as well as essays by 
Amanda Herold-Marme, Tom McDonough, Maureen Murphy, Isabel Plante and Kaira M. Cabañas. 
In addition to reproductions of the works exhibited, it also includes historical texts by Charles 
Estienne, James Baldwin, Georges Boudaille, Michel Ragon, Michel Tapié, Julien Alvard, Herta 
Wescher, Alain Jouffroy, Pierre Restany, Gérald Gassiot-Talabot and Oliver W. Harrington. 

Further information: 
PRESS OFFICE 
MUSEO REINA SOFÍA 
prensa1@museoreinasofia.es 
prensa3@museoreinasofia.es 
(+34) 91 774 10 05 / 06 
www.museoreinasofia.es/prensa  


