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Political Pieties

ByHILTONKRAMER - -
YT was in January 1937 maf;m@ou.naﬁt X
t Picasso accepted a be worth recalling a few sa
oo o The Oav: St e ot d History
aint a mural for the World
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studies) will not be transfer-
red to Spanish ownership imagine
during the present regime. i
According to a dispatch in
The New York Times of De-
cember 28, “it is exclusively
up to Picasso to judge, in the
event of a change of regime ..
in Spain, whether the new o :
government conforms 10 his ¢ :
standards of freedom. After
his death—Picasso is 89—the :
_decision would be incumbent Novis
on Mr. Dumas.”

-

pisce fn the extedin 0f many art and his political services

people who are otherwise in-

different to modern painting, Were equally attractive,

and that, I suppose, is what  There isa theory—to which,.__
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ry," and it probably Is. Cer-

tainly it enjoys a
place in the esteem of many
peaple who are otherwise in-

different to modern painting,

and that, T um is, what
such fame requires. For many,
“Guernica” is less a work of
art than an eloquent symbol

representing the suffering and 2

destruction caused by mod-
ern war, Liberals the world
over have long seen in this
painting &  quintessential
statement of protest
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THE NEW YORK TIMES, SATURDAY, OCTOBER 24, 1981

A Civil Guard protects Plcasso’s “Guernica,” on display in Madrid, In a Prado Museum annex. A framed panel of bulletproof glass is in front of the painting.

Bulletproofed ‘Guernica’ Goes on Display in Spain

By JAMES M. MARKHAM ~ viewer, measures 8 feet by 25 As the mural was inspired by the public display of * "

Special 1o The New York Times feet and weighs more than a ton. 1937 umung of the Basque ﬂmhwﬂlm

MADRID, Oct. 23 — Installed in a As the former ballroom is consider-  townof during the Civil War of the Picasso centenary.
1Tth-century behind sheets of  ablylargerthanthehall inNew York’s by German planes Fran-

7 supporting
Wmmm, Museum of Modern Art, where the CO'S armies, its presence here could

of the horrors of war since Picasso  similar, toa number of peo-

mnmm.cmmsmmm ple present at today’s opening whohad  its formal opening tomorrow. It is not
of the artist's wishes on Sept.  also seen the * ca” in New known if the monarch, whose name is

10, after hanging for more than four  York. inscribed on a wall plaque next to Pi-
in New York's Museum of “It looks a little bit like a ballot casso’s, will attend.

Modern Art. A fierce opponent of the  box,'” joked Rafael Fernandez Quinta- Though the seemingly sudden deci-
Franco dictatorship, Picasso had nilla, the Spanish diplomat who con-  sion to transfer the mural from the
thmun&m du::.ed the complicated negotiations Museum of Modern Art to Madrid an-

Second Repub- led to the s coming to  noyed some of Picasso’s heirs, Paloma
lie, not come here until demo-  Madrid. “Itisa ethatwe haveto  Picasso, a daughter, is planning to at-
freedoms were restored. have this box around it, but, unfortu-  tend the brief ceremony at the Casén

The stone bullding in which “Guer-  Dately, in this age terrorism comes  del Buen Retiro tomorrow. Richard
0 pica” is was part of a palace  first.” ;
| complex built under Philip IV, and jt A West German correspondent,  Modem Art, is also ed.
Yolkhart Mueller, observed: “It is a On Sunday — the 100th anniversary
served as a royal ballroom. Since the ¥y
of this t has little bit sad that a Picasso painting  of Picasso's birth in M4laga, in south-
beginning century | beena in
museumn, and it is now an annex of the W@m"'mmhim‘m ern Spain — the Cason del Buen Retiro
nearby Prado museum — of which Pi- 8 jail.” A photographer, Robert Royal,  will be opened to the public, who will
casso was named honorary director in likened the glass case to an aquarilm.  be able to enter free for a week. There-
1936, at the outbreak of the Civil War. “You can just imagine a big white  afrer, the entry fee will be 200 pesetas,
“Like Ballet Box® shark in there,” he quipped. or about $2.
The extraordinary security meas- After passing by armed civil guards
; For security reasons, the stark yres for “Guernica” — only one safe-  and through a metal detector, visitors
: mural, with its rudimentary coloring ke door leads to the painting initsen-  can also see the preparatory drawings
of black, white and gray, has been  casement — reflect the understand- for ‘“‘Guernica,” which Picasso
placed in a kind of fishbowl of thick  able fears of the Spanish authorities in  painted in Paris, and its so-called
glass sheeting, set in a light brown 4 pation where right-wing and left-  ‘“‘postscripts” in two lateral rooms.
metal frame. The main sheet, which  wing terrorism have become almost  These drawings and paintings are, like
inclines 10 degrees forward toward the  anpdemic the mural, behind glass.

e
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MOMA'S Elmq_lo s mural on the horrors of war, 'Gu’rﬂh‘*ﬁsh
.l'{m_r’ Yo{‘t. »_ugu of Hodem Art to mnke its permanentpo in Spai
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AW grk';-’ of Legal Arggtgﬁfi

By LARRY Tzu. 25 v ﬁ

=

Nationa} Law Journal Suff Reporter = = | '}qﬁf_*"j “"\‘__-"\;.

WTI'H T!PICAL profudonll deta.chment the ll"J'Gl'l looked at it merely as |
the dissolutiom of an artist's inter vivos trust. Yef, to the art world, it
culminated a ﬂ-yesr—lon‘ cll.ﬂ.' lmn;er over !.he fate of one of the world's most
famous paintings. - ” by
. _The event was t.ha quiat trnndcr Sept 9 of Pablo Picasso's antl-war
masterpiece, "'Guernica,'’ from the Museum of Modern Art (MOMA) in New
York to the Spanish government. With *Guernica's’" departure, the museum
bowed out of its unusual role as the late painter’s trustee — safeguarding the.
work until, uPlomohndwhhed ltcmldmllteluﬂmlhomaina
democratic Spain, = ¥ st} AR

Picasso died in 1973 without a will, luvin‘ no preclase written lnsl.rucuom
to implement his wishes for '"Guernica.” That left MOMA the painting’s custo-
dian, subject to conflicting pressures — Spain’s firm claim to the painting,
backed by its subtle suggestion that it would litigate to get it; the artist's heirs
in Paris, asserting their moral right under French.law to protect the integrity
of Picasso's work; and the natural reluctance of MOMA tnd the New York art
world to part vdth an important work,
Ultimately, the museum also faced the uncomfortablu prospect of judging
Spain's progress in Implementing permanent democratic reforms since
| Generalissimo Francisco Franco's death In 1975,
MOMA and its general counsel, John B. Koegel — with legal advice from
former Secretary of State Cyrus Vance, now with 8impson, Thatcher &
Bartlett in New York — navigated these delicate legal and political shoals.
The museum would not act until it got two legal opinions from Mr. Vance, a
letter from Plcasso's Paris lawyer certifying the democratic conditions in
Spain, assent from the heirs and a written agreement with Spain indemnifying

s Continued on page 14
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ties begin on page 14; Investment Opportunities
7 9/2_;/5 fiaiae _LWJO&LQL&)%‘A‘Q\ et
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'Guermca Goes Ho |

‘Continued from page 8 =

'.\IOl(A from any liability. It still faces a review of the transaction by New
York Attorney General Robert Abrams, who has authority over charitable (n-
_stitutions like MOMA.

A massive muraldepicting the horrors of modern warfare, “Guernica” has -
long been a political symbol. Picasso painted it In 1937 to commemorate a !
vicious air attack on the Basque city of Guernica during the Spanish Civil
‘War. Two years later, he lent it to MOMA.

The museum’s stewardship of the politically charged paln g became an -
acute legal problem in April, when Spain formally demanded ession of the
work. A delegation from Madrid, headed by a special envoy and including a |
government legal team, reportedly indicated it would sue if MOMA didn't
hand over the painting. ’

That's when Mr. Koegel retained Mr. Vance for an wulda legal opinion on
the museum's responsibilities.

First, the museum had to determine what legal framework merned
Picasso's original loan in 1939. Although the artist's wish to send "'Guernica’ -
to a democratic Spain was well known in the art world, he never tormnllnd
his arrangement with the museum.

But In at least one communication relied on by MO:I(A the uﬂat oonﬁ.rmed
his twin conditions: that ‘‘Guernica' was temporarily’ cntrulted to the
-museum and that it was destined for Spain when democracy pmdled there. -

“decide when the conditions in Spain were right. :

Mr. Koegel wouldn't discuss the exact form of these l:ommunlcntlom and -
no written version of Picasso's intent has ever been made public. -

Nonetheless, the lawyers determined that these expressions from the artist
made MOMA Picasso's trustee under an inter vivos trust. Such arrangements
have a long history under New York law, dating to a turn-of-the-century case,
Hirsch v. Auer, 146 N.Y. 13. Backed by Mr. Vance's legal opinion on this point, -
the museum acknowledged to Spain its legal obligation to turn over “‘Guer-
nica.” But it could do so only affer Mr. Dumas gave his consent on the
democracy-in-Spain issue, said Mr. Koegel.

Meanwhile, in Paris, some of Picasso's heirs openly. axprcued doubts
about political conditions in the artist’'s native land. They didn’t challenge
Spain's ultimate right to the painting, but questioned the wisdom of sending
**Guernica’ to the still unstable, post-Franco Spanish Republic.... «, ~..

A MOMA delegation sent to Paris in June apparently satisfied the heirs.

Wlth -Ard“o r»

b lldorad. tl:::m'll right

_ Powers and Trusts Law, Sec. 8:1.4. 'ﬂw‘
| Timethy Gilles

Picasso also delegated to his Paris lawyer, Roland Dumu. the uuthm'lty to

"
LIPH Tieny _..

G .

. F
mmltmmmwmm;
thelr moral rights as Picasso's descend

"+ Under the mwdrww”hm'
" controls certain aspects of how; &rwork,

ownership righta. . The
~GOUrt®, v W pamiiin g e
s b who was

wronoh ul,;-lm:uh

_transfer, Attorney General A '
_of-the valuable painting as a ‘vuu

.+ State officials were awaiting MOMA's T
evidence of Picasso's Intentions. when *'Guez
Y, ."Wo,-weﬁ a ntua mrpruodmton d th
~ tonotity the ;

MWM.HOMNWMWM
ml-lldlw } R i Qf"

Even lo. n extneud hnld hn-mlm u'n}pm
lhnuld the transfer ever huehnllmnil..
PP (hrefnl?u;ﬁll,lf St B |

“ MOMA officials mretly tonk *Guernica’t
_ Wednesday, Sept. 8, when the museum is norm
- painting was elrerully packed and, llonr*ith ﬂ
on that evening’s Iberia-Airlines flight.
Madrid's Prado Munum is scheduled for"
Picasso's birth. = ? .

*There's some ndneu in seeing the
States," sald Mr. Vance. He described its d
_ Picasso' after a crucial tlatermlnnlm "m de’

_ entrusted the deellion L g s iy
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The Staff

Richard E. Oldenburg W

September 9, 1981

Guernica

For reasons of strict security and by agreement with the Spanish
authorities, I have not been able before this afternoon to share
with all of you our arrangements to transfer Guernica to Spain in
accordance with Picasso's wishes.

Cuernica was taken down from the third floor gallery yesterday
evening and packed for shipment. The efficiency, care and calm
with which this was accomplished by members of our Conservatiom,
Registrar and Carpenter staffs, supported by other departments
such as Security and Public Information, evidenced superbly the
gkill and professionalism of everyone concerned. They all deserve
our great admiration as well as our appreciation for long hours of
special planning and execution.

The Museum was entrusted with this work in 1939 with the understanding
that Picasso wished it ultimately to be placed permanently in the
Prado Museum in Spain. The decision that the time is now appropriate
for this move reflects among other considerations the conclusion of
Picasso's designated attorney that the necessary conditions have been
fulfilled. It also has the concurrence of Picasso's heirs.

The final step in arrangements which have been evolving over the past
several months was a small ceremony in the Trustees Room this afternoon.
The Minister of Culture of Spain, Inigo Cavero, and the Museum's Chairman,
William S. Paley, and President, Mrs. John D. Rockefeller 3rd, signed a
brief agreement formally transferring responsibility for the work from
the Museum to the Spanish Government. Soon thereafter, Guernica and its
related studies left the Museum to be flown to Madrid. They will there
be installed in a newly renovated annex to the Prado in time for the
celebration of the Centenary of Picasso's birth, October 25, 1981.

Obviously we all feel some sadness in seeing Guernica depart from this
museum. It has been a very great privilege and a tribute to this
institution to have had this work entrusted to us for so many years and
through such changing times. However, we can take comfort and further
pride in parting with it with good grace, with all possible concern for
Picasso's wishes and with due recognition of the special significance
which Guernica has for the people of Spain.
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Stirs Memory and Awe

Eusebilo Olmedo, a
'M-yur-oldmimdraﬂmymm,win
wore what looked like one of his best

exposi
1 know that I like it."

human devastation on the can-
vas ~— an evocation of the
bombing of the Basque city of Guer-
nica in 1937 — reminded Mr. Olmedo-
very much of what he had witnessed
when a bomb landed on his house in

side" .

“1 don't understand it, but I like it,"
said Mr. Podadera, almost transfixed
by the painting. “It's like opera: Mo-

and that other one —

arpurid
settle some visitors.

“I saw it in New York, and it was
better, mare alive,” Dolores Vazquez,
a J0-year-old doctor, sald. “Here it
seems cold. Now it Is like you put

lost, because this situation is unreal."
But first-time viewers seem untrou-

bled by the cage. "This is a sym-
bol of a renunciation of vio-
lence,” Jes(is Alejo Fernindez Mon-

tes, a student, *“It is a reason for
celebration and i
in brown said,

l‘l'ﬂfulll‘hllt‘ﬂl'ythll‘(

* ¢
Since the long-exiled "Guernica” fi-

pally came to Madrid on Sept. 10, Ra-
fael Fernandez Quintanilla, the witty
diplomat who dealt with the Museum
of Modern Art in New York and Picas.
s0's heirs, has felt free to disclose
some of the secrets of his protrac-
tednegotial

tions.
One is an elaborate bluff. To demon-

g managed, however, to obtain
from the son photocopies of the perti-
nent documents, which in 1979 he pre-
sented to Roland Dumas, the Paris
lawyer named by Picasso to deter-
mine when *'public liberties’* had been
re-established in' Spain, permitting
delivery of the “Guernica’ to the

ve the
asked casually. “Not all of them,"" re-
plied Mr. Fernindez
1mwmr¢uﬁmm.dm. .
The existence of the papers — and
the assumption that the Government
them — was the turning
legal tussle. The Museumn
of Modern Art, which held the
on “loan,” determined that it
more to fear from a threatened suit by
Spain than it did from a hypothetical
suit by some of Picasso's heirs who op-
the transfer.
Early m!nl:' , a8 hi;uc%vqnmmt
repared tigation, Mr. Fernindez
% tanilla knew he was skating on
ice; he didn't actually have the
documents. Then — ““almost miracu-
lously’” — Araquistain’s son died. His
widow was unaware of the huge sum
he had been demanding, and settled
for $50,000. y
The next day in Paris, on Feb, 20,
Mr. Dumas confirmed in writing to the
Ambassador that in his judgment the
mtf;: should go to Spain “without
delay."” On Feb. 23, right-wing
soldiers in Madrid staged a coup,
which failed.
In the longer view of history, an-
other bluffer was of course Picasso,

mica’ '.’I“ ";

not

" THE NEW YORK TIMES. MONDAY. NOVEMBER 3, 1981

At Prado in Madrid, a visitor tries for a better look at Plcasm’t"
‘Viewers are kept at a distance by a barrier of bulletproof glass.

who, ha been paid 150,000 French

execution of the "Guer-

hands,” Mr. Ferndndez tanilla
said, “but at the same time, he knew it
would have been false if it had become
partof his estate.”

L ]
Mr. Ferndndez tanilla, who has
related these other tantalizing
tales in "“The Odyssey of the ‘Guerni-
ca,'" just published in here, is half
convinced that the ‘'Guernica™ is a
magical object. ‘In Paris, in 1937, for
example,” the 60-year-old diplomat
said, ““Picasso picked up the painting
from the exhibition because no one
else picked it'up. Araquistain had just
résigned. If Picasso hadn't picked it

, it would have ended up |n the hands
of the Franco Government, which

probably would have stored it in some
basement, or burned it. Certainly it
would never have become as cele
brated as it is today."” \
it i £ o et
a list of strange
deaths and unexpechd-m twms of for-
tune. The latest occurred shortly after
the “Guernica’ landed here — José
Manuel Pita Andrade, director of the
Prado, resigned. 4
Mr. Pita Andrade was M_ y
weary of struggling with the state bu.

to $2. But he was furious when he was
cut off completely from the “Gueérni.
s A
leal rom

mural was en route to Madrid and hiy
museum. \
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-‘Guernica’ Quietly Leaves for Spain

When World War II broke out in Eu-

of the " Mr. Ol-
denburg said. “It was their first for-
« mal request, although we'd been hav-
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gedm-undu!mumammwim

. That aspect of it no longer
functions, but it has the eternal char-
acteristic of any great masterplece, in
that it inspires artists indirectly, It
tells them something very important
and profound about what it is to be an

artist, and what the nature of that en-

t is."
painting had had ““a big role in

| ae | W.rly |

After 42 years at the Museum of Mod-
ern Art, Picasso’s “Guernica” is taken
down, rolled and crated for trip last
night to Madrid’s Prado Museum.

changing art and the life of art in
America," Mr. Rubin concluded, “and
1 think it has a big role to play yet in
Spain. It could be a symbol of a kind of
national reconciliation, since it might
be seen as the final act in the closing of
the Civil War, It's a homecoming for
Picasso also; it would mark a

inattitude toward modern art. Spainis
a country that, relative to other Euro-
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Picasso Reported in Accord ||
With Modern Museum

By ANDREAS FREUND
Sj=elal vo The New York Tunes

PARIS, Dec. 28 — Pablo
Picasso and the Museum of
Modern Art in New York have
agreed that “Guernica,” fthe
artist’s most famous work and
the museum’s cherished exhibit,
will not return to Spain under
Ithe tegime of Generalissimo
Francisco Franco but will be
returned If that regime Is fun-

damentally changed.
Letters to that effect between
the painter and the museum
« |were exchanged recently, ac-
cording to Roland Dumas,

Picasso’s Paris lawyer.
Mr. Dumas suggested In a
f telephone interview that the
understanding about “Guer-
nica” had been provoked In-
directly by the Spanish Govern-
ment. Spanish officials, he
said, {insistently approached)
Picasso last year, suggesting he
turn the painting over to a new
Madrid modern art museum,
| where several halls were be-
Jing readied for it. Several halls
~'lare needed because the New
York exhibit inccludes 160
sketches, drawings and projects
for "Guernica.”

Picasso, Mr. Dumas said,
turned the suggestions down,
but then got worried. He said
ha considered “‘Guernica” as
“among his most important
work” and was concerned about
its fate. Last May, he wrote to
New York, recalling his view
of the painting's status, and
asking for confirmation of the
museun’s agreement with his
view, which he recently re-
ceived.

Reaction to Bombing

“Guernica™ was Picasso's re:
action to the savage 1837
bombing of the Basque city of
that name and its civilian pop-
ulation by German bombers
fighting on the side of General

AFranco's insurgent forces.
|| Picasso painted *Guernica’
in France. It went 10 New

York in 1939 for an exhibition,
| The defeat of republican
3/Spain was followed shortly by
SlWorld War II, so the paintingi—————-“—‘——_"—'-— ==
e nited States.{judge, in the event of a change| *

33, * 3 s O . 'l

\nata “Guernica’ o O |of regime in Spain, whether the
ii‘,rr‘ep:'nh{.—'.;:; 2:)\-‘-‘- m":'_ Sf:n.l:‘: new government conforms t0le
4l government exists in exile, but|nis standards of freedom. After|,

Mr. Dumas, with Picasso, l-_un-ihis death—Picasso is Ss-—-xth
|siders that for all practical|decision would be incumbent on ;
Plpurposes it has ceased to func-{Mr. Dumas, he wrote.

f_ﬂltinn. 2 1
. “1 1n his letter, Picasso wrote 3 x ¢
a|that “Guernica” and all the Museum Defers Comment g,

studies for it should be handed| A spokesman for the Museumjr
lover 10 Spanish authoritles thelof Modern Art said that no offi-|y
W|day that “public liberties will cial cunhrma’llhm had been re-l,
3|he re-established in that coun-|ceived that Picasso has signed ?
Wtry.! the letter of agreement. Until
As stipulated in the Jetter, ft|it receives such confirmation, :
is exclusively up to Picasso tolit will make no comment.
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PABILLO PICASSO’S
the angels on that Judean hillside nearly 2,000 y ag
™~ - i But there was no peace in Spain in April, 19 he
Llel l] 1C‘1 the skies above the little Basque city of Guernic
(€7 darkened by Fascist bombers. From that unholy cloud
: 1 rain of death and total destruction—the first
“saturation bombing” of a city.

The eminent theologian Paul Tillich ecalls this Some months earlier, the Sl.i.m'tsh painter Pablo Ruiz y
painting of the bing of a Spanish city the Yicasso had been commissioned 1o paint a mural in the
best Profestant religions picture of onr age. Spanish Republic building at the Paris World's Fair.
The news of Guernica roused him to fury. On May 1
he made the first sketches, in June his mural of man
under the heel of war was installed. It is now in the

!\)fcgether December 1958
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Museum of Maode Art in New York Ciry, a giant our reality is perhaps more horribly visible than in any

canvas, 1114 feet |“.'~'-|l~ 26 teet II'I]I'.l. Bur instead of the other ol the modern Petures. l)unnl-_; one of my lectures
brilliant colors usually found in o1l paiatings, this paint- I once was asked, “What would you think is the best
ing 1s in stark black and white and grays. present-cay Protestant religious picture?” 1 angwered al-
Picasso himself denies that the paing s any i.‘l'.lil‘l-_'..l] most without hesitation 'Guernica.' . . . If Pre ILestantism
significance, saying simply that it expresses his abhorrence means that, first efall, wesdo not have to cover up any-
of war. But does Guernica symbolize the seeds of destruc- thing, but have ta look at the human situation in its
tion of civilization in a Godless scientific day? depths of estrangement and despair, then this is one of
his in part. the famed Harvard professor the most powerful religious pictures. And, although it

and theologian Dr. Paul Tillich has written: “Now has no religious content, it does have religious style in

=
Picasso has painted this immense horror—the pieces of a very deep and profound ser

reality, men and animals, and UNOrganic pieces of houses * From Existentialist Aspects ol Modern Art, Chapter 7 af
” et . = A R . ! Christianity and ¢t Existential wdited by Carl
all together—in 3 way which the ‘piece’ character of Michalson | Scrihwer
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Guernica: Love, War, and the Bullfight

HERSCHEL B. CHIPP

Picasso finally began work on Guernica, as everyone knows,
on Saturday, May 1, 1937, with this brief sketch (Fig. 1). We
also know that he had delayed for four months, apparently
without having given any thought to the subject, and that a
painting by him was to be exhibited at the opening of the
Paris World's Fair in 24 days. This was hardly enough time to
complete a 25-foot painting even if it were already clearly in
mind. This paper is a study of that first day’s work —five brief
sketches and one composition study—Picasso's first vision of
Guernica.

The immediate mativation for starting the work was, of
course, the shocking bombing of the Basque town of Guernica,
the first photographs of which had appeared in Paris April 30.
This news was intensified by the agony of the Spanish Civil
War which during its first ten months had several times
touched Picasso personally. Further, Picasso had just passed
through a time of painful conflict in his personal life, and
these conflicts had provided the imagery of much of his art
from about 1933 to 1937. They appear almost solely in his
graphic art, contrasting with the more conventional themes of
portraits and still lifes in his painting. These images and
symbols constitute a kind of iconography of his life. They are
often formulated in a quasi-Surrealist symbolism involving
Minotaurs and women as well as the familiar theme of the
struggle between the horse and the bull as taken from the
corrida. The power of this imagery is demonstrated by
unusually wide fluctuations of style which resulted from these
emotionally overwhelming themes.

The studies of the first day are drawn largely from the
bullfight, which of course had obsessed Picasso from child-
hood. Thus both the emotional and iconographical sources of
Guernica lie in the special meaning of the bullfight for an
Andalusian, and in the personal conflicts which had been
expressed through the images of horse and bull. The third
source—his immediate to the specific historical
event—was the only one of these elements that was at all
unusual in his art.

Picasso's first vision of Guernica was in terms of a familiar
episode from the bullfight: the bull’s attack on the horse. This
is the most common bullfight scene in his art and goes back to
his childhood in Malaga. In the first sketch he represents the
bull standing proudly erect while the horse lies dead willh one
leg extended grotesquely in the air. The most definite image,
however, is of the alarmed woman observing the scene from a
second-story window, It is also the only image to persist

response

100

1 Study |. May 1, 1937

unchanged from the first sketch to the final painting. This
stagelike setting, including the witness to the tragic conflict,
has been seen several times before, as, for example, the two
blond women observing the tragic bull-man from a second-
story window in the Minotauromachy of 1935.) This earlier
image as well as its painful personal associations may have
been recalled and reinforced by the gaunt walls and empty
windows in the first photograph of the stricken city to reach
Paris (Fig. 2). This one is from Le Figaro of the previous day,
Friday, April 30, but the same photograph appeared in most
of the Paris newspapers on the same or on the following day.
Together with the sensational headlines of Wednesday and
Thursday, April 28 and 29 (Fig. 3), the first photographs of
the devastating bombing attack surely had a strong impact on
a Spaniard who, because he was even then deeply committed
to the Republican cause, already considered himself a refugee.

The Bombing of Guernica

If the imminent deadline for the opening of the World’s Fair
did not impose an urgency on the first day's work -for, after
all, this was simply Picasso’s usual response to deadlines—the
news from Spain did. On May 1, even as he worked, a
manifestation, the largest every held in Paris, crowded the
streets. The two themes of the demonstration were highly
politicized: a celebration of the first anniversary of the
Popular Front in France, and an alarm over the grave situation
of the faltering Popular Front in Spain. For the past month
the Nationalists had continued slowly to crush the Basque

ART JOURNAL, XXXII/2




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

X .B. 1Y

2 Le Figaro. Apr. 30. 1937

« LE DI:UJ'I'I_)E LA GUERRE D'ESPAGNE

Mille hombes

incendiaires
lancées par les avions

de Hitler e: ¢ Mussolini

o vill de Guerica

F NOMRRE DFS WARTS FT NS Rl Fases

3 L'Humanité, Apr. 28, 18937

defenders of Bilbao—only 50 miles from the French frontier
(Fig. 4). The port of Bilbao was the center of Spain’s heavy
industry and war plants, and Franco had promised most of the
output to Hitler, and Bilbao was half as far from Germany as
the other major port, Cadiz. Even on this May 1, blockade
funiners were taking aboard women and children refugees from
the city now apparently doomed.
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In Vitoria just behind the lines to the south, the
concentrated forces of the German Condor Legion were
supporting the campaign. The Commanding Officer's equip-
ment report of April 12 described what was probably, in 1937,
the most powerful air force ever assembled.”

On April 26, the day of the bombing, the MNationalist
advance upon Bilbao was less than six miles from the town of
Guernica, which lay directly in its path.* The Condor Legion
air base was only 30 miles south of Guernica—a flying time of
less than 12 minutes even for the slowest plane,

There was alarming news from still another source, On the
same day as the bombing, Hermann Goering, Commander-in-
Chief of the Legion, was in Rome for a conference with
Mussolini, the chief topic of which was how to quickly end
the war in Spain. Goering had apparently been kept waiting
for a day while Mussolini was engaged in talks with the
Austrian Chancellor, the results of which constituted Halian
support of Austria in its resistance to Hitler. But the final
escalation in the deadly rivalry was Goering’s, for at
four-thirty in the afternoon—one-half hour before his appoint-
ment with Mussolini-German bombs began to fall on
Guernica.®

Picasso and the Spanish Republican Government

All this was reported with alarm in the Paris press (Fig, 5)
but nowhere with more emotion than in the bulletins of the
Spanish Government Information Service. This agency was
directed principally by Juan Larrea, the poet, who later was to
write the first book on Picasso’s Guernica, and by ]osé-Luis
Sert, the architect of the Spanish pavilion where Picasso's
painting was to be placed. Both were close friends of Picasso
and it was they who had arranged his various contributions to
the Republican cause.

Both the etching suite, Dream and Lie of Franco, which was
to be reproduced and sold for refugee relief, and the plans for
the mural project for the World's Fair, were made during the
beginning of January 1937. At this time the news from Spain
was especially disheartening for the Republicans. On January 6
Hitler's ultimatum to the Basque government in Bilbao to
surrender or face destruction appeared in the Paris press, and
the next day one of the heaviest bombing attacks of the war
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§ Le Figaro. Apr. 10, 1937

struck Madrid. Hitler also declared a blockade of all Spanish
ports and enforced this with the torpedoing of a Republican
ship off the Catalonian coast. Since the Rome Conference of
December 6, 1936, when Germany and Italy confirmed their
policy of vigorous intervention, Mussolini had been eager for
Italian troops to take the lead. At the end of December a large
contingent of Italians heavily equipped with tanks and planes
began disembarking at Cadiz, proceeding overland eastward to
surround Malaga on three sides. Simultaneously, this seaport,
the most desirable for an invasion from ltaly, was being
heavily bombed from the air and bombarded from the sea.®
Although Picasso had not visited Malaga, his birthplace, for
many years, most of his family still lived there and he
remembered it with great affection. The ltalian assault, which
obviously had been in preparation for several weeks, actually
began on January 10, the day after Picasso completed the first
part of the etching series.

On Monday, May 3, and again on Sunday, May 30, while
Picasso was working, the war was 1o strike even closer. On May
3, violent riots which had been threatening, suddenly broke
out in Barcelona between the Anarchists and the Communist-
Socialist government, and several hundred people were killed.
The worst of the fighting took place in the Barrio Goti 0, the
quarter where Picasso had lived. While the reports of these
events were in general either confused or omitted altogether in
the Paris press, L 'Humanité, following the position adopted by
Moscow, declared the Anarchists to be traitors to the
Republican cause and in the pay of the Nazis.” This charge,
based on a bitter struggle for influence, must have been very
painful for Picasso, who in his youth in Barcelona had looked
with admiration to the Anarchists as the defenders of freedom
and promoters of the new ideas Spain lacked.

‘OII'I May 30, when Guernica was still in progress, the Barrio
an‘_;co and the waterfront were suddenly attacked by the
Il_d|lansillr force based on Majorca and about 150 people were
killed.® In the center of the destruction, in the family
apartment one block from La Lonja, the art school where
Picassa's father had taught, lived his mother, now 81 years of
age, with his sister Lola, both of them widowed, and Loy"
five children. In a letter, unfortunately not dated Seno )
Ruiz-Picasso described the destruction of a convent njexl d 7
to them and the stench of smoke in their rooms.? i
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When on November 29, 1936, Picasso was_szked 10 begg
: i of the Prado, the Republican Governme
honorary director Al ;
et fled from Madrid to Valencia, taking with them map
] 'ust- inti Since the Prado had been struck by a pom
of Lh\L: r:ir;:ila”u(;;é“cmmcm could justifiably claim that the
the ‘:hLe orotectors of Spa_nir.h culture and Franca
With Picasso as director of the Prado, and th
paintings to be shown in Paris, this _C!dff“_ would be PfOiL‘ch
onto an international stage. This position |s_c[c.1rFy reflected |
the two statements attributed to Picasso in 1937, It may be
significant, however, that bqth these s.tatcmcms were released|
first in English to American newspapers and that both
coincided with manifestations of support of Republican Spain:
the first an exhibition of Spanish Republican posters in New!
York sponsored by the North American Committee to aid
Spanish Democracy, and the second a response to a request for)
a statement from the American Artists' Congress.'?

Further, Picasso's most intimate friend for several years was
Paul Eluard, Surrealist poet and lifetime Communist, who with
his new wife, Nusch, had taken his friend into the family for
much of the -time since Olga's departure in 1935, Eluard's
adoration for Picasso is expressed in some poems to him but
nowhere with greater emotion than in the opening words of a
lecture he delivered in 1936 at Picasso's ‘exhibitions in
Barcelona, Bilbao, and Madrid: "I speak of that which helps
me to live—of that which is good.”'' Eluard had been
instrumental in arranging the exhibitions, which were highly
successful and resulted in several critical articles on Picassoin
Spanish journals. In Barcelona he had arranged a reading of
Picasso's poetry by his poet friend, Ramén Gomez de la Serna,
and Eluard's own lecture was broadcast on Radio Barcelona,
which a few months later was to become the voice of Catalan
resistance to Franco. Eluard was still in Spain at the time of
the elections of February 18, 1936 when the Popular Front
came o power.! 2

Eluard, a regular contributor to the Communist party
newspaper L'Humanité, held a militant view of artists’ role in
sociely. In 1936 he wrote:

were
destroyer.

(Ijhc time has come when all poets have the right and the
I_ulv,f 1o declare that they are profoundly involved in the
ves of other men and in the communal life.!?

l[:::: ;ww "y rclh-.,-md_ in Picasso’s statements of 1944 at the
move kLa m;nqnc? his membership in the Communist Party,
c e admitted was influence : e . Juard
and his friends, ed by the example of E
Eluarg* .
the w:;d"‘ fwn fesponse 1o Guernica was a poem, Written al
t‘xhibiw; lime Plcdsbp Was painting his picture, it too was
S ‘il :hp Spanish pavilion in Paris. While the degree 10
u”know‘:‘ might hﬁwc been influenced by the other B
suggcm't'p .: I'I:Etcr version of the poem, more vivid in imagerys
1at Eluard was thinking of Picasso's painting. It W3

in fact used in 1951 as i i :
Guernica: 21 as the text of a film by Alain Resnais of

My h!’ulhcrs, lransformed into carrion
_ Into broken skeletons
The carth turns in your orbits
You are in 3 decaying desert
And death has shattered the
equilibrium of time 14
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struck Madrid, Hitler also declared a blockade of all Spanish
ports and enforced this with the torpedoing of a Republican
ship off the Catalonian coast. Since the Kome Conference of
December 6, 1936, when Germany and Italy confirmed their
policy of vigorous intervention, Mussolini had been eager for
Ialian troops 1o take the lead, At the end of December a large
contingent of lalians heavily equipped with tanks and planes
began disermbarking at Cadiz, pre stland castward 1o
surround Malaga on three sides. Simultancously, this scaport
the most desirable for an invasion from ltaly, was being
heavily bambed from the air and bombarded from the sea®
Although Picasso had not visited Maliga, his birthplace, tor
many years, most ol his Lamily stll 1 i and he
remombered it with great affection, The Ltalian assault, which
abviously had been in preparation for severdl weeks, actually
began on fanuary 1), the day after Picasso comploted the firsy
purt of the etching series
On Monday, May 3, and again on Sunday, May 30, while
Picasso was working, the war was to strike even closer. On May
3, vialént riots which had been threatening, suddenly broke
out in Barcelona between the Anarchists and the Communist-
Socialist governmont, and saveral hundred people were killed,
The warst of the fighting took place in the Barrio Gotic 0, the
quarter where Picasso had lived. While the reports of these
evenis were in general cither confused or amitted altogether in
lh ka press, L Humanité, following the position adoped by
y Meclared the Anarchists to be Iultuﬂ 10 the
hn cause and in the pay of the Nazis,” This charge
o8 bitter siruggle for influcnce, must have been vory
i for Picasso, who in his youth in Barcelona had looked
ication 10 the Anarchists as the defenders of freedom
lors af the now ideas Spain lacked.
mﬂ ::5 still in progress, the Barrio
force based on M Badate by the
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Lanja, the ant schial where
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When on November 29, 1936, Picasso was asked to becar,
honorary director of the Prado, the Republican L,r.\-g-,”m“
had just fled from Madrid to Valencia, taking with them man
of :h‘ paintings, Since the Prado had been struck by a bom
the Valencia Government could justifiably claim tha the
were the protectors of Spanish culture and  Frangg th
destroyer. With Picasso as director of the Prado, and the
paintings to be shown in Paris, this claim would be Projecte
onto an international stage. This position is cle arly reflects
the two statements attributed to Picasso in 1937, 1t my,
significant, however, that both these statements were re|
first in English to American newspapers and  that i
coincided with manifestations of support of Republican Spgj,
the first an exhibition of Spanish Republican posters jn A
York sponsored by the North American Committee {
Spanish Democracy, and the second a response
astatement from the American Artists' Congress,

Further, Picasso's most intimate | 1d for several vear W3
Paul Eluard, Surrealist poet and lifetime Communist, wi
his now wife, Nusch, had t n his friend into
much of the time

adoration for Picasso

New
i

Lo a request |
Lo

the family f;
in 1935. El d

is expressed in some poems

1's departur

since Ol

to him b

nowhere with greater emotion than in the opening words of
lecture he delivered in 1936 at Picasso's exhibitic
Barcelona, Bilbao, and Madrid: 1 speak of that whicl |
me o live—of that which is good."'' Eluard ha

instrumental in . which were

successful and resulted in sev articles on Pic
Spanish journals. In Barcelona he had arranged a read
Picasso’s poetry by his poet friend, Raman Gomez de la
and Eluard’s own lecture was broadcast on Radio Barcolona
which a few months later was to become the voice of C- il
resistance to Franco, Eluard was still in Spain at the ol
the elections of February 18, 1936 when the Popul o
came to power.'?

Eluard, a regular contributor to the Communist tarty
newspaper L ‘Humanité, held a militant view of artists
society. In 1936 he wrote:

The time has come when all poets have the right
duty to declare that they are profoundly involve
lives of other men and in the communal life.'”

This view is reflected in Picasso's statements of 1944 a1 the
time he announced his membership in the Communist Party,?
move he admitted was influenced by the example of Eluan
and his friends,

Eluard's own response to Guernica was a poem, Written 3
the same time Picasso was painting his picture, it too W&
exhibited at the Spanish pavilion in Paris. While the degree !
which one might have been influenced by the othel ©
unknown, a later version of the poem, more vivid in imagen
SUggests that Eluard was thinking of Picasso's painting. It %
in fact used in 1951 as the text of a film by Alain Resnals
Guernica:

My brothers, transformed into cartion
Into broken skeletons

The carth turns in your orbits

You are in a decaying desert

And death has shattered the
equilibrium of time,'*

2
ART JOURNAL, XXX

F

8 Study I, May 1. 1937 {dewml) Z1X 3

Marie- Thérése Walter

The clearest and most emphatic image in the first sketch is
the alarmed observer leaning from the upper window. Her
jdentity is made clear in a detail from the third sketch of May
1 where the most familiar profile in all of Picasso's art appears
{Fiz. 6). It closely resembles Marie-Thérése Walter whose face
and body had dominated his art since 1931 (Fig. 7). She is
lightly touched up with ochre paint -the only paint used that
day. The Marie-Thérése profile had often appeared throughout
these troubled years as a sympathetic observer—usually  of
scencs of crisis—but always as a serene and gentle onlooker
Her type of face is shown twice i the upper window
overlooking the tragic scene in the Minatauromachy of 1935,
and it is clearly her image repeated several times that becomes
the witness to the furious corridas in the series of paintings of
the summer of 1934 (Fig. 8). When in the etching series of
May 1933 the Minotaur turns an idyllic bacchanal {(Fig, 9) into
A series of violent rapes (Fig. 10) and then dies the death of a
beast in the arena, 4 woman resembling her leans from the
‘stands in a tender gesture of sympathy (Fig. 11). Her consoling
image appears at other times of crisis: as a child in the fourth
of the Alind Minotaur series of 1934 (Fig. 12) when she guides
the stricken beast, and as:a matador in the Minotauromachy of
1935 when she turns away the sword normally aimed at the
beast’s heart (Fig. 13). Although in an etching of July 1934,
she hides her face from the vicious combat of bull and horse,
she extends her arm with the candle toward the scene (Fig.
14), 1t appears that the candle is less a means of illumination
sor a symbol than a part of the ritual of her serene and
‘detached presence in times of crisis. This sympathetic observer
figure—as though returning the affectionate attention the
Minotaur had bestowed upon her when he was the sleep-
“watcher—is always attentive and loving,'*

e Bullfight

In his initial visualization of Guernica Picasso chose the
oment in the corrida just after the bull has achieved the
Ssupreme satisfaction of driving his horns into a living body
AFig. 15). This episode is one of the first to appear in Picasso's
art and it is the most common in all the themes of the corride,

INTER 1973/74
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7 Marie-Thirése Waltor, Jan 22, 1939

His first painting in oil at age eight was of a picador on his
horse awaiting the bull; in a notebook, probably from his
Malaga vears—hence made before his tenth birthday —s a
drawing of a charging bull and a wounded horse (Fig- 16). The
horse, incidentally, is almost identical both in {ts posture and
in dts realistic style to Study 5 of May 1, aimost 50 years luter
(Fig. 17), Picassa's conception of the bull standing proudly
aloof from the writhing horse was arrived at in his boyhood
and dominated all of his corrida scencs except ﬁurh‘
period of tortuous conflict, the summer of 1934.'% It
conforms with the traditional Spanish view of the fighting bull
as an admirable heroic animul whose qualities provide a model
10 be emulated by young men, and the horse of the bullring &
only a neutral and emotionless supporting actoc in the drama.
Although the bull-horse encounter had no place in the
iconography or the emotional climate of the Blue Petiod or of
Cubism, it reappeared soon after. A long series of studies
appeared in 1917 while Picasso was spending the summar in
Barcelona with the Ballet Russe. The fact that ho had followed
the ballet 1o Barcelona from Rome in order to be wi 1
the dancers, Olga Koklova, and further that he was
engaged to her, may help to explain the persistence
the bull explores the horse’s body (Fig. m:‘ The
now seen as a highly personal assauli by
goring action of his horns the central the
bulifight fades in the background
like the posturing of ballet

its_ humanization—not 1o say ¢
able encounter of 1927
disfavor of l.ﬂcmm
no emotion and hum
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For this reason they have given the term
to the matador's finadl and most dange
theust for the bull's heart. |1 is at this mon
cally duende s either revealed or shown to b ¥
Spanish ritual of walking on the brink
bravery and absolute disregard of da
it that s admired in'both man and b
the ever-present possibility of tragedy that end
of the manbull conflict with meaning. By comt
S i passive supporting actor in only one short ephode I
drama and is wholly without emotion. This neutral role |
assured by the practical device of blindfolding him —thought
fully with & red bandanna-and by a prior minor operation
his vocal chards. Even when the strict ritual breaks down and
chaos prevails, the fate of the horse is of little concern

In avoiding completely the man-bull contest, the most
meaningful and hence most emotionally charged episode, and
instead choosing the bull-horse encounter, Picasso provides a
context which, precisely because it lacks ritual significance,
offers vaster potentialities for the expression of other wider
meanings. The pathos of the suffering horse lends itself 1o the
subject af the suffering of the victims of Guernica, just as it
had served to express states of suffering in Picasso's own years
of personal conflict,

This episade in which, while the bull Is attempting 10 gore
the horse, the picador is in turn driving his lance into the bull's
straining neck muscles, provides some tense moments in the
bultfighe.'® For the bull it means that although he Is enjoying
4 moment of supreme Instinctual satisfaction, he is also
suffering grave damage to his offensive capabilities that will
make him & more ready victim 1o the matador’s sword in the
final act. The sexual implications. of this symbolic death act
have been commerntted upon and em particularly o underlie
Pleassa's series of bull, horse, man encounters of the summer
of 1934, 11 wo recall that on a trip to Spain that summer he
wat accompanied not by his wife but by Marie-Thérése, then
s 1 1 ity becomes more explicable. The
extreme violence of these combats fuses all the figures into a
whirling maze of bodies that shakes the arena (Fig. 21). But on
the several oceasions when the bull and horse appear alone,
their fury Is clearly directed one against the other (Fig. 22).
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22 July 24, 1934 Zvill 217

24 Lol July 10, 1934 (detail of etching) and Right Study. May 24, 1937
ZVIL 222, 2% 33

26. Feb 6, 1934, ZVIIL. 182

The theme of conflict reaches such violence at one time
“u!\' 7 and 10} that it is transposed from the arena to a
domestic interior—usually for Picasso the setting for passive
and pleasurable activities. In a series of drawings from
mid-July his gentle blond companion becomes the viclim of a
vicious attack with a kitchen knife by a brunette woman
Whose features are distorted by rage and hate (Fig, 23). In a
second version this face, now somewhat abstracted, is almost
ddentical 1o one which reappears in the later studies for
Guernica (Fig. 24), Her spearlike tongue appears twice in the
final painting, perhaps significantly only in the images of the
horse and the woman,

This unknown assailant has been seen before, In a series of
213 drawings of February 7-18 of the same year, she is shown
dwrithing on a bed in postures not unlike those of the gored

~horse in the arena (Fig. 25). As the series progresses her

"Bl'mifﬂd body degenerates into a Surrealist collection of

\WINTER 1973/74

27 May 1, 1934 ZVIIl, 207

objects, until finally all that remains is the speartike tangue, 2
snaggled, toothy mouth, and a vulva (Fig. 26). By contrasi,
Marie-Thérése appears in a series of drawings of April 30 and
May 1 in a wholly different style and as sensunusly erolic as
she ever was in the paintings of 1932 and 1933 (Fig. 27).

The most furious corridas and the attacky with the Knife
occur about the middle of July. In the midst of these falls an
important date, July 12, which Olga observed with all the
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conventional ceremonies but which was only of casual inte
ta Picasso—their wedding anniversary. It w:s. in f:Z ::lrl: ;;I:
very date a year later that she left Picasso, for on iulv 13
1935, Picasso wrote (o Sabartes that he was now alone, '
A series of cichings called Femme Torero of late June,
probably derived from the bull, horse, and fallen picador
ﬁ;ur? srul?ps_?_f lhuJ "ZPL, now portrays three characters in an
y charg tic triangle (Fig. 28). The Maric-
Thérése Migure at its mast seductive is r..lrril:g Jw&i’ on Ih:d I::;;Ek
of the bull, more like the abduction of Europa than an
accident in the arena. And while he plants an impassioned kiss
upon her lips he tramples underfoot the anguished and
disemboweled horse. A few days later in the same series, still as
the gentle sleeper, she lies between the two animafs {Fig. 20),
The persanne! of this murderous drama of 1934 like »
W’r ofl.om-—m:ko up the characters, and even the
‘composition, for Study 6 of May 1, 1937, Picasso's first
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Version o *
ioiide d'b“:‘l f::"-" figure group of Guernica (Fig. 30). The
ground with “eCkl‘:mvu, the dying horse, wha writhes on the
the central group -,:p:m.uh"d' This group persists to becume
anather version of Flv : Frn.?l conception of the painting.'” I"
June 22, 1934, thy emme Torero (Fig, 31) of the same daY,
At s '-‘Im stnflr .‘-!u?per. like a victim of the fury, li¢
Picasso was 1o pciz‘.m"""" in which, in Study 6 of May 1
the position of l.!u:“r e '""I_ victim of Guernica. It is als
accompanied the ne ViEtims in the firs photograph that
ws of the bombings an April 28 (Fig. 32}
The Minotaur

In the fall of 19
L bt *"0":4‘1:2“ Minotaur image returns o Picasso’
man-best of 1933, aqe Tt M99 from that of the reveling
1934 had disappeareq ;:‘l hlhc Wild ¢orriddas of the symmer ©
: emotionally exhausted by I

ART JOURNAL, XXXIII2

s the Minotaur returns. In a series of five closely related
ons over the next lew months he is shown as a (ragic
o, hlinded and stricken as though his suffering had drained
v of normal feeling. Also as in the initial sketches for
co, several images from carlier work appear, and with
I ssociations from the past. The little girl holding out a
Bolouct of flawers in the first version recalls a familiar
ﬁﬁ“,ug from the Blue Period, but she is replaced in the fourth
b‘u Snother child with the features of Marie-Thérése (Fig. 12),
The scashore setting with the sailboat appeared in the summer
Of 1933 a4t Cannes as the sculptor ligure
ﬁmlrnu the ing Marie-Thérése in his arms. The man on
the ladder in last version, the Minotauromachy of 1935,
Bimsell the classical hero type who is sometimes portrayed as

setting for the

the antithesis o bull-man, recalls a similar image in the
Crwifixio vary 7. 1930.2° And the first vision of
thetanguished mother with child in the sketches for Guernica

shoWs her mounted on a ladder. A ladder is also included
amang the Minotaur's painting
deépicting him pulling the cart bearing the dead horse with
elilld: the painting is dated April 6, 1936, a period of extreme
angllish for Picasso. Thus the ladder carried with it into
Guernica these painful ass

Dlga had moved out

ager possessions in the

clations

ir apa

tment at 23, rue la Boétie

on July 12, their 17th rdding 2 versary, and in the
following months she and Picasso were engaged through their
Jawyers in a bitter conflict over the terms ol 4 separation
Singe Picasso as a Spanish citizen residing - in France was
requircd to obey Spanish law, which even under the
Republicans stll did not recog divorce, a legal separation

Wik the only solution. Picasso retained at Boisgeloup only his
seulpture studio where  he had executed the sculptures,
etchipgs, and most of the drawings of Marie-Thérése, but
during this time all his work was placed under the control of
the court. Further, Marie-Theérése had been pregnant since
about the time of the stricken Minotaur serigs in carly 1935,
and toward the end of the year she gave birth to a daughter,
Picasso’s sccond child, On November 13, now living alone, he
diew 2 tender portrait of his 14 year-old son, Paolo, who had
disappearcd from his art during the previous 10 years Picasso
then Virtually abandoned painting tor poetry.

On November 28 he wrote a poem which underwent
sticgessive transformations on December 5, 6, and 24. It
reflects the Surrealist spirit of his closest friends, Paul Eluard
and Louis Aragon and, as José BarrioGaray has shown,
Suggests in its complex imagery the story of his inner tarment
aver his love for Marie-Thérése now frremediably  lost:
UPredominantly visual, this imagery revealsa world of lyricism
and fantasy, but also one in which the erolic, painful,
distressful, incongruous, and contradictory exist.” Asin his art
diq: image of a feca or young female horse appoears, at first
erotic, then is replaced by the woman of “the long blond hair™
ﬂ!u “masquerades as a bullfighter” (See Figs. 28 and 29 and
Fig. 13). Barrio-Garay relates this to the beginning of the
ﬁrcak with Marie-Thérése, an event depicted in his art only

ter, in May 1936, with the death of the Minotaur in the

ullring at the hands of the woman of the “long blond tair,"
and the liberation of the horse from her role as the victim of
“the bull-man,
. When the Minotaur reappeared once more in a series of
Narrative scenes of April 1936, he was no longer the symbolic
bull-man but simply a man holding a bull mask. These

INTER 1973/74

32 Top Swdy VI May 1. 1837 |detaill and Bottom: photograph from
L'Humanité, Apr 28. 1937. Z L 10

drawings seem to deal directly with Picasso's personal life as it
they were illustrations for it. As in the Minotaur series of
1933, he is initially shown as his human sell, enjoying the
pleasures of human love. In both the 1933 and 1936 series he
is again reduced to his animal self and dies the death of a beast
in the bullring. He first appeared on April 5 drawing a cart
bearing the body of a dead horse (Fig. 33). The most unusual
posture of the horse, with head dangling and leg projecting
grotesquely in the air, was 1o be Picasso’s first vision of
Guernica in Study 1 of May 1, The next day he made a
painting of the scene, included a ladder and a painting in the
cart, and changed the small newborn horse (seen between the
posts of the cart) still in her apen belly into a child. Later, he
emphatically stated to David Duncan that she was not
disemboweled but was having a baby, The baby horse motif,
now with wings, emerges again in the earliest Guernica.
sketches, In Study 2 he is sitting on the back of the bull who
bears him proudly and protectively, and in Study 6 he is
out of a wound in the horse’s side, However, since this
started as that of a bird in Study 1 and became a bird again
the final painting, and since Picasso said later that he didn't

remember what it was but thought it was some kind of pigeon.
it be taken as

or chicken, the baby horse motif m
fleeting image. Whether it carried with
too personal, or whether finally it did
Guernica conception at all, it appeared only
and never again,
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34 Ape 7. 1836 2ViNL, 279

_-I’\houl March 25, a few days before
Picasso, taking Marle-Thorése and their baby with him, fled
fram Parls, not even telling Sabartes where he '
According to Sabartes, he had boen exir
the publicity arowsed by his rece
Gaused him 1o become more resile
:’I::T v:t;is ih:y lived in seclusion

af Ruie, his father's name, In this series of narrative
episodes he represents the Minotaur with his f.kl‘nlh'”.ll:iiilll‘l‘:‘

s place in hiy identity, On Apri
i 2 pril 7 he
dropped his Minotaur mask, revoaling the handsome, youth ful

type (Fig, 34), He is however, wh
'I:’I:Nm ;lx:zhjéu -IIFI‘IL‘ shown in one of hl.'frr't:rlll::[:
senal 30 oblivious of the child, 1 a second

soeng
of April 27 he sy does not Tecognize the child who

On the same day Picasso

mlﬂla:ul o him i van (F g 35).

lﬂﬁ‘ H0IE 113 Sab ‘,;",m that he way Biving up painting, soulprure
POLOY" " There are 1wo drawings from April 29 1y pne

110

this series began,

was going,
emely depressed and
nt exhibitions had only
& and impatient 2! For
i Juan-es:Pins under the
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t he has meanwhile
Id man (Fig. 36). In the other which, according to
s0 himsell titled Tweo Od Men

r, two senile old men are st

wpens his arms Lo receive the child, b

Looking at

days later Picasso wrote Sabar

and h
and that he might be returning soon 10 Pa
and 10, the theme of the Minc
marc, just 4s a
a ﬁl:'-:.l';_\; bull in
theust himself

now why he was still
aris.** On May
troduce

imphed that he did n«

, and once

death of

aur is re

d of the 1933 series, i

wrena. In the second of the series he has

through with a sword-—now broken—whil

ides a rearing horse
1y, turns her lance

instixed by

VO
trages of the gestures of Marie-Thérése, rese
Jess. She was in fact soon to disapp
of the Min ALk

4 partner

his art ) paint

many mor tlways formal, posed
partraits in v clothed. The horse
meanwhile, ind soars upward in an

gostatic dance as if to take wing. Four days later Picasso and
his Family returned to Paris,

The Minotaur was to
painting made a few d
Pigasso was once more alor

make a final appearance in a small

v the return o Paris when

back in his apartment, Later

il was us 1 design for the curtain for the play, 74 fuiflet
It is wholly co nt with his personal imagery and style at
this time and hene be taken as a personal document (Fig

e sce

39} Like
narrative, and
Mipotouromachy. 1t is a confrontation between Minotaur and
horse; both are represented by empty skins. The Minotaur's
bady represented in harlequin costume recalls several early self
portraits as a harlequin. It s carried by a hideous bird-headed
monster. In contrast, the horse's pelt is worn by the bearded
sculptorlike figure who bears on his back the youthful hero
type: The sculptor holds in his right hand a rock which he is
preparing to hurl ar the monster. The opposition between
repulsive and beautiful figures, and of beings suggestive of evil
and good, could hardly be more clearly defined. The Minotaur
18 for the first time associated with evil, Six weeks after he
painted this image, Picasso returned alone 1o the Cote d'Azur
where Dora Maar was waiting for him, thus opening a new era
i his personal life,

Although the Minotaur image itself does not appear in
Geernica, the conception of the bull-man or the man-bull
umtlerlics all the studies and the final image of the bull, Two
Stidies of May 10-the last sketches before the painting was
1aid out on the full-sized canvas— depict the bull with the head
of a man. Usually titled, inexplicably, Head of Bull (except on
the Muscum of Modern Art's label), this ane clearly bears the
snsitive human features of the classical hero type with only

the preceding L it is symbolic rather than

thus should be read in the spirit of the

‘slight bullish modifications (Fig, 40). The other study shows

the body of the bull with a clearly defined and realistic head
10 a man. These are of course reversals of the Minotaur —who is
# bull-headed man-but they demonstrate the wide range of
Possibilities |ying between the polar concepts of man and
ast. Even the head of the bull in the final painting cannot be
aken simply as the head of a bull, for it has many human

vl
| gr:h‘u acteristics, among them the upright posture of the head

39 Moy 28 1836 TV, 287
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and Jts halrfes skin. Most
saring vyes that are nol unrelated |
himseit (Fig. 417, Thus the co
bull and the horse, is i oa t
both form and meaning At one pole ar
artist, king, and classical youth, and a
who dies'a miwrable death as the fightlr
Picusso’s imagos therefore have not one but r ;
most of them allusions 1o, or evocalions of, | lie
on:several different levels of meaning. They cannot adeguately
be explained ai simple allogories or symbols drawn from the
comman culture as in Lraditional art, The process is more akin
1o that of his own poetry which had absorbed him even more
than painting and drawing during the preceding two or three
years, l! ‘Miu upon free assoclation and the irrational
juxtaposition af unrelated elements similar to the methods of
his Surrealist, poot friends. This attiwude opened up 1o a far
Areater degroe than before the realm of the intimate purwn.a!
i _nhsc:uhren af emotion, Picasso has himself confirmed this
_M, r-“mt ;’mponanl thing in painting, he ance told
m*?"!“"“‘_- and Penrose quotes him as saying, “You can
s g e LUre i words JUst s you can paint sensations in 4

' on Saturday, May | after five bri
Sau . : brief
Conept afm_&%.m'c, L was finally to
i .!Il.h : sixth study jy large and
I i lﬁ'ﬂ“lﬂ_pld_ 50 far
bl lowering over the
upstretched in ugony, (ko
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SWldes an emotional power commensurate with the power
*‘ﬂ'd‘f.lﬁl\! of the subject,
BBV the end of that first day’s work Picasso had made five
stisdies in pencil and then turned 1o the last, 11 was the first
gompositional study of the entire central group, complete with
bully horse, observing waman in an upstairs window, and a
srietim (Fig. 3). The figures are clearly realized, and they would
Pemaln cssentially unchanged six weeks later in the finished
painting. They are accurately drawn and carefully composed
on & wooden panel 25) inches wide which had been prepared

werging from the und

rabably associated with NGRS gevso ground. 11 was as if he were now ready to execute

er little horse in his art—the baby horse in the body the finai |—|I||.|||||]L', of Guernica. As he had said to Zervos in

sad mother of April 5, 1936 (Fig. 33)—carryin: with SSOEIN v« Basically a picture doesn't change, the first vision
ions of the painful rejection of Marie-Thér How Rsthaiits almost intact "7

c proudly protective posture of the bull, and ¥ ?inssu was 1o work on the painting for six weeks longer

man characteristics of his head, in Study M and alter some of the images, but then usually restore them 1o

the original vision. But he had performed the astounding feat
of arriving at the clearly defined final image for Guernica av
the énd of the same day thal he began work

) and the secure position of the little horse, scem
place the bull in a virtuous, paternalistic role.

The wound in the horse's side, seemingly related in fom
the wounds portrayed earlier as a result of the bull's &
persists throughout the studies. They recall Lorca's be
wounds and especially blood are essential elements
and hence are prerequisites 1o tragedy. For him pain ir
emotion with a sense of death. But the horse's wounds seem!
have changing meanings. They are erotic in the wne
hl_:ll-lwm encounters of 1917 (Fig. 18), repulsive I &
disembowelments of the summer of 1934 (Fig. 22}
repulsive as well as symbolic in the Dream and Lie of f
(Fig. 43). This persistence of cortain images asa means (0f £
expression of diverse meanings has been scen 10 b€
characteristic of Picasso's art from the earlicst drawings

These images, already a part of Picasso’s art, were awake'™
by the shack of the news of the bombing victins' sulfen®s
and they carried with them into the new painting multipl
changing associations on various levels of meaning. They & 8
periods of extreme suffering in his own life, the wounds Jlr:
the blood of the bull-horse episode in the bullfight, and 1"

tragedy (hat had ; : e diverfllirned to poetry in that vein,
images and d‘_mm‘::;m:tlmcd h-ls Iwumf:vm\e:;- from the* Picasso has always insisted on the personal sources of his
g associations oW IT

profound s I g eration ATt I use things in my paintings as my passions tell me, he told

]Uxtdposiﬁonu:::tx::, IIn h_“; plnlrv merged ;Tw'::] :w, gervos in 19.35' and later told Penrose that we live our work.

on different levels of ?n:,::fngpr:r'r;dl p;rl\:lcr.wm‘ .,rnhisu“i“ vangoise Gilot quotes him as saying that he paints his
4 o while replete

Proasso s Method

The news of the bombing of Guernica had provided the
shock necessary to precipitate Picasso into action on his
|6ng~dc|.m~(l painting. Within 24 hours, and with an over-
poweringly dramatic theme provided by a real event, he now
aecomplished what  he had been unable to do for four
months-he began to work, All of the images in the fnitial
Sttidics were already a part of Picasso's art, and some of them,
Hike the bull and the horse, had appeared many times in the
‘m form they now took. They were, therefore, along with
associated meanings, latent in his subconscious, This
moonse to shock s a perfect Surrealist sitvation, and is
ecially pertinent when we recall that, for quite a few years,
casso'’s closest friends were the Surrealist poets, and at this
ime of personal suffering he had himself rejected painting and

ART JOURNAL xxxiil? QVINTER 1973/74

43 Dream and Lie of Franco, Jan, 9, 1936 |detail of b

autobiography, but Kahnweiler puls it more directly as "'his
subjects are his loves."** As has been shown in this article
images suggestive of the women in his life in 1937 appear from
the beginning. Both the faces and the embtions associated with
them provide much of the power of the painting. The only
image to persist unchanged from beginning 1o end s 'lha
woman with a lamp who always resembles, but at one me
cleatly bears the profile of, Marie-Thérdse. And drawings of
Dora Maar weeping, made while the painting was in progress,
provided not only a model for the anguished victims of the
bombing but also launched a series of “postscripts” which
continued after the painting was completed. Further, what is
usually seen as the protective attitude of the bull over the
mother and child in the painting has a possible prototype in
the several paternalistic and obviously biographical Mino-
taurs of 1936
Selecting from the complex ritual of the bullfight only the
incidental contest between the bull and horse, Picassa emplays
these figures for wholly other ends. Juan Larrea writes that
Picasso told him hefore Guernfcs that the horse in his ant
represents for him the most important women in his life,**
and Frangoise Gilot quotes him as saying that her symbol is
the horse while his, the proudest of all, is the bull.*® The
horse receives more attention than any of the other figures.
Most of the variations have to do with explorations of
different attitudes of suffering, which is also true of Plaasso'’s
images of horses all the way back to his youth.

Although usually identified in the painting simply as & bull,
the face and especially the eyes of the figure of the bull are
actually more human than animal (Fig. 47). 1t has been seeo in
the studics that this image shifted from one g 1o the
other, which is of course the basic meaning of hatf
man/half beast creature, the Minotatir. He has the potentiality
of representing a serene and heroic personnage resembl
Picasso’s artists, classical heroes, and Kings, all of them
associated with the artist himself, but he h
potentiality to undergo a metame s into h
and in that role 1o suffer the death of &

Lending meaning 1o this procedure i

Surrealism, which from his postry wo
understood and used. However, /

Barrio-Garay has demonstrated, 1€
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wholly Suprealist. The g
greatly  admired
extraordinary
formal ima

The meanings images first evok
which had a
persondl experience
symbalism which long ago had f
the ritual conflict of bull and horse, Th K ai
over the bombing tertar were reinforced by the accumulat /
emutions of confliet carried over in i -
personal lite, and all were translormed anc

final image.; Picasso never attempted 1o represent 0]
1o allegorize o symbolize it but, rather, on multilevels of
meaning and emotion in human as well as artistic terms 1o
creatd a powerful painting that would stand for it L]

lrfier in his art, lay decy
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This article represants an extondsd version of a

papar prosented a1 th
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by developed m-wmmmnmmumm
tocial for presentation as & book

e of
ki prnts. drawings, or watercolors unless otherwise
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G = Barotiard Geiser PRt graveur, 2
G Picasan. j r vols. Vol | (1899-
1_“‘[ 1933: Vol 1 (1932 18331 1888, Berne. Kornleld and Klip-

how Picasso regularly read the daily newspepn

) Le Journal |Jaime Sabartes. Picasso: An Intimaie K
1 Now Tork Prentice:Matl 1948 p. 107), Of these Le Figao g
(= to world news but, because ol its conservalie ies ¥

Ie cy 1 tha Franco governmant. quickly dropped the ovw
over Guemnica Ercelsior was a picture nowspaper with no par lar o

tion on the Spanish Civil War. and Le Journal. which carried best
waws of art exhibitions. presented only routme news from Spec It we
have besn simost impossible for Picasso not to have read [ Humas
His bast fnends wrote reguiady for it and it carried by far the 51
sive news from Spain. For more than a month after the event N
covered |0 its pages the heated propaganda battie over the roons
for the destruction of Guernica. and it printed photographs of 15 runs §
of victims and refugoes

'Viconts Talon, Arde Guernica, Madeid, San Martm, 1970, pp 141-14
*Undetended cities had been bombed before Genersl Mals s offes

agninst Bilbeo had openad on March 31 with the bombing of Duranie
soith of Guernica. whare a church was hit during 8 mass But dus
strifo batween the varous military factions supporting Franco
had slowed down. much to the displeasure of General Faupe!
santsive 1o Franco's government At the time of the bombing o
the Notionalists had renewed thelr drive toward Bilbaa. and recet
studies of the history of the war suggest that the severity of this stiak ™
part of the campaign to terronze Bilbao and force its surrender -.mr-‘j

of bang its war . aven with tha 4 o o

bombings, it took the Nationalists another seven weeks to oversd™ |
Hasque dofenses and occupy Bilbso By this time Piodssos mml-"ﬂ"‘
.;Iau In the Spanish pavilion in Paris
: l'.ll Journal, April 26, Le Figaro, Apiit 27. 1837
..l Humanite, Januery B, 1936
--‘W. May 4, Le Figaro, May 5, 1937
2 Excolsior, Moy 30, 1937

Roland Porvoss. Picasso, His Life and Work, New York, Sehod
o4, p 268 f
|s:‘;'nm Republicen (Mass ), July 18, 1937 New York ’M;,Du:"
A337. both teprinted in Alfred H. Bate, Jr. Picasso: Fty Yo
fitw York Museum of Modarn Ar. 1946, pp 202. 264
"0:1; Bn masay in Cahiers d'Arr, Paris, 7-10, 1936, p. 185 arid 4™
e Deceniber 17. 1936 at the hoight of the first batle for MBS
mm published Eluard's poem on the Civil War which began 5’.
v l-:olldm of rin®/Thay are rich. patient. ordernd, black and ':'”
mi' thek utmost 1o be alone upon the earth/They have borm®

heap offal upon him

S
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B ouis Parrott and Jean Marcenac. Paul Eluard, Pans. Seghers. 1969 ed

a7
b 4vant Scéne du Cinema (Pars], 3B, Juna 15 1964

lFor o deeply parceptive study of the theme see Leo Steinberg’s “Picasso’'s
gwatchers” in his Other Criteria, New York Oxford Press. 1872 pp 93

H4

I @ study of the persistence of early images in reent works, see Beryl
r-Sharrar. “Some Aspects of Early Autobiographical Imagery in Picasso's
e 347 7 Art Bulfetin, LIV, 4. Dec 1972 pp 518-533

rom a lecture “"Theory and Function of the Duende” delivered in Buenos
s and Havana Transisted and reprinted in J. L Gl Lorca. Harmonds
th, Penguin, 1960, pp 127-139

fore 1927 horses were unprotected and several usually meat thair
in 8 single bullfight After 8 national law required that thay be pro
od with the padded canvas pefo, death of serious gorings became rare

WAREicrados. ncluding Picasso, resented the padded coat on the grounds
SihEt it frustrated the bull's natural instincts and hence diminished his will to
Wfight For a lengthy discourse on the issua. seq Ernest MHemngway. Death m

I8 Afternoon. New York, Scriboer. 1932, passim
M8ih & perceptive study Picasso's poems ol November 6-December 24
4835 José Barrio-Garay in o paper. An lnguiry Info Prcasso’s Postic Im-
Wgery, road at the meeting of the CAA on January 1973, provides by an
nalysis of the imagery of the posms interesting and important avidence that
iha horse s closely associated with the state of affairs with the woman in
his life. Mare-Thérése Walter Since soma first-hand witnesses. including
Larrea and Frangoise Gilot quote Picasso to the effect that his horses are in
deed associated with women in his Iife at the time. we may reasonably
#tudy images of horses m his art in trms of his cormesponding personal life

The jaca of young lemale horse appears saveral limes in @ group of un-
titled poems In one. sho is first seen as & nude llon masquerading as a bl
fighter, then as an erotic object given to “nights of carnal love,” than with haer
Jong blord hair confined batind an iron daor, hiding her shame undar a table
cloth

In the second vermon of the same poem, kisses tum avil and sour ke
lamons andd are bestowed upon & “chinch bug of the sun.” Although the faca
geats the painter out of trouble she is the target of obscene insults. and then
reduced 1o the miserable state of the wounded horse in the bulifight ~making
the round of the nng bleeding and dragging s guts

The poetic imagery—so very graphsc—is remarkably parallel 1o the /m
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ages in hs ari from 1933 to 1936 les discussed abovel and since it wlso
closaly parallels events in his personal life (indeed. Bamo Garsy sees o it
the deterioration of his fove for Mane-Thirése] we can contider very sar-
ously Picasso’s own insistence that for him poetry and pamting were the
same (ses footnotes 25 and 26)

¥ Cryedicion, Feb 7. 1930 (ZVIl, 287) This pamting. 207 x 26~ = almost
actly the same size as the first composition. Study VI of May 1. 1937,
21%" % 25%

¥ Sabartes, Picasso. p 124

" ihid . p 128

£ parrose. Prieasso, Wis Lite and Work, p. 258

4 Sabartes, Picasso. pp 128-129

 Daniel-Henry Kahnwaeiler, Gasprdche mit Prcasso. Jahcesring 59-60.
Stuttgart. Deutsche Verlag, 1959, pp) 85-98

" Panrose. Picasso. Mis Life and Work. pp. 366-387 Bamio-Garsy, An ls-
quiry. concludes that the posms automatic writing in the same sense &
those of Eluard and Aragon. He writes that they are composed of images
‘devoid of g of clear as i thought were
captuted in afl its " This s p iy the process we
have observed in Picasso's quick sketches of May 1 where images from sev-

oral levels of consciousness and different arses of axpenience BppeR! juxta

posed

* Chiastian Zarvos. Cahiers o'Art (Para), X. no 10, 1835 p 173

* Daniol-Henry Kahnweiler, “Le sujet chex Picasso” Verve, Nos. 25-26
1951, p 1

™ Jyan Larred, Guarnica. New York, Valentin, 1947, p. 33

* Francoise Giot and Cartton Lake, Life with Picasso. New York McGraw.
Hill, 1964, p. 362

iy seems unnecessary to mention that the method utiited hers yiids
meanings guite different from those conventionally argued. ag. that the
horse represents Franco and the bull the Spanish people for wice-versal, s
well as allegories of Truth in the blond woman with & lamp. or Pegasus. or 8
Grecoesque sscension of the soul of the horse. or the favorable mugury for
the Spansah in the k hoe on the d foot (whech also
had sppesred eariier several mas in different contaxtsl, #ic

Herschel B, Chipp, the author of Theories of Modim Arl, Is professor
of art history at the University of California, Berkeley.
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Guernica: Love, War, and the Bullfight

HERSCHEL B. CHIPP

Picasso finally began work on Guernica, as everyone knows,
on Saturday, May 1, 1937, with this brief sketch (Fig. 1). We
also know that he had delayed for four months, apparently
without having given any thought to the subject, and that a
painting by him was to be exhibited at the opening of the
Paris World's Fair in 24 days. This was hardly enough time to
complete a 25-foot painting even if it were already clearly in
mind. This paper is a study of that first day’s work—five brief
sketches and one composition study—Picasso’s first vision of
Guernica.

The immediate motivation for starting the work was, of
course, the shocking bombing of the Basque town of Guernica,
the first photographs of which had appeared in Paris April 30.
This news was intensified by the agony of the Spanish Civil
War which during its first ten months had several times
touched Picasso personally. Further, Picasso had just passed
through a time of painful conflict in his personal life, and
these conflicts had provided the imagery of much of his an
from about 1933 to 1937. They appear almost solely in his
graphic art, contrasting with the more conventional themes of
portraits and still lifes in his painting. These images and
symbols constitute a kind of iconography of his life. They are
often formulated in a quasi-Surrealist symbolism involving
Minotaurs and women as well as the familiar theme of the
struggle between the horse and the bull as taken from the
corrida. The power of this imagery is demonstrated by
unusually wide fluctuations of style which resulted from these
emotionally overwhelming themes.

The studies of the first day are drawn largely from the
bullfight, which of course had obsessed Picasso from child-
hood. Thus both the emotional and iconographical sources of
Guernica lie in the special meaning of the bullfight for an
Andalusian, and in the personal conflicts which had been
expressed through the images of horse and bull. The third
source—his immediate response to the specific historical
event—was the only one of these elements that was at all
unusual in his art.

Picassa's first vision of Guernica was in terms of a familiar
episode from the bullfight: the bull’s attack on the horse. This
is the most commaon bullfight scene in his art and goes back to
his childhood in Malaga. In the first sketch he rc'prr:-_\cm-. the
bull standing proudly erect while the horse lies dead with one
leg extended grotesquely in the air. The most definite image,
however, is of the alarmed woman observing the scene from a
second-story window. It is also the only image to persist

100

1 Study |, May 1, 1937,

unchanged from the first sketch to the final painting. This
stagelike setting, including the witness to the tragic conflict,
has been seen several times before, as, for example, the two
blond women observing the tragic bull-man from a second-
story window in the Minotauromachy of 1935." This earlier
image as well as its painful personal associations may have
lntun recalled and reinforced by the gaunt walls and empty
windows in the first photograph of the stricken city to reach
P_nfis {Fig. 2). This one is from Le Figaro of the previous day,
Friday, April 30, but the same photograph appeared in most
of the Paris newspapers on the same or on the following day,z
l_oge!hcr with the sensational headlines of Wednesday and
Thursday, April 28 and 29 (Fig. 3), the first photographs of
thg dcv‘dhtallng bombing attack surely had a strong impact on
a Spaniard who, because he was even then deeply committed
Lo the Republican cause, already considered himself a refugee.

The Bombing of Guernica

. If the Imminent deadline for the opening of the World's Fair
did mln nmpuv_: an urgency on the first day's work—for, after
all, lht; was simply Picasso's usual response to dcadlincrs-—ihe
ncw‘la Iron? Spain did. On May 1, even as he worked, 2
mamf(asw_tlon, the largest every held in Pas:i.s crowded the
streets. The two themes of the demonstration were highly
politicized: a celebration of the first anniversary of the
Popular an_l in France, and an alarm over the grave situation
of the !I«1|[Cfillg Popular Front in Spain. For the past month
the Nationalists had continued slowly to crush the Basque
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2 Le Figaro, Apr. 30, 1937
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3 L'Humanité, Apr. 28, 1937

defenders of Bilbao—only 50 miles from the French frontier
(Fig. 4). The port of Bilbao was the center of Spain's heavy
industry and war plants, and Franco had promised most of the
output to Hitler, and Bilbao was hall as far from Germany as
the other major port, Cadiz. Even on this May 1, blockade
runners were taking aboard women and children refugees from
the city now apparently doomed.
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In Vitoria just behind the lines to the south, the
concentrated forces of the German Condor Legion were
supporting the campaign. The Commanding Officer's equip-
ment report of April 12 described what was probably, in 1937,
the most powerful air force ever assembled.*

On April 26, the day of the bombing, the Nationalist
advance upon Bilbao was less than six miles from the town of
Guernica, which lay directly in its path.* The Condor Legion
air base was only 30 miles south of Guernica—a flying time of
less than 12 minutes even for the slowest plane.

There was alarming news from still another source. On the
same day as the bombing, Hermann Goering, Commander-in-
Chief of the Legion, was in Rome for a conference with
Mussolini, the chief topic of which was how to quickly end
the war in Spain. Goering had apparently been kept waiting
for a day while Mussolini was engaged in talks with the
Austrian Chancellor, the results of which constituted Italian
support of Austria in its resistance to Hitler. But the final
escalation in the deadly rivalry was Goering's, for at
four-thirty in the afternoon—one-half hour before his appoint-
ment with Mussolini-German bombs began to fall on
Guernica.®

Picasso and the Spanish Republican Government

All this was reported with alarm in the Paris press (Fig. 5)
but nowhere with more emotion than in the bulletins of the
Spanish Government [nformation Service. This agency was
directed principally by Juan Larrea, the poet, who later was to
write the first book on Picasso's Guernica, and by )osé-Luis
Sert, the architect of the Spanish pavilion where Picasso's
painting was to be placed. Both were close friends of Picasso
and it was they who had arranged his various contributions to
the Republican cause.

Both the etching suite, Dream and Lie of France, which was
to be reproduced and sold for refugee relief, and the plans for
the mural project for the World’s Fair, were made during the
beginning of January 1937. At this time the news from Spain
was especially disheartening for the Republicans. On |anuary 6
Hitler's ultimatum to the Basque government in Bilbao to
surrender or face destruction appeared in the Paris press, and
the next day one of the heaviest bombing attacks of the war
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struck Madrid. Hitler also declared a blockade of all Spanish
ports and enforced this with the torpedoing of a Republican
ship off the Catalonian coast. Since the Rome Conference of
December 6, 1936, when Germany and ltaly confirmed their
policy of vigorous intervention, Mussolini had been eager for
Italian troops to take the lead. At the end of December a large
contingent of ltalians heavily equipped with tanks and planes
began disembarking at Cadiz, proceeding overland castward to
surround Malaga on three sides, Simultaneously, this seaport,
the most desirable for an invasion from ltaly, was being
heavily bombed from the air and bombarded from the sea,’
Although Picasso had not visited Malaga, his birthplace, for
many years, most ol his family still lived there and he
remembered it with great affection, The ltalian assault, which
obviously had been in preparation for several weeks, actually
began on January 10, the day after Picasso completed the first
part of the etching series.

On Monday, May 3, and again on Sunday, May 30, while
Picasso was working, the war was to strike even closer. On May
3, violent riots which had been threatening, suddenly broke
out in Barcelona between the Anarchists and the Communist-
Socialist government, and several hundred peaple were killed.
The worst of the fighting took place in the Burrio Gatico, the
quarter where Picasso had lived. While the reports of these
events were in general cither confused or omitted altogether in
the Paris press, L 'Humanité, following the position adopted by
Moscow, declared the Anarchists to be traitors to the
Republican cause and in the pay of the Nazis.” This charge,
based on a bitter struggle for influence, must have been very
painful for Picasso, who in his youth in Barcelona had looked
with admiration 1o the Anarchists as the defenders of freedom
and promoters of the new ideas Spain lacked.

On May 30, when Guernica was still in progress, the Barrio
Gotico and the waterfront were suddenly attacked by the
Italian air force based on Majorca and about 150 people were
killed®* In the center of the destruction, in the family
dpartment one block from La Lonja, the art school where
Picasso's father had taught, lived his mother, now 81 years of
age, with his sister Lola, both of them widowed, and Lola’s
five children. In a letter, unfortunately not dated, Sefiora
Ruiz-Picasso described the destruction of a convent next door
to them and the stench of smoke in their rooms.?
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ish culture and Franco the |
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d With Picasso as director of the Prado, and the
D:?lirt?nygesr‘lo be shown in Paris, this claim would be projecteq
onto an international stage. This position is.clearly reflected in
the two statements attributed to Picasso in 1937. It may be
significant, however, that both these statements were released
first in English to American newspapers and ‘that.bq_th
coincided with manifestations of support of Republican Spain:
the first an exhibition of Spanish Republican posters in New
York sponsored by the North American Committee to aid
Spanish Democracy, and the second a response to a request for
a statement from the American Artists’ Congress.'®
Further, Picasso’s most intimate friend for several years was
Paul Eluard, Surrealist poet and lifetime Communist, who with
his new wife, Nusch, had taken his friend into the family for
much of the ‘time since Olga’s departure in 1935, Eluard's
adoration for Picasso is expressed in some poems to him but
nowhere with greater emotion than in the opening words of a
lecture he delivered in 1936 at Picasso’s exhibitions in
Barcelona, Bilbao, and Madrid: “I speak of that which helps
me to live—of that which is good."*" Eluard had been
instrumental in arranging the exhibitions, which were highly
successful and resulted in several critical articles on Picasso in
Spanish journals. In Barcelona he had arranged a reading of
Picasso’s poetry by his poet friend, Ramén Gomez de Ia Serna,
.-mq Eluard's own lecture was broadcast on Radio Barcelona,
which a few months later W45 1o become the voice of Catalan
resistance to Franco. Eluard was still in Spain at the time of
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6 Study |1l May 1, 1937 (detail). ZI1X, 3

Marie-Thérése Walter

The clearest and most emphatic image in the first sketch is
the alarmed observer leaning from the upper window. Her
identity is made clear in a detail from the third sketch of May
1 where the most familiar profile in all of Picasso's art appears
(Fig. 6). It closely resembles Marie-Thérése Walter whose face
and body had dominated his art since 1931 (Fig. 7). She is
lightly touched up with ochre paint-the only paint used that
day. The Marie-Thérése profile had often appeared throughout
these troubled years as a sympathetic observer—usually of
scenes of crisis—but always as a serene and gentle onlooker.
Her type of face is shown twice in the upper window
overlooking the tragic scene in the Minotauromachy of 1935,
and it is clearly her image repeated several times that becomes
the witness to the furious corridas in the series of paintings of
the summer of 1934 (Fig. 8). When in the etching series of
May 1933 the Minotaur turns an idyllic bacchanal (Fig. 9) into
a series of violent rapes (Fig, 10) and then dies the death of a
beast in the arena, a woman resembling her leans from the
stands in a tender gesture of sympathy (Fig. 11). Her consoling
image appears at other times of crisis: as a child in the fourth
of the Blind Minotaur series of 1934 (Fig. 12) when she guides
the stricken beast, and as a matador in the Minotauromachy of
1935 when she turns away the sword normally aimed at the
beast's heart (Fig. 13). Although in an etching of July 1934,
she hides her face from the vicious combat of bull and horse,
she extends her arm with the candle toward the scene (Fig.
14). It appears that the candle is less a means of illumination
or a symbol than a part of the ritual of her serene and
detached presence in times of crisis. This sympathetic observer
figure—as though returning the affectionate attention the
Minotaur had bestowed upon her when he was the sleep-
watcher—is always attentive and loving.' %

The Bullfight

In his initial visualization of Guernica Picasso chose the
moment in the corrida just after the bull has achieved the
supreme satisfaction of driving his horns into a living body
(Fig. 15). This episode is one of the first to appear in Picasso's
art and it is the most common in all the themes of the corrida.

WINTER 1973/74

L}
7 Marne-Thérése Walter, Jan 22, 1939

His first painting in oil at age eight was of a picador on his
horse awaiting the bull; in a notebook, probably from his
Malaga years—hence made before his tenth birthday—is a
drawing of a charging bull and a wounded horse (Fig. 16), The
horse, incidentally, is almost identical both in its posture and
in its realistic style to Study 5 of May 1, almost 50 years later
(Fig. 17). Picasso’s conception of the bull standing proudly
aloof from the writhing horse was arrived at in his boyhood
and dominated all of his corrida scenes except during that
period of tortuous conflict, the summer of 1934.'% |t
conforms with the traditional Spanish view of the fighting bull
as an admirable heroic animal whose qualities provide a model
to be emulated by young men, and the horse of the bullring as
only a neutral and emotionless supporting actor in the drama.

Although the bull-horse encounter had no place in the
iconography or the emotional climate of the Blue Period or of
Cubism, it reappeared soon after. A long series of studies
appeared in 1917 while Picasso was spending the summer in
Barcelona with the Ballet Russe. The fact that he had followed
the ballet to Barcelona from Rome in order to be with one of
the dancers, Olga Koklova, and further that he was now
engaged to her, may help to explain the persistence with which
the bull explores the horse's body (Fig. 18). The combat is
now seen as a highly personal assault by the bull with the
goring action of his horns the central theme. The ritual of the
bullfight fades in the background, even in the little tableaus
like the posturing of ballet dancers—where the fallen picador
becomes involved in the struggle (Fig. 19). The growing
separation of the combat from the ritual of the bullfight and
its humanization—not to say eroticization—as in the improb-
able encounter of 1927 (Fig, 20), has earned Picasso the
disfavor of aficionados, for whom the bull-horse encounter has
no emotion and hence little meaning.

For the aficionado it is the contest between the bull and the
man that creates the emotion and gives meaning to the ritual,
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9 The Minotaur. May 18. 1933 (etching). G.II, 351

10 The Minotaur. May 23, 1933 etching). G.II, 356

104

12 Blind Minotaur, Nov,

1934 (detail of aquatint). G |1, 437

13 Minoy,
romachy, 1535 (detail of etching). B.288
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14 July 24, 1934 (etching). Z VIII, 215 17 Study V. May 1, 1937 ZIX, 5.

18 1917, Zlll, 50,
15 From E. Hemingway. Death in the Afternoon, 1932

16 Sketch book. c. 1890 19 1923 2V. 145
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For this reason they have given the term “moment of truth”
to the matador's final and most dangerous act, his sword
thrust for the bull’s heart. It is at this moment that what Lorca
calls duende is either revealed or shown to be lacking. It is the
uniquely Spanish ritual of walking on the brink of death,
where true bravery and absolute disregard of danger lead to a
nobility of spirit that is admired in both man and beast.!? It is
the ever-present possibility of tragedy that endows the ritual
of the man-bull conflict with meaning. By contrast, the horse
is a passive supporting actor in only one short episode of the
drama and is wholly without emotion. This neutral role is
assured by the practical device of blindfolding him—thought-
fully with a red bandanna—and by a prior minor operation on
his vocal chords. Even when the strict ritual breaks down and
chaos prevails, the fate of the horse is of little concern.

In avoiding completely the man-bull contest, the maost
meaningful and hence most emotionally charged episode, and
instead choosing the bull-horse encounter, Picasso provides a
context which, precisely because it lacks ritual significance,
offers vaster potentialities for the expression of other wider
meanings. The pathos of the suffering horse lends itself to the
subject of the suffering of the victims of Guernica, Just as it
had served to express states of suffering in Picasso
of personal conflict,

This episade in which, while the bull js attempting to gore
the horse, the picador is in turn driving his lance into the bull's
straining neck muscles, provides some tense moments in the
bullfight.'® For the bull it means that although he is enjoyin
a@ moment of supreme instincrual satisfaction, he s ahg
suffering grave damage to his offensive Capabilities that wijl
make him a more ready victim to the matador's sword in the
final act. The sexual implications of this symbolic death acq
have been mmmgnwd upon and seem particularly 1o underlie
Picasso's series of bull, horse, man encounters of the summe
of 1934. If we recall that on a trip to Spain tha summer ILr
was accompanied not by his wife but by Mdl'iv-]'hérésc th _‘c
its unusual emotional intensity becomes more Cxplicablé ];n
extreme violence of these combats fuses all the figures i. L
whirling maze of bodies that shakes the arena (Fig, 21) -Bmo a
the scw,-;-.;! occasions when the byl and horse ﬂlﬂned‘r llll on
their fury is clearly directed one 2gainst the other (Fig. _ngrlmc.

's own Years
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23 July 7, 1934 Zvi, 216
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24 Left: July 10. 1934 (detail of stchingl and Right Study. May 24, 1937
ZVin. 222; 21X, 33

25. Feb. 6. 1934, ZVIIl. 182

The theme of conflict reaches such violence at one time
{July 7 and 10) that it is transposed from the arena to a
domestic interior—usually for Picasso the setting for passive
and pleasurable activities. In a series of drawings from
mid-July his gentle blond companion becomes the victim of a
vicious attack with a kitchen knife by a brunette woman
whose features are distorted by rage and hate (Fig. 23). In a
second version this face, now somewhat abstracted, is almost
identical to one which reappears in the later studies for
Guernica (Fig. 24). Her spearlike tongue appears twice in the
final painting, perhaps significantly only in the images of the
horse and the woman,

This unknown assailant has been seen before. In a series of
13 drawings of February 7-18 of the same year, she is shown
writhing on a bed in postures not unlike those of the gored
horse in the arena (Fig. 25). As the series progresses her
agonized body degenerates into a Surrealist collection of
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27 May 1. 1934. ZVII, 207

objects, until finally all that remains is the spearlike tongue, a
snaggled, toothy mouth, and a vulva (Fig. 26). By contrast,
Marie-Thérése appears in a series of drawings of April 30 and
May 1 in a wholly different style and as sensuously erotic as
she ever was in the paintings of 1932 and 1933 (Fig. 27).

The most furious corridas and the attacks with the knife
occur aboul the middle of July, In the midst of these falls an
important date, July 12, which Olga observed with all the
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28 Fernme Torero /. June 12, 1934 (etching). G.II. 425
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29 Femme Torero IV, June 22, 1934 (etching). G.II, 428

conventional ceremonies but which was only of casual interest
to Picasso—their wedding anniversary. It was, in fact, on this
very date a year later that she left Picasso, for on July 13
1935, Picasso wrote to Sabartes that he was now alone, '
A series of etchings called Femme Torero of late June
probably derived from the bull, horse, and fallen picado;
figure groups of the "20s, now portrays three characters in an
emotionally charged dramatic triangle (Fig, 28). The Marie-
Thérése figure at its most seductive is carried away on the back
of the bull, more like the abduction of Europa than an
accident in the arena. And while he plants an impassioned kiss
upon her lips he tramples underfoot the anguished and
disemboweled horse. A few days later in the same series, still
the gentle sleeper, she lies between the two animals [F"i 29“
The personnel of this murderous drama of 1934 i
tragedy of Lorca—make up the characters, iR

J composition, for Study 6 of May 1, 1937, and even the
|

Picasso's firsy
108
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31 Femme Torero IIf, June 22, 1934 (etching). G.II, 427.

version of the central figure group of Guernica (Fig. 30). The
wotnded bull towers over the dying horse, who writhes 0n
ground with neck upstretched. This group persists 10 be 910
the central group in the final conception of the painting.'” 1"
another version of Femme Torero (Fig. 31) of the same 48k
June 22, 1934, the gentle sleeper, like a victim of ﬂ‘em’n?
gs;one in the same position in which, in Study 6 of May "
m:as;o; sz?;ﬂtoﬂ?u:jt‘ray the first victim of Guernica. "ﬁﬁi |
e victims in the first photograpd "o
accompanied the news of the bombings on A';hﬂl 28 tﬁgﬁ"

The Minotaur
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stress, the Minotaur returns. In a series of five closely related
versions over the next few months he is shown as a tragic
figure, blinded and stricken as though his suffering had drained
him even of normal feeling. Also as in the initial sketches for
Guernica, several images from earlier work appear, and with
them associations from the past. The little girl holding out a
bouquet of flowers in the first version recalls a familiar
painting from the Blue Period, but she is replaced in the fourth
by another child with the features of Marie-Thérése (Fig. 12).
The seashore setting with the sailboat appeared in the summer
of 1933 at Cannes as the setting for the sculptor figure
carrying the sleeping Marie-Thérése in his arms, The man on
the ladder in the last version, the Minotauromachy of 1935,
himself the classical hero type who is sometimes portrayed as
the antithesis of the bull-man, recalls a similar image in the
Crucifixion of February 7, 1930.2° And the first vision of
the anguished mother with child in the sketches for Guernica
shows her mounted on a ladder. A ladder is also included
among the Minotaur's meager possessions in the painting
depicting him pulling the cart bearing the dead horse with
child; the painting is dated April 6, 1936, a period of extreme
anguish for Picasso. Thus the ladder carried with it into
Guernica these painful associations.

Olga had moved out of their apartment at 23, rue la Boétie
on July 12, their 17th wedding anniversary, and in the
following months she and Picasso were engaged through their
lawyers in a bitter conflict over the terms of a separation.
Since Picasso as a Spanish citizen residing in France was
required to obey Spanish law, which even under the
Republicans still did not recognize divorce, a legal separation
was the only solution. Picasso retained at Boisgeloup only his
sculpture studio where he had executed the sculptures,
etchings, and most of the drawings of Marie-Thérése, but
during this time all his work was placed under the control of
the court. Further, Marie-Thérése had been pregnant since
about the time of the stricken Minotaur series in early 1935,
and toward the end of the year she gave birth to a daughter,
Picasso’s second child, On November 13, now living alone, he
drew a tender portrait of his 14 year-old son, Paolo, who had
disappeared from his art during the previous 10 years. Picasso
then virtually abandoned painting for poetry.

On November 28 he wrote a poem which underwent
successive transformations on December 5, 6, and 24. It
reflects the Surrealist spirit of his closest friends, Paul Eluard
and Louis Aragon and, as José Barrio-Garay has shown,
suggests in its complex imagery the story of his inner torment
over his love for Marie-Thérése now irremediably lost:
“Predominantly visual, this imagery reveals a world of lyricism
and fantasy, but also one in which the erotic, painful,
distressful, incongruous, and contradictory exist.” As in his art
the image of a jaca or young female horse appears, at first
erotic, then is replaced by the woman of “the long blond hair”
who “masquerades as a bullfighter’" (See Figs. 28 and 29 and
Fig. 13). Barrio-Garay relates this to the beginning of the
break with Marie-Thérése, an event depicted in his art only
later, in May 1936, with the death of the Minotaur in the
bullring at the hands of the woman of the “long blond hair,”
and the liberation of the horse from her role as the victim of
the bull-man,

When the Minotaur reappeared once more in a series of
narrative scenes of April 1936, he was no longer the symbolic
bull-man but simply a man holding a bull mask. These
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32 Top: Study VI. May 1. 1937 (detaill and Bottom: photograph from
L'Humanité, Apr. 28, 1937. Z IX. 10

drawings seem to deal directly with Picasso’s personal life as if
they were illustrations for it. As in the Minotaur series of
1933, he is initially shown as his human self, enjoying the
pleasures of human love. In both the 1933 and 1936 series he
is again reduced to his animal self and dies the death of a beast
in the bullring. He first appeared on April 5 drawing a cart
bearing the body of a dead horse (Fig. 33). The most unusual
posture of the horse, with head dangling and leg projecting
grotesquely in the air, was to be Picasso's first vision of
Guernica in Study 1 of May 1. The next day he made a
painting of the scene, included a ladder and a painting in the
cart, and changed the small newborn horse (seen between the
posts of the cart) still in her open belly into a child. Later, he
emphatically stated to David Duncan that she was not
disemboweled but was having a baby. The baby horse motif,
now with wings, emerges again in the earliest Guernica
sketches. In Study 2 he is sitting on the back of the bull who
bears him proudly and protectively, and in Study 6 he is rising
out of a wound in the horse’s side, However, since this image
started as that of a bird in Study 1 and became a bird again in
the final painting, and since Picasso said later that he didn’t
remember what it was but thought it was some kind of pigeon
or chicken, the baby horse motif might be taken as only a
fleeting image. Whether it carried with it associations that were
too personal, or whether finally it did not belong in the
Guernica conception at all, it appeared only twice on May |

and never again
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About March 25, a few days before this series began,
Picasso, taking Marie-Thérése and their baby with him, fled
from Paris, not even telling Sabartes where he was going.
According to Sabartes, he had been extremely depressed and
the publicity aroused by his recent exhibitions had only
caused him to become more restless and impatient.®' For
several weeks they lived in seclusion in Juan-les-Pins under the
name of Ruiz, his father's name. In this series of narrative
episodes he represents the Minotaur with his family and the
transformation that takes place in his identity. On April 7 he
dropped his Minotaur mask, revealing the handsome, youthfu|
face of the classical hero type (Fig. 34). He is, however, wholly
oblivious of Marie-Thérése—here shown in one of her loveliest
representations—and also oblivious of the child. In a second
scene of April 27 he still does not recognize the child whe
reaches out to him in vain (Fig. 35). On the same day Picasso
wrote to Sabartes that he was giving up painting, sculpture
and poetry.** There are two drawings from Aprill29. In one

36 Apr 27, 1936. Zviii, 281
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he opens his arms to receive the child, but he has meanwhile
become an'old man_{Flg. 36_]. In the other which, according to
Penrose, Pngasso himself titled Two Old Men Looking at
I?;eme!vgs! in a Mirror, two senile old men are shown laughing
bizarrely. : Three days‘ later Picasso wrote Sabartes that *|
cannot I_t\re in peace a minute worrying about so many things,"
and he |mphe§ that he did not know why he was still there
and that he might be returning soon to Paris.>* On May 8, 9,
and 10, the theme of the Minotaur is reintroduced, and once
more, just as at the end of the 1933 series, meets the death of
a fighting bull in the arena. In the second of the series he has
thrust himself through with a sword—now broken—while a
blond woman resembling Marie-Thérése rides a rearing horse
and, as she had done in the Minotauromachy, turns her lance
away (Fig. 37). In the last version he lies dying, transfixed by
the lance (Fig. 38). The blond woman, although still bearing
traces of the gestures of Marie-Thérése, resembles her less and
less. She was in fact soon to disappear completely as a partner
of the Minotaur in his art. Although Picasso was later to paint
many mare portraits of her, they were always formal, posed
portraits in which she was completely clothed. The horse,
meanwhile, appears whole here, and soars upward in an
ecstatic dance as if to take wing. Four days later Picasso and
his family returned to Paris.

The Minotaur was to make a final appearance in a small
painting made a few days after the return to Paris when
Picasso was once more alone and back in his apartment. Later
it was used as a design for the curtain for the play, 74 fuillet.
It is wholly consistent with his personal imagery and style at
this time and hence can be taken as a personal document (Fig.
39). Like the preceding three scenes, it is symbolic rather than
narrative, and thus should be read in the spirit of the
Minotauromachy. 1t is a confrontation between Minotaur and
horse; both are represented by empty skins. The Minotaur's
body represented in harlequin costume recalls several early self-
portraits as a harlequin. 1t is carried by a hideous bird-headed
monster. In contrast, the horse’s pelt is worn by the bearded
sculptorlike figure who bears on his back the youthful hero
type. The sculptor holds in his right hand a rock which he is
preparing to hurl at the monster. The opposition between
repulsive and beautiful figures, and of beings suggestive of evil
and good, could hardly be more clearly defined. The Minotaur
is for the first time associated with evil. Six weeks after he
painted this image, Picasso returned alone to the Cote d'Azur
where Dora Maar was waiting for him, thus opening a new era
in his personal life. i

Although the Minotaur image itself does not appear in
Guernica, the conception of the bull-man or the man-bull
underlies all the studies and the final image of the bull. Two
studies of May 10—the last sketches before the painting was
laid out on the full-sized canvas—depict the bull with the head
of a man. Usually titled, inexplicably, Head of Bull (except on
the Museum of Modern Art's label), this one clearly bears the
sensitive human features of the classical hero type with only
slight bullish modifications (Fig. 40). The other study shows
the body of the bull with a clearly defined and realistic head
of a man. These are of course reversals of the Minotaur—who is
a bull-headed man -but they demonstrate the wide range of
possibilities lying between the polar concepts of man and
beast. Even the head of the bull in the final painting cannot be

for it has many hu

taken simply as the head of a bull,
characteristics, among them the upright posture of

39 May 28, 1936. ZVilI, 287
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40 Study Il. May 10, 1937. ZIX. 20.

and its hairless skin. Most human of all are the wide-open
staring eyes that are not unrelated to Picasso’s own images of
himself (Fig. 41). Thus the concept of the Minotaur, like the
bull and the horse, is in a constant state of metamorphosis in
both form and meaning. At one pole are the hero types, the
artist, king, and classical youth, and at the other is the beast
who dies a miserable death as the fighting bull in the arena.

Picasso’s images therefore have not one but many meanings,
most of them allusions to, or evocations of, ideas that may lie
on several different levels of meaning. They cannot adequately
be explained as simple allegories or symbols drawn from the
common culture as in traditional art. The process is more akin
to that of his own poetry which had absorbed him even more
than painting and drawing during the preceding two or three
years. It relies upon free association and the irrational
juxtaposition of unrelated elements similar to the methods of
his Surrealist poet friends. This attitude opened up to a far
greater degree than before the realm of the intimate personal
life as a source of emotion. Picasso has himself confirmed this.
Poetry is the most important thing in painting, he once told
Kahnweiler,”® and Penrose guotes him as saying, “You can
paint a picture in words just as you can paint sensations in a
paem.n?G

The First Studies of May 1

At the end of work on Saturday, May 1, after fj
sketches, the basic concept of Guernica,
appear, was essentially complete. The sixt
carefully composed, utilizing all the elements develo

j e
(Fig. 30). The proud posture of the bull Laweringpod\.:f F;r
horse, whose neck and head are ups iee

: tretched in
fallen wvictim, and the alarmed observer—all wemagzn:ér:he
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41 Left: Sel-Portrait. 1906, and Right: Guernica, 1937 (details of paintings). ZIi: 1, 8.
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almost unchanged from the first conception until the fina
painting. The little winged horse emerging from the wound in
the side of the dying horse is probably associated with the
only other little horse in his art—the baby horse in the body of
the dead mother of April 5, 1936 (Fig. 33)—carrying with it

associations of the painful rejection of Marie-Thérése, How hﬁ

ever, the proudly protective posture of the bull, and the &' the fin
slightly human characteristics of his head, in Study 2 of May|

(Fig. 42) and the secure position of the little horse, seem 1o e
place the bull in a virtuous, paternalistic role. o veek

The wound in the horse’s side, seemingly related in form 18
the wounds portrayed earlier as a result of the bull's goring:
persists throughout the studies. They recall Lorca’s belief tht
wounds and especially blood are essential elements in duendé
and hence are prerequisites to tragedy. For him pain intensifi6s
ehmonon With a sense of death, But the horse's wounds seemi®
baTIeh changing meanings. They are erotic in the series Of
d':l -horse encounters of 1917 (Fig. 18), repulsive in the
re':’ul':ll_ﬁ‘?welments of the summer of 1934 (Fig. 22
(Fi 4;3e Lo symbolic in the Dream and Lie of Tt

8- 43). This persistence of certain im ages as.a means for S8
E;:Presslop _of diverse meanings has been seen 1o b& ¥

grrra‘czer!stuc of Picasso’s art from the earliest drawings:

©s¢ Images, already a part of Picasso’s art, were aWe

Z’Ia‘i‘:e hock of the news of the bombing victims' sulfefil 2
changin‘Jlr ::rr“?d With them into the new painting multip*®
b sof sOctations on various levels of meaning. Th b

% Fied e?l!’eme suffering in his own life, the wounds’
tragedy g, € bull-horse episode in the bullfight,
fagedy. that ahad overwhelmed his countrymen. Th
'C_dccompanying associations flowing T
e A0S st fegit
on differen OF €Xceptional pictorial power, Theif
erent levels of meaning, while replete with
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42 Study I, May 1, 1937 (detail), ZIX, 2.

provides an emotional power commensurate with the power
and drama of the subject,

By the end of that first day's work Picasso had made five
studies in pencil and then turned to the last. It was the first
compositional study of the entire central group, complete with
bull, horse, observing woman in an upstairs window, and a
victim (Fig. 3). The figures are clearly realized, and they would
remain essentially unchanged six weeks later in the finished
painting. They are accurately drawn and carefully composed
on a wooden panel 25% inches wide which had been prepared
with a gesso ground. It was as if he were now ready to execute
the final painting of Guernica. As he had said to Zervos in
1932, “Basically a picture doesn't change, the first vision
remains almost intact.””

Picasso was to work on the painting for six weeks longer
and alter some of the images, but then usually restore them to
the original vision. But he had performed the astounding feat
of arriving at the clearly defined final image for Guernica at
the end of the same day that he began work.

Picasso's Method

The news of the bombing of Guernica had provided the
shock necessary to precipitate Picasso into action on his
long-delayed painting. Within 24 hours, and with an over-
poweringly dramatic theme provided by a real event, he now
accomplished what he had been unable to do for four
months—he began to work. All of the images in the initial
studies were already a part of Picasso’s art, and some of them,
like the bull and the horse, had appeared many times in the
very form they now took. They were, therefore, along with
their associated meanings, latent in his subconscious. This
response to shock is a perfect Surrealist situation, and is
especially pertinent when we recall that, for quite a few years,
Picasso’s closest friends were the Surrealist poets, and at this
time of personal suffering he had himself rejected painting and
turned to poetry in that vein.

Picasso has always insisted on the personal sources of his
art. | use things in my paintings as my passions tell me, he told
Zervos in 1935, and later told Penrose that we live our work.
Frangoise Gilot quotes him as saying that he painis his
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autobiography, but Kahnweiler puts it more directly as “his
subjects are his loves,”?® As has been shown in this article
images suggestive of the women in his life in 1937 appear from
the beginning. Both the faces and the emotions associated with
them provide much of the power of the painting. The only
image to persist unchanged from beginning to end is the
woman with a lamp who always resembles, but at one time
clearly bears the profile of, Marie-Thérése. And drawings of
Dora Maar weeping, made while the painting was in progress,
provided not only a model for the anguished victims of the
bombing but also launched a series of “postscripts” which
continued after the painting was completed. Further, what is
usually seen as the protective attitude of the bull over the
mother and child in the painting has a possible prototype in
the several paternalistic and obviously autebiographical Mino-
taurs of 1936,

Selecting from the complex ritual of the bullfight only the
incidental contest between the bull and horse, Picasso employs
these figures for wholly other ends. Juan Larrea writes that
Picasso told him before Guernica that the horse in his art
represents for him the most important women in his life,*”
and Frangoise Gilot quotes him as saying that her symbol is
the horse while his, the proudest of all, is the bull.*® The
horse receives more attention than any of the other figures.
Most of the variations have to do with explorations of
different attitudes of suffering, which is also true of Picasso’s
images of horses all the way back to his youth.

Although usually identified in the painting simply as a bull,
the face and especially the eyes of the figure of the bull are
actually more human than animal (Fig. 41). It has been seen in
the studies that this image shifted from one meaning to the
other, which is of course the basic meaning of the half
man/half beast creature, the Minotaur. He has the potentiality
of representing a serene and heroic personnage resembling
Picasso's artists, classical heroes, and kings, all of them
associated with the artist himself, but he has also the
potentiality to undergo a metamorphosis into his beastly self
and in that role to suffer the death of a beast in the bullring.

Lending meaning to this procedure is the method of
Surrealism, which from his poetry we know Picasso to have
understood and would be wrong, as
Barrio-Garay has demonstrated, to see Picasso’s method as

used. However, it
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wholly Surrealist. The poetic quality of his art, which was
greatly admired by the Surrealist poets, always had an
extraordinary capacity to transform personal emotion into
formal images.

The meanings of the images first evoked on May 1, all of
which had appeared earlier in his art, lay deep within Picasso’s
personal experience. They also drew upon a kind of personal
symbolism which long ago had found an effective medium in
the ritual conflict of bull and horse. The shock and outrage
over the bombing terror were reinforced by the accumulated
emotions of conflict carried over in images suggestive of his
personal life, and all were transformed and intensified in a
final image. Picasso never attempted 1o represent the event nor
to allegorize or symbolize it but, rather, on multilevels of
meaning and emotion in human as well as artistic terms 1o
create a powerful painting that would stand for it, "

This article represents an extended version of a paper presented at the
meeting of the College Art Association, January. 1973, New York (1 I8 now
being developed to include all the studies and additional doc:
terial for presentation as a book.

lllustrations are of prints. drawings. or watercolors
noted.

umentary ma-
unless otherwise

G. = Bernhard Geisar, Picasso. peintre-graveur, 2 vols, Val
1931), 1933: Vol Il (1932-1933). 1968: Berne, Kornfeld
stein

B. = Georges Bloch, Catalogue de [oeuvre gravé et lithographis, 904
1967. Beine, Kornfeld and Klipstain, 1968 S

Z « Christian Zervos, Pablo Picasso' oeuwre
d'Art, 1932- . 25 vols. to date including

I 11899-
and Klip-

catalogue, Paris, ¢
works until 1967 il
Since differing titles are often applied to 1
of them much later by the authors of books,
never titles his works, they will be cited her
time the work was produced and in a con
however, only dates will be cited
' For & more recent image see the ilustration
d'appui. early June 1936 B, 295

he same graphic works, many
and since Picasso himself almost
& only when they originate at the
text close to the artist Generally,

for Paul Eluard's poem Barre

114

(Photo Courtesy Museum of Modern Art)

*Sabartes describes how Picasso regularly read the daily newspapers. (¢
Figaro, Excelsior. and Le Journal (Jaime Sabartes, Picasso- An Intimate Por-
trait. New York, Prentice-Hall. 1948. p. 107). Of these Le Figaro gave the
best coverage to world news, but. because of its conservative policies and
tendency to favor the Franco government, quickly dropped the controversy
over Guernica. Excelsior was a pi newspaper with no particular pos-
tion on the Spanish Civil War, and Le Journal, which carried the best e
views of art exhibiti P only news from Spain It would
have been almost impossible for Picasso not to have read L Humanitk
His best friends wrote regularly for it. and it carried by far the most exter
sive news from Spain. For more than a month after the event it thoroughly
covered in its pages the heated propaganda battle over the responsbiiy
for the destruction of Guernica, and it printed photographs of the ruins 30
of victims and refugess
*Vicente Talon, Arde Guernica, Madrid. San Martin, 1970, pp. 141-142
‘Undefended cities had been bombed before. General Mola's offense
8gainst Bilbao had opened on March 31 with the bombing of Durango, M&
south of Guernica, where a church was hit during a mass. But due 1
strife between the various military factions supporting Franco, the offenss®
had slowed down, much 1o the displeasure of General Faupel, Hitler's #®
sentative to Franco's government. At the time of the bombing of Guen<
the Nationalists had renewed their drive toward Bilbao, and recent
studies of the history of the war suggest that the severity of this attick wa§
part of the campaign to terrorize Bilbao and force its surrender Wil
::““““' of bombing its war industries. However, even with the aid of 1%
mbings, it took the Nationalists another seven weeks 1o e
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1"
“Fotliﬁudvhl'ﬂw 51 Dfnl“ﬂv' ges in recent works, see Beryl
“Some Asp Early Autobi ical Imagery in Pic
s«maﬂ"‘mm LIV. 4, Dec. 1972, pn.616-533. =
" from a lecture “Theory and Function of the D, fe” delf in B
Aires and H: Translated and repn inJ. L Gili, Lorca, Harmonds-
worth. Penguin, 1960, pp. 127-139.
"gefore 1927 horses were unprotected and several usually met their
death in a single bullfight After a national law required that they be pro-
mmuﬁpldmdum:mo.aﬂhwwbwsmbmmnu
Aficionados, including Picasso, resented the padded coat on the grounds
that it frustrated the bull’s natural instincts and hence diminished his will 10
ﬁumlmﬁOoUmnnmamu.m&anminm
the Afte New York. Scribner, 1932,
*in a perceptive study of Picasso's poems of November 6-December 24,
1935, José Bamo-Garay in a paper, An Inquiry Into Picasso’s Poetic Im-
agery, read at the meeting of the C-AA on January 1973, provides by an
analysis of the imagery of the poems | g and imp el that
ﬁll horse is closely associated with the state ol' affairs with the woman in
his life. Marie-Thérése Walter. Since some first-hand witnesses, including
Larrea and Frangoise Gilot. quote Picasso to the effect that hbhmulreln-
deed associated with women in his life at the time. we may

ages in his art from 1933 10 1936 (as discussed abave), and since it also

closely parallels events in his personal life (indeed. Barrio-Garay sees in it

the deterioration of his love for Marie-Thérése) we con consider very seri-

ously Picasso’s own insistence that for him poetry and painting were the

same (see footnotes 25 and 26).

0 Crucifixion, Feb, 7. 1930 (ZVII, 287). This painting, 20" x 26", is almost

exactly the same size as the first composition, Study VI of May 1. 1837,

21%" x25%"

*! Sabartes. Picasso, p. 124,

ybid. p. 128.

** Panrose, Picasso. Mis L#e and Work. p. 258.

™ Sabartes. Picasso, pp. 128-129.

™ Danisl-Henry Kahnweiler, Gespréche mit Picasso. Jahresring 59-60.

Stuttgart, Deutsche Verlag. 1959, pp 85-98.

™ Panrose. Picasso. His Life and Work. pp 366-367. Barrio-Garay, An In-

quiry. concludes that the poems are automatic writing in the same sense as

those of Eluard and Aragon. He writes that they are composed of images

"dmld of discursive reasoning of clear propositions as if thought were
prured in all its sp diacy.” This is precisely the process we

have observed in Pmm‘s quick sketches of May 1 where images from sev-

aral levels of consciousness and different areas of experience appear juxta-

posed

7 Christian Zervos, Cahiers d'Art (Paris), X, no. 10, 1935, p. 173.

* panial-Henry Kahnweiler. “Le sujet chez Picasso.” Verve, Nos. 25-26,
19561, p. 1.

** Juan Larrea, Guernica. New York, Valentin. 1947, p. 33,

study images of horses in his art in terms of his corresponding personal Iifa

The jaca or young female horse appears several times in & group of un-
titled poems. In one. she is first seen as a nude lion masquerading as a bull-
fighter, then as an erotic object given to “nights of carnal love.” then with her
long blond hair confined behind an iron door. hiding her shame under a table-
cloth.

In the second version of the same poem, kisses turn evil and sour like
lemons and are bestowed upon a “chinch bug of the sun.” Although the jaca
gets the painter out of trouble she is the target of obscene insults. and then
reduced to the miserable state of the wounded horse in the bullfight “making
the round of the ring bleeding and dragging its guts.”

The poetic imagery—so very graphic—is remarkably paraliel to the im-

WINTER 1973/74

" F ise Gilot and Carlton Lake, Life with Picasso. New York. McGraw-
Hill, 1964, p. 362

"1 seems y to that the mathod utilized here yields
meanings quite different from those conventionally argued. eg. that the
horse represents Franco and the bull the Spanish people (or vice-versal, as
well as allegories of Truth in the blond woman with a lamp. or Pegasus. or a
Grecoesque ascension of the soul of the horse, or the favorable augury for
the Spanish Reput in the h hoe on the d foot (which also
had appeared earlier several times in differant contexts), etc.

Herschel B, Chipp, the author of Theories of Modern Art, is professor
of art history at the University of California, Berkeley.
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s ici toutes nos reconnaissances @ Monsieur Pablo Picasso
. ‘Brai ulu nous donner son accord pour cette exposition,
diem Daniel Seidenberg, Daniel-Henry Kahnweiler, Mayrice Jardot,
ainsi qu'a thimr Alfred Barr, Directeur du Musée d'Art Moderne de New York
Ile mller du méme Musée,
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Hammarby Tryckeri

Stockhalm 1956




FORORD

Medan arbetet péa den inre
omgestaliningen av byggnaden
for det blivande museet fér mo-
dern konst pagér, och innan den-
na omgestaltning tillndrmelsevis
hunnit halvvégs, har vi, vtan att
pé nagot st vilia gé héndelser-
na i férvdg, med en uppsatligt
improviserad utstéllning velat ta-
ga vara pé ett enastdende fill-
falle som bjudits oss att i Stock-
holm visa vér tids méhdnda mest
omskrivna mélning, Picasso's "Gu-
ernica”. Meningarna kan vara
delade rérande det geniala feno-
menet Picasso och hans konst,
men ingen kan forneka det oer-
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en i Paris 1937, och blev redan
vid sitt forsta framvisande en stor
sensation. Det var Picassos pro-
test mot det bestialiska inbordes-
kriget. Sjdlv spanjor var han djupt

gagerad i det sp folkets

kamp och upplevde staden Gu-
ernicas forintelse som en av

s L ahat

g stora traged
Det har sagts, att Delacroix’ mal-
ning av blodbadet pa Chios d@r
kiind av flera ménniskor @n det
krig som malningen hénsyftade
pé. Kanske skall en géng Picasso's
"Guernica” utgora den mest ekla-
tanta péminnelsen om den ftra-
giska héndelse, som for tva de-
i dan viickte miinsklig-

hérda inflytande, som d

hetens indignation och medkénsla.

konstndr under det st for-
flutna halvseklet haft p& den mo-
derna konstens inrikining och ui-
veckling, Under denna fid har
Picasso varit varldens mest om-
talade och diskuterade konstndr.
Hon har mer &n nagon annan
varit med om alt springa den
vedertagna smakens grénser och
skapat helt nya férulsattningar
for den estetiska formuleringen,
som ofta chockerat men samftidigt
visat, att bildkonsten Gger obe-
gransad frihef. Mélningen "Gu-
ernica” utférdes till den spanska
paviliongen pé vérldsutstélining-

For alt ge eft stod &b vart min-
ne och en bakgrund fill Guer-
nica-uistillningen har vi for pre-
sentationen av densamma hop-
bragt négra farstasidor i vark
pressen, négra tidningsrubriker,
négra for lingesedan glomda in-
dignationsutbroft, vél medveina
om aft det inte &r friga om poli-
tisk propaganda utan ett renl
moraliskt och manskligt stand-
punkistagande. Och detta fid-
ningsmaterial till utstéllningens
introduktion har vi gjort sé neu-
tralt slitkammat och vilfriserat

e

B s

som vi formatt, ty i verkligheten
talor Guernica-méalningen  sitt
skriickfyllda sprak tydligare @n
négra som helst andra kommen-
tarer.

Var dnskan dr att ge den sven-
ska konstintresserade allménhe-
ten mojlighet att Gnnu en géng
konfronteras med verket "Guer-
nica”, ty nira tjugo ar har for-
flutit sedan dess tillkomst och
aderton ar sedan malningen — hor

. isiﬂ-“' |

Museum of Modern Art i New
York, dar det hér hemma.

Utstéllningen, som anordnas i
samverkan med Féreningen Mo-
derna Museets Vénner och kom-
mer att paga under fiden den 19
oktober—den 2 december, om-
fattar i allt 63 nr, skisser och fér-
arbeten till denna var tids storsta
och mest betydande propoganda.-
affisch mot krigets meningsloshet
och grymma barbari.

G fillmotesgéende frén

och hdpna! — vi
utan att bli fillrGckligt uppmark-
sammad. Den vistalldes da genom
g t skandinaviskt initiativ
pa Liljevalchs Konsthall i Fére-
ningen fér Nutida Konsts regi,
(sedan 1953 Moderna Museets
Viénner). Det &r fogo sannolikt,

aft Guernica under de ndrmaste

| I att |}

aterses i Europa, ty efter utstdll-
ningens slut atergér materialet till

Picasso och Museum of Modern
Art i New York har utstdllningen,
som fidigare besckt Palais des
Beaux-Arts i Bryssel och Stedelijk
Museum i Amsterdam, nu kom-
mit till Stockholm, och jag vill hér
ge uttryck &t var tacksamhet hér-
for, en tacksamhet som Gven rik-
tar sig till Monsieur Kahnweiler i
Paris, utan vilkens vdlvilliga bi-
stand utstdliningen skulle gatt oss
forbi.

Otte Skold
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NATIONALMUSEI UTSTALLNINGSKATALOG NR 237
MODERNA MUSEETS UTSTALLNINGSKATALOG NR 1

NATIONALMUSEUM'S EXHIBITION CATALOGUE NO. 237
MODERNA MUSEET'S EXHIBITION CATALOGUE NO. 1

UTSTALLNING | MODERNA MUSEET
STOCKHOLM OKT.—NOV. 1956

EXHIBITION IN THE MODERNA MUSEET
STOCKHOLM OCT.—NOV. 1956

UTSTALLNINGENS KOMMISSARIE OCH KATALOGREDAKTOR
B. WENNBERG

DIRECTOR OF THE EXHIBITION AND EDITOR OF THE CATALOGUE
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VECKOTIDNING
fér frihetlig politik

ekonomi och kulinr

NE16 . ARGANG a8 2230 APRIL 1969 L LIPPLAGA A=t ¥

\ l Med sikte pa mdanen '

Nir gar ménniskans
fird ut i viirldsrymden?

Far vi nigonsin uppleva an miinniskan kan ta spranget ut | rvmiden och viillhehallen
siitta sin fou pa andra plancter? Ja, svarar tysken Wernher von Braun, mannen soim
leder de amerikanska raketexperimenten, Inom etl par artionden skall manniskan konns

besegra wvstinden mellan planeterna. Firsta ste blir att bygga rymdstationer fhe fast

besiilining, som svarar fir observationer, herikningar och rakethyzzen. Om dessa rvmib

stationer, hur de skall byggas och brukas, berittar fil lic Karin Schulte. Sidan &

—
AMSA och forsvarsexpert diskuterar svensk a-bomb

Siden T

Picasso veh hans mileri har blivit foremal for en doktorsavhandling av il lie Jan Ronn-
qvist, Den omiatiar Pleassos konst [rin ar 1900 4l 1937, det ir som Picasso skapade

wernica™. Guerniea var en haskisk stmd som sinderhombades

sitt friimsta konsiverk,
e 22 ar sedan. Picassos milning bar inte {drlorat nigot av sitt symbaoliska viiede, skriver

i veekans nummer Erpesto Dethorey, Bilden nedan visar Picasso § hans stelje.  Sidan §

__4/‘"\".
fa®
100 mitjoner per dag betalar do svenska husnidearna Gr varor och 1jinsier. Vi 6°
wllind § ity grad i y och i f fden kommer «i ait bli det § Gin stérre
Den & phlysning som viigleder os vitl inkispen i av atort virdey
s dew B ofta fiirglie och enahands, siger 11 lie Brite Akerman § oo ryvoikonaten
b?i am kausuneniiragor. sidan #

§lisning - Interviu med Ivar Lo-Johansson

f
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D‘m InbSrdeakrigets ut-

‘och dilr fil lic Jan R i

Thennn arlikel fir il aproph 11 den disputation som deg 11 april idgde rum | Tppsals

5 sin el -

fiirs

dling om pjcasso (Minotaiiros — En studie

§ fochallandet mellan ikonogeafi och form | Pieassos konsy 19p0—1937). En doktorsavhand-

ling em Picasso hise Inte till vardagen och masie anses som nig av cn sensation inte bara for
Sverige wian Sven for vickden. Jan Bunngvists avhondling omfattag pjcassos koust fran 1900 till 1937,

Ar 1837 betyder | Picassos konst forst och friimst ‘Guernieal penna uppsats kan kven tjina

av G

sedan illgirningen mg

Av ERNESTO DETHOREY

Picassos partitagande har, om

“Francos drémmar och 1&g
ner” av en p ik

[orstorelse, eltersom do¢ den 26 april fr tjugolva ir

paskernas helign stad begicks.

Picasso och Guernica

rien dittills kint. Kyrkor oth him

dot nhgon ging 1 i
‘hana konat, alitid varit allmin-
giltigt. Om Picassos kommunizm
skulle man Junna skriva en hel

i facaimil av Picaaso med an-
knytning 1l gravyrerna och det
hela utformades till en politisk

rilgot intresse Ui} Svers fir po- v har hana ft mot Franco och
Mk Men 1936 tog han Sppet Fredsduva mdopterats som em- hans framfart, en bitandes satic
1 uppriktigy partl fir den lag-  hlem av den och ett firlSfligands av dikis-
a. e Soeh ‘Toris Dt Ar Fte otrelgt wit e
Som helaal Yar han inte ensam  han B b I { - L

3 detia stEllnipgetagande. Det-
samen glords de flesta radikals
eller viinsterminmade konstnirer
och inteflektuella | viiriden, Och

men hans porirfiit av Stalin
viickte (ndignation bland de riitt-
trogna och fOrkastades av pare
tiel. Do Picasso-tavier sam finne

han som var — och e
Ay — den moderna konstens
frimata gestalt, mélaren wom
1 billat Tepresemterar och plas-
tiskt tolkar vir tide anda. blev,

den
konatnliren 1 kampen mot Fran-
o och den spanska varianten av
fascimmen.

Denna varlant var en kland-
ntl[uq-mpmmuh itali-
| ehai fasclam och fick hiklp av
dessa Hnda fram till segern dver
e demokratiska republiken o
tjuge kr sedun. Nir republicen
ttades | Spanien den 4

milithrerns,
kan, storfinanscn och de stors
’ — vilka var man-
mrkister och lingtade efter en
Merghng il tiden fire 1031,

| mow ir inte
men de Kr det diremat § Spanien,
Lex. | Barcelona,

1*The Private World av Pablo
Picasn™ siger David Dougine
Duncan: “Striingt bunden av
konstlagar av epim uppfinning...
dock fhrkiimpe f6r andras tan-
kafrihot § skapandet:’ trosnde |
kommunismens  flosof] ... men
AndA generts bldragagivare till
katolaka kyrkan: intensivi in-
tremsernd av do sisia nyheter-
ma... men levande nilstan helt
fsodernd frin virlden omkring
honom, dr mannen en av histori-
o Tt lia person-

tinkt pd de tillfillliga publikatio-
ner som han | sin ungdom torde
ha st | Barcelons, Haa hlad
wned en aecie bilder med dithir-
ande text, som ph L

ch elden tog vid, och
snart yar Guernica ett vildigt
bAL Omkring tvilusen miinni-
skor blev affer for \Wghmingen
mut Guernica,

el brutals fOestOrandet av
gen fridfulls lifa basiciska sta-
Ao pllclcts ator beatBrtning Sver.
pile Nagor fasansfulit, 3
fieut inte anat hade hiint, och
Cuernica-bornas shiin av fasa
viickts en genklang av smiirl-

kallas “sugues de rodolina™ och
ph leastiljanska “aleluyas”, eft
slags skillingtryck. Av var och
en av de aderton bilderna trycks
tes acdan kort wom shldes Ul
formAn fir den spanska repubils
kanska Tegeringen.

Men Picassos viktigasie mand.
festation ay sitt politiska engs-
gemang blev "Guernica™,

Den 28 april 1037 publicernds
viiridspressen nyheten alt Guers
nics, baskernas helign siad, des
20 hade forintats av tyaka bombs
plan | Francos tjinst, Guernica

Hgheter. . " Enligy Dunean sig-
nerndn Picasso tillsammans med
nAgra franska forfatiare, skide-
mpelare och konsindrer proleston
mot den movjetiska arméns un-
derkuvande av den ungerska re-
valutionen . Fil spanjorer kan nd-
gonsln  ha varit mera typlakt
wpansicn Bn Picasso, siger ock-
sh Dunean | ovannlmnda bok
och rader upp sdgra Ay dessa
typialea drag, bl a. “hana virids-
Erinvarande stiliningstagands |
vissn wplrsmil, dir han tagit
partl f6r vaniottade, blott fOr uit
oo vildjnt (] kinslorna

-
bau et fOrsta grafishs bevisel
P& Ficassow politiska engage-
smang fAr man betrakla hane
*Suehp y mentira de Franco”
{Francos drimmar och Mgner |,
wvd stara ptitar varg fdit &r de-
Iade | iy Dlider varders, Do fOr-
wia fjorios gravyrerna Ar dute-
waids B0 Janusrl 1007, ech de

i Inget &
och niigra skyddarum fanne ints,

ok ¥ . Hpan-
Joren Picasso torde ha kilng milt
detta sam an elekiris st ge-
nom sin Kropp. Att forbll passiv
och Ukgitlg infOr detta ochyggll-
£a brott var omijligt. Han tor-
de ha hort § sitl lnre dessa
akrin av fasa, sett dessa miin,
kvinnor och barn fly | vild panik
At alla hill. .. Och han som till
dess  fnnu inte fhiy hlart fiic
nig Amnet Ul den viggmil-
ning som han hade fALL § upp-
drag att utfdrn f8r den span-
mka paviljongen, birjade febrilt
den fGrata maj. tre dagar efter
nyheten om forintandet sv Guer.
mica, de firsta stodierna 8¢ sin
P nAgon

men staden blev pl Fran.
oo och Hitler-Tynkland valde fop
det totals krigets flirsta fUrsik,
Alltsk inte kriget mellan fimt.
liga stridakrafter ulan mot en
obevipnad och firsvarsife clvil
befolkning,

Dot war en mkndag, marknndy.
dag | Guerniea. Vid halviemtiden
ph eftermiddagen var dat fortfy.
rande mycket folk ph gwtorna, =
Fomt filides ndgra bomber pg
den Jilla fhrnvigestationes. Fem.
ton minuler senars kom nigry
Junker 32. 5A snart de betann Mg
Gver Guernica birjade de kasty
win farintande last, medan deray
cakort av jJakiplan beakft be.
folkningen som | panik flydde |
Ul utkanterna av ataden, dir dy
trodde sig kunno finne bltiee
skyde &n | o pamis
na. Hus (I0g | Juften eller pugy,
de ocl begrov alla som tagit
skyda | dem. eldevhdor uppetog

minad var arbetet alutfiet,
Meassos “Ouernica™ beakrives
av Alfred H. Barr, Jr., direktd-
ren for New Yorks Museum of
Modern Art, ph {Gljande shtt:
“Picasso har fcke givit nigon

Cplirmare forkiaring om ‘Guoernl-

T korthet ser man: till ha-
en kvinma som med upp-
strickta armar fallor frin ett

'

| prinpande hus, e annan sam ro-

gar mot tavians mitt; tin vilnster

| en mor med ett d0LL barn och pi

sharken fragment av en krigare,
on hond Eripande ett brutet
awilrd. Ph duiens mite fGrekom-
mer en doende hilst, atucken av
- pvanifrin shmgad lans: n
sthr en Lite soin trium-
tverskhdar scenen. Ovan

un hger om mittpartiet lutar
an figur frin oty finster och
uhller en ampa, wEn Waslar oft
gt Lok dver blodhadet.

(1830}, wcn framfy tmad “Mi-

notauromaguia” (1933). Om den-
na, Pleaseos viktigeate gravyr
ol Wnake dan Wdigaste etaning
sam verbivmdtaget  skapats §
viriden, har Artur Lundioelst
sAgt ail “dem ter WE e det
Arfimiks firebudes och den fall-
alAndigs aniltesen (il Gusimies-
miltingen tvi Ar sen

1 on atudie om Fioasso sfger
Jean Cassou, Sverintendent vid
Musée d*Art Modéerne, Paria. och
) ¥or

oy
hnny sevie nv voderingar "Desss
trew de in guerra” (Krigete olye-
kot ) Infile “Guernios” dear man

. Deus bEgge Aukar fire-
trilder tvl tidsakeden ool Bven
tvl atilar. Tvk willar inom mi-
larkonsten och | vies man sves
tvlinne inkrikisres stilar alier
frmmtar.

E" “Ourrnica™ — kam-

alt aluta denma studie miste v
betrikta den mest intima och
traglakn av Plonsacs motslgel-
per, den gonom vilken han visst
sig som en man av sin td, en
man av witt hlod, rdrd 101 botlen
av  min sl av verkligheten
plotaliga framtirfidande. Och vil-
ken verklighet! DA inbiirdeskiri-
get uthrdt | Spanien, var det
ieka Wngre vare aig Ingoe llor
negerkonsten eller antiken som
insplreradn henom, inte heller
nigon av de stilar vilka bildar
stilarnns historia och gramima-
tk. Goyas sijlirna Uppenbarade
aig | hans fde. Men huns komst
tog Ingen lirdom frin Goyas
Berfiringspunkten  uppenbnrade
sig ph annat siitt, frin sjil
AL Den chock som bane lands
olycker frambragte | Goya
fann witt eko hos Picassa db han
pliealige  konfro imed
snmma "denastres de la guersa

ternides

o
b]\:lrllrr'l traged! rychte Plcanso
ur hane dvala eller fOrtrolining
Och ajlivilart uppenbarar sig 04
Ater | hans konst $jurfRktnings-
motiven: histarma, den symbolis
ska Vjuren, den Therinka tjuren,
Uuren-totem. Tluren och hiaten
Ar tvh av den Iberisks tragedine
onkiljaktlign element. Den tredje
iy miinniskan. DA uppstdr “Fran-
con drEmmar och Wgne" och
framfirmllt “Cuernica”. "Guar-
nica” ir nigonting Svervilldigan-
de. Den Ar ett akrl som givits

ake Plowasos frimata sikapelse —
inte  Beskriver ndgon bestimd
geografisk plats utan hara tar
desn namn, och det anekdotiaka
inte ens witymtar diirl, samt den
hintoriasks eplsad den symbolise
rar mor och mer blir avligren
aliteflermom tidm gir — de

Jerma | milningen fOrvandias oier
och mer il symbaler med alit
mindre anknytning il den verd-
lghet de en ging representers-
e

de™ — Hilir "G win helhey
alt belrakia mer och mer som
on symbaol | sig sjilv. En symbol
fhir hrigets fasor

Efterdt har naturligtvis den
vidrign hisloriska eplsod som
“Ouernioa”  symboliserar  vida
SvertrBffats nv dnnn vidrigare
och firskrickligare hindelser dn
de som utspelades | den 1ln bis-
kinka staden, Men “Guernica®™
har inte fSriomt nigot av sitt
symbolisks vilirde, utan snaTaTe
har detin Gknt och blivie alltower
altmiingiitigt, “Guernica® wpp-
fattas sdledes miindre och mind-
e som en beals o wwv en full-
bordad tragedi och maer och mer
son en variieg [0 kono fasans-
fullave och canade illghmingar
sam skulle kunna begha | virl-
den. PA sk slitt har den lila sts-
den Guernica genom  Picasson
Honst fdrvandlats till symbol fir
eviirderlign tider,

® Exit Hornblower

Plnstisk men dock
Sr rullstindige borbart, InfSr
“Guerniem™ hir man smArtans,
I Lirb e
detta var tids tecken fiivet
av  vAldsgilrningar, asti-kulty-
rens brutala och omEnaki
makl, Allt | mAlningen sleriar,
fiven de statinkn olementen; Kven
skuggornas svirta Ur sem et
hhrresands JEmmerrop, ANt skrie
ar. Do hillisa Ogonen akria;

iy genn

Horatio
tar avakod av sina svenskas Jiss
re mad
dien™ .
wvakod hords inte wars WAL mad
tanke allt nbje man med tos
fattaren O 8, Foresters

sem en gnillig,
termmiral, som t;:l rign ph alit

fir ap vilket

plastisks gtr skrien Bnnu skar-
pare,

Cansou rlmner Goyn | debis

e an

homom utan saknad. 'IEI‘}‘P:WI-
ghr helire Ull de tidigare Hora-
blower-bickerna, frisks | smak-
en som en stormby ph Atlanten.
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| Nu iir den uthommen
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| Socialist « Anarkist « Federalist
av Bl lie
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Oumldiclig fir alla som il Hia kinna Trothon
- om av de sibrsta politiska thnkarns genom tiderna

deln, Kan Gven

Finns i

genom insindandet v nedanstiende Kupong.

frin firlaget

1 et Over ally detta sliimer da-

Mir och var. MAn. kvinnar ooy
mm”Muuum
bR och d¢ som inte

fymande fga nied nattens
::wu gOdiampa ot Pl

¥l halt ovkiad | evart
vidare om “Guerni.
1t dut fr intressant ot jhm
“Francos drémmar
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