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Frontispiece: G sesone 4 Mmnon. Paris, March 14, 1932 (dated on back). Oil,

6334 x 51} inches. The Museum of Modern Art, New York, gift of Mrs. Simon
Guggenheim. See page 176,
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for my wife
Margaret Scolari-Fitzmaurice

advisor and invaluable assistant in the Picasso

campaigns of 1931, 1932, 1936, 1939,

’

.

Preface and Acknowledgment

In 1939 the Museum of Modern Art organized, in col-
laboration with the Art Institute of Chicago, the com-
prehensive exhibition Picasso: Forty Years of his Art.
The catalog of that exhibition has been the point of
departure for the present book which includes a new
and greatly amplified text, some 110 new plates, en-
larged lists and appendices and, moreover, surveys both
the earliest and latest periods of Picasso’s art thershy
adding a decade to the forty years represented in the
1939 publication.

The writer is indebted to so many scholars, artists,
art dealers, coll 5y | grapl publishers, col-
leagues and friends who have helped make this book

that by oversight some names may be omitted from the

list of those he wishes to thank.

Everyone who writes at any length about Picasso
must be grateful to M. Christian Zervos, the zealous
publisher of Cahiers d’Art and the great Catalogue of
Picasso’s works, two more volumes of which were pro-
duced during the war despite many difficulties. The
writer is also obliged to M. Heary Kahnweiler whose
scrupulous records and sense of history put students of
Picasso greatly in his debt.

Mr. and Mrs. Joan Junyer have been most kind in
translating and forwarding a questionnaire to a friend
of Picassa’s youth, Sr. Carles_Junyer, who has taken
great pains to reply in detail. In securing information
from Picasso, his friend and secretary M. Jaime Sa-
bartés, M. Georges Hugnet, M. Paul Rosenberg, Mme
Jeanne Bucher and especially Lt. Commander James 5.
Plaut_have all been helpful. Picasso himself has left
many questions unanswered.,

Ferren, Mr. Henry Sayles Francis, Miss Philippa Gerry,
Mr. Xavier Gonzales, Mr. Jean Goriany, Mr. John
Groth, Miss Peggy Guggenbeim, Mr. Jorge Guillen,
Prof. Edith F. Helman, Miss Elise Van Hook, Mr.
Sidney Janis, Miss Una E. Johnson, Mr. T. Cateshy
Jones, Mr. Edgar Kaufi Jr., Mr. Georges Keller,
Mr. Lincoln Kirstein, Sr. Juan Larrea, Miss Janice
Loeb, M. Pierre Loeb, Prof. José Lopez-Rey, Mr.
Wright Ladington, Mlle Dora Maar, Mr., Panl Magriel,
Mrs. Marjorie ). Mathias, Mr. Pierre Matisse, Miss
Agnes Mongan, Mre. Barbara Morgan, Miss Hannah B.
Muller, Prof. Dorothy Nicole Nepper. Mrs. Nancy
Newhall, Mrs. W. W. Norton, Mr, Klaus G. Perls, Mr.
Daniel Catton Rich, Miss Gigi Richter, Mr. Andrew C.
Ritchie, Mr. Carl 0. Schniewind, Mr. and Mrs, Jerome
Seckler, Mr. José Luis Sert, M. Henri Seyrig, Miss
Virginia Shull, Mrs. Dorothy Simmons, Mrs. George
Palen Snow, Mr. and Mrs, J. K. Thannhaoser, Mr.
Virgil Thomson, Mr. Cort Valentin, Mr. Carl Zigrosser.

Most of the photographs of works of art are by Soichi
Supami and Mare Vaux; some are used by courtesy of

the Galerie Simon (now Galarie Louise Léiris), Galdrie

Picrre, Paul Rosenberg Gallery, Cahiers d'Art, Life,
Minotaure, Time, Vogue, and others, to whom credit is
given beneath the reproduction.

For their critical reading of the text and many vala-
able suggestions, the author thanks Mr., James Johnson
Sweeney, Mr. James Thrall Soby and Miss Margaret
Miller; for reading proof, Miss Dorothy C. Miller, Mrs.
Faith Rugo, Miss Margaret Scolari and, for designing
the typography of the cover and introductory pages,
Mr., Carlus Dyer. Mr, William S. Licberman has given

ble help in , eriticism and many other

The following have most kindly provided inf
and photographs: Miss Harriet Dyer Adams, Mr.
Philip R. Adams, Mr. George Amberg, Dr. Albert C.
Barnes, M. André Breton, Mrs. Meric Callery, Mr.
Robert Capa, M. Louis Carré, Mrs. Mimi Catlin, Mr.
Walter P. Chrysler, Jr., Mr. Philip W. Claflin. Mr.
Henry Clifford, Mr. Frank Crowninshield, Prof. Frede-
rick B. Deknatel, Mme Gladys Delmas, Mr. John

ways. The book has been seen through the press in the
face of difficult wartime and reconversion conditions by
Miss Frances Pernas under the general supervision of
Mr. Monroe Wheeler,

Thanks are also offered to the owners, private and
publie, for the privilege of reproducing works of art in
their possession.




horror and rage, not against the Germans, not

st fascism, but, as he said,

specifically a
against "brutality and darkness.” Guerniea was
damned and praised as propaganda. We see
now that it was not so much pm;ragamkl as
prophecy.

Like all great prophecy the language of
Guernica was allegorical. Those who ask Picasso
to “humanize™ his art, to speak simply and
clearly the language of everyman, ask too little.
Posters and newspaper cartoons, not Guerniea,

would answer their purpose more effectively. If
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Picasso. Drawing by Ramén Casas
published in Pél & Ploma, Barcelona,
1901 (bibl. 478

they feel compelled to ask anything of Picasso
it should be not elarity but once again the tragic
courage of the prophet.

Now when humanity may be forging its own
doom on a scale which dwarfs the puny bombs
of Guernica, Picasso might be moved to paint
an apocalypse. If not, if thiz should be too
much, and he should continue to paint jugs and
candles, landscapes and figures, we would still
have excellent works of art to admire and the
integrity of a great artist—and a great indi-
vidual—to respect.

= layout or the

ucnee,

IN THE CAPTIONS:
0il paintings are on canvas unless otherwise noted.
Height precedes width in giving dimensions.

“{dated)* following a date means that the date appears on the front or back of the

picture.
When two dates are given, the first is preferred by the author,

G. refers to the catalogue raisonna of Picasso’s prints by Bernhard Geiser (bibl.
179).

K. following a date means that the date has been given or confirmed by D. H,
Kahnweiler.

P, following a date means that it has been confirmed by Picasso.

7. refers to Pablo Picasse by Christian Zervos, Vols. Land 11, cataloging work
from 1895 to 1917 (bibl. 524).

13
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PICASSO: Fifty Years of his Art

Key

The text and illustrations are arranged chronologically exeept where layout or the

nature of the illustrations requires minor departures from strict sequence.

Nates to the text begin on page 251,

“hibl." refers to the numbered bibliography. page 286.

IN THE CAPTIONS:

0il paintings are on canvas unless otherwise noted.

Height precedes width in giving dimensions.

stdated)? following a date means that the dute appears on the front or back of the

picture.
When two dates are given, the fiest is preferred by the author.

G.

refers to the catalogue raisonné of Picasso’s prints by Bernhard Geiser (bibl.
179).

following a date means that the date has been given or confirmed hy D. H.
Kahnweiler.

following a date means that it has been confirmed by Picasso,

refers to Pablo Picasso by Christian Zervos, Vols, Land 11, cataloging work
from 1895 to 1917 (bibl. 524).
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disustrous Spanish- American War, 1

: arcelona in the lute
s was culturally the mas Jrogressie

. e city in Spain, The
ancient capital of Catalonia and g greas m
artists and intellectuals wore

Jrom England, Seandinavia, Germany, faly d,
: g ¥y and,
all, from Paris,* Noturalism an

satirical and humanitarian,

odern seuport, its
GPeR Lo contem porary currenis
aboye
o symbolism, realism, both
» Wmpressionism, fin de

; : : sigeln
u{hmn.\m_ philasophica anarchism g Catalan %
alism, all had their Supporters amaong the e
weriters who met gng argued and learped fr
16

-

Painters gp,
”
dy 2
M each ather s s

| fartan, He is also said to have tried his hand a8

i % inting
| during a visit 10 Mgigrea. Some essays in Jredt et
)
t ;‘ oV b “{ ll.'/L/
» s Jupr Y
Y s M
- 5 o)
| - ]
AN p '_(:I"
=== ;-upff""'
{ Lo

Collection: Series.Folder:
The Museum of Modern Art Archives, NY AHB X.G.10

> ('!

¢ ,. -

: . VTl P Pf}.‘ <t

7 2K cade | 2 < e b

at the center of Barcelona’s artistic life, the 3 AT V) . ner CLr Tt re
Gats (Four Cats). cufi Q‘"h 7 rlad

“!’P!”.“"f{:y came somewhat later, perhaps in 1901 or 1902

Picasso often went 1o the Quates Gy, There wer e had been in Paris. All traces of these experiments
Wy e .

Ll geem to have disappeare:
| h a

younger  generation, he found the Pértitorg

Tunyer, the vigorous, very talonted Isidre During these years Picasso drew incessantly, cramming

Nonaj
Sunyer, Carles Casagemas, shortly o 80 with ki & notebooks with rapid sketches, some satirical or wicked in
r ] ety . - ol
the collector Carles  Junyer, the seulptor Mingla character, others sentimental or religious—such as the
brothers Ferndndez de Sato, the archites Roveny " the cravon drawing opposite. By 1899, when Casas was filling
poet Jaime Subartés, today, a half-centyry !u'“: 0:,,5'"“& .I'"".rinli'"“rf successful magazine P&l & Ploma weith his own
: - Ve £
F L . e cerel v i ;
secrotary. Picasso was the Benjamin of the ‘m ¢ illustrations, Picasso had already accomplished work
.

; oy th8 g i s older di =
Among the older and better establishod men tohom pe which makes the handsoma droitigs of the older droghts
i

casso knew at the famous eafé were the !""l‘n‘nmpk" ond
eritic Eugenio d'Ors, thirty vears later to KTit6 @ brillang

man seem conventional. In Picassa’s girls there was often
mare Lautrec and less Gibson; yet on the whole his carly

I P drowings were not particularty distinguished, The sketeh-
stidy of i

sso (bibl. 329); the lr)r]i!I!ﬂn‘"ﬂ',“."_n-gm S

. Lok page beloo, with its bohemian "types,” music hall
intimist” and symbolise; _\.l'l‘gm-.r rl'ﬂ‘ﬂn‘

ago Rusiio

le @t la Yvette Guilbert, and its Daumier-like group of

e piosocr authrity o 1 Greeo (1o of o painag s loards s bl s Pass Tore T IGO0 R T

Rusiiio sht s early as 1894); and Ramgn Casay, differs linde from many similar notes made earlier in

the central figure of the Quatre Gats, at least so for as Buarcelona or a little later in Madrid.

painters 1 oncerned, Picassa’s illustrations were first published not by Casas®
Casas was a clecer, prolific artist in the lina of

Steinl, Toulouse-Lautree, and the publisher of ime

portant £ whick he and Utrillo edited. Catsay

ercain 1 and passed on to him the influence of
the great Fronch draughtsmen of the end of the century long
before the ! artist saw their work in Paris. And
Utrillo, the critic and art historian, may well have fosterad

his interest in Catalan Gothic and Romanesque art, as well

as in El Greco. Gothic seulpture or EY Greeo possibly stand
Sick Girk

In 1897 Picasso, then a youth of 16, exhibited some

behind such a drawing as the Old Man with a

paintings in Barcelona, including such works as the Man
with a Cap (p. I4). The exhibition was noticed in the
press but without marked enthusiasm.§ However, at Mas
drid, about the turn of the century, in one of the Natianul
Shortly before 1900 b
and Mateo Ferndndez de Soto, occasionally a sculptor, ¥
themselves up in a studio, where, lacking furniture, they

painted the walls like a theatre setting representing & |

Ixhibitions Picasso won a prize,|

swmptuonsly furnished salon, ¥ |
3 i W7 + from the
Picasso's canvases af the later nineties vary The

modestly painted still life, Roses, to the large portratl,

Artis consideralte

ster (pages 14, 15), which shows @

elat

mastery of soft sweeping forms not far removed from ’.ﬁ s
style of Renoir, though the tone is more silvery: }w,

J the bull %8

most part he made pastels and oil studies ¢

the cabaret and the life of Barcelona, bohemian 7 P

K -~ Wy s shex 8L
Heans axn Fioures (Scine de bar). Paris, 1900. Conte crayon, .55 *

A bp) s
f{/ﬁ'&‘?}" & /{' £
Pl & Ploma but by J t an imp

wevkly which unlike the francophile Pel & Ploma tarned
mare toward England and Germany, Its early issues which
began in 1900 reproduce Beardsley, Burne-Jones and
Biicklin, but no Steinlen. During the summer of 1900 tio
drawings, signed P. Ruiz Picasso, appear as illustrations

to poems by Joan Oliva Bridgman entitled The Call of the
Virgins and To be or not to be. The drawing for the
Jirst is “fleshly,” for the second, transcendeatal, Both are
Jeeble by compurison with seme of his anpullished sketches.
It was only in December that PRl & Ploma followed auit
by publishing Picasso’s caricature of Rusifiol.}

In 1899 Nonell returned from Paris but others of Pi-
awing to study in the Fronch capital

casso's friends were
and were writing him letters urging him to join them; and
during 1900 P2l & Ploma published excited reports of the
f‘nrl". Exposition and its art. Finally, in the foll of that
year, Picasso persuaded his parents to let him go after he

had promised to return for Christmas.

inches. Collection Ivan L. Best.
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PARIS—SPAIN—PARIS: fall 1900, spring 1901

Picasso arrived in Paris lute in October 1900 within a fes
days of his 19th birthday.* It was the year of the World's
Fair and Paris was full of foreigners, among them
Picassa's Bareelona friends Manolo, Canals and Sunver.
Another Spaniard, Pedro Mefiach, introduced him to the
dealer Berthe Weill who bought three bullfight sketches done
in Spain, the first canvases he sold in Paris.t Picasso lived
with Manolo on Montmartre, argued at bohemian cafés
and drew or painted scenes d lo Steinlen like Paris Street
(opposite) and the sultry Moulin de la Galette, the most
important work of this first visit to Paris.

Picasso returned to Spain for the Christmas holidays,
visited Malaga, his birthplace, and then spent from Jaru-
ary to May 1901 in Madrid, There the "young Andalusian
who spoke Castillian with a Barcelona accent™ came 1o
know some of the writers of the group of "U§ of whom Pio

Baroja is the best known.} Picasso drew their portraits

(and his oun), contributed to their magasine, sketchod

||' Madrid bohemia, and painted some Steinlenesque canvases

of women and café scenes some of which he sold. With the

writer Soler he helped start a short-lived 1 i
i of which he was art editor. But Paris attracted him irve

sistibly and after a short stay in Barcelona he arrived o
|'|| second time in the French capital to stay until the end of
‘.II the year. About the time Picasso left Barcelona, Utrillo
il published in the June issue of Pl & Ploma what wos
possibly the first article on his work. It was illustrated with
several of his drawings and prefaced by a lively portrait of

the young artist by Ramdn Casas (p. 12 and bibl. 478).

i In Paris Picasso studied the work of the vanguard,
Gauguin, van Gogh, Toulouse-Lautree, Vuillard, Denis
and the older men Carriére, Ile’.\_m.i. Renoir and the Im-
pressionists. During his carly years in Paris he went often
to the Louvre to study the old masters and also the rooms of
Egyptian and ancient Mediterranear: art which may have
encouraged some of the archaisms which appear rather

casually in his work of this and the next year or so.||

Throughout much of 1901 he painted lustily with the Sgrr Powrmarr, Madad, 19017 (1900 Z). Conté
rich palette and impressionist brushwork of On the Upper erayon, 1314 x 6 inches, Private collection.
Deck (p. 20); and then, characteristically, he reversed his
style in a series of flat, decorative figure pieces such as the
Harlequin (p. 21). He evén tried his hand at a poster in the oppesite;
manner of Chéret (p. 20). In June 1901 Mafiach arranged above: Le Movuy pE va Gaverre. Paris, autumn

1900 (Z). Oil, 354 x 453 inches. Collection J.

Thannhauser. According to the owner, Picasso said
that this was his first painting done in Paris.

with Vollard to give Picasso his first Paris exhibition,
mastly of work done in Spain. The show was ot a success;
Picasso was criticized as an imitator of Lantrec, Steinlen,
van Gagh, But he won the interest of one important eritic, bdotw: PARIS STREET. Paris, autumn 1900, Oil, 1814 %
Gustave Coguiot, and the friendship of the young poet Max 26 inches. Collection Miss Harriet Levy.

19




Jacob whe was introduced to him by Musiach, Jucob was
Jor years afterwards one of Pieusso’s most intimate and

laval friends, At this time, k

wrer, Picasso spoke no
French and most of the "bande Picasso™ 1oere young
Spaniards like himself. Besides those already mentioned
there swere Julio Gonzales who was loter to teach Picasso to
work in wrought iron: Pable Grargnlls, alse a master of
wraught metal, swhose famous hoad of Pieasso is in the
Barcelona buseum; Zuloaga, for vears a far better knon
painter than Picasso: and Paco Durio, a friend and en-
thustastic mlmirer of Gawguin whase influence Pi

Jelt during this period.

casso also

The year folloicing his arvival in Paris was for Picasso

# period of exploration, He learned by imitating many

mastors, sometimes with [ile discrimination bug often

veith skill. If bis art lacked a consistent direction he could,

in Chctobwer 1901 at the age af twenty, look back

upreni e bowdy
af swark remackable for its varic ty,

JSacility and ing Migence,

above: OX TR Uppgr Deck. Paris, 1901. 0, 1914 x
251 in - Art Institute o

: f Chicago, Mr, and Mrs
L. L. Coburn Collection, E i

"Janoin Pams™:
Watercolor, 251
Chrysler, Jr,

design for o poster, Paris, 1901.02,
% % 19% inches, Collection Walter P.

20

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

AHB

X.G.10

Hanvgguin, Paris, 1901 (£). Oil, 312

ses. Collection Mr., and Mrs. Henry Clifford.
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shington,

wall is by

oM. Paris, 1901. Chl, 20 x 2414 inches, Phillips Memorial Ga
‘s studio at 130ter, Boulevard Clichy, in 1901, The poste
Toulouse-Lautrec. (Compare Picasso’s own design for poster, p, 20.) Exhibited with fourteen

other works by Picasso at the Galorie Berthe Weill, April, 1902.

1 the

THE BLUE PERIOD: late 1901 10 early 1904
Fowcard the end of 1901 Picasso began to use a pervasive blua tone in his paintings which soon became almiost manochrome.
Just why Pieasso came to use so mueh blue over so long a period has never been cony incingly explained.* Many of Cézanne’s
late ml’-“ were saturated with blue; Matisse had painted several large figure studies in blue Just before the turn of the
century though these were probably not kaown to Picasso: and Carridre, whose work Pricasso did admire, used a gloomy mona-
chrome, though it was grey not blue. Some Catalan crities insist upon the influence of Isidre Nonell, whose dejected figures do
at times closely resemble Picasso's, but Nonell was in Barcelona during 1901 at the very time Picasso's blue period was ma-
turing in Paris,t W hatever its source—and it was probably from within Picasse himself—the lugubrious tone was in harmony
wwith the murky and sumatimes heavy-handed pathos of his subject matter—paoverty-stricken mothers, wan harlots with femme
Jfatale magks Gnd blind Mgmn;. .

During the Blue Period Picasso abandoned the varied landscapes, street scenes, dance halls, and flower pieces in order to
concenirate almost exclusively on the human figure which he placed, usually alone and still, against a simple almost abstract
::z;‘:@ﬁ::;z ":1 :fa :"I;UIJ:: a;la k:a.r renunciation, he had even given up the rich surfaces which had lingered on in

B4y ue Room (above) and the Mother and Child (p. 25),

Sery Portrarr. Paris, 1901 (Z). Oil, 3174 x 235§ inches. Owned by the artist.
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B Morues axe Cumn, Parie, 1901 (2). Oil, 1114 x 3814 inches. Collection Maurice W ertheim.,

: WoMan wiTi FoLpen. Anss. Paris, 1901 (Z)./Qil, 31734 x 23 inches. Collection Mr. and Mrs. Channeey
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Two Wosmes at o Bax. Barcelona, 1902 (Z), 0il, 31 ' x 36 inches. Collection Walter P, Chrysler, Jr. Formerly collec-
tion Gertrude Stein,

opposite: La Ve, Barcelona, 1903 (Z). 0il, 7734 x 5074 inches. Cleveland Museum of Art.

Picasso stayed in Barcelona durin

& most of 1902, painting dejected fign,
(above), in blue monochrome exee

ire picces, like the Two Women at a Bar
't when an oecasional portrait

> A . L y n
commission required more varied color. While he was

Spain, Mafach arranged exhibitions of his work ai Berthe Weill's, where

Vollard's, but with
Picasso returned to Puris in the fi

ill. There he lived with great difficulty even after Max Jacab, only a liule less penniless,
took him into his small hotel room where Picasso painted ap night and slept by day while Jacob was out at work. Jacob last
his job early in 1903 and Picasso was forced to 80 back once more o Barce

The most ambitious work of the Blys P,

lona where he remained over a year.
eriod is La Vie (opposite) painted during Picasso's last year in Barcelona. Itis
very large canvas with something of the salon "machine aboyg it,

a " problem™ Picture, awkward but with a serious statuesque
dignity, Obriously allegory is intonded.
26

: d at
The Blue Room (p. 22) was shown, and a
little success,
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e Harieouis's Fawwy, Paris, 1905 (dated), Gonache, 23 x wisohn Collection.
——r
: T ight Luding
apposite: Two Ackonars wiry 4 Do, Paris, 190: ( ches. Collection Wrig

THE CIRCLS PERIOD. 1905

Gradually the mannerism of 1904

Brve way
People—acrobais

to the more natural style

and fuggle
le still subdied Ereis more var;

eries of e
and melancholy sweetness of the long ";;5 (pages
78 in harlequin tights—done during the early months of 1 ] sentiment

. ¥ -
od and suble, in harmony with & new delicacy of drawing an

lorns, mllln:lunqm
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FAMILY oF SaiTivsasgues. Paris, 1905 (7). Oil, 84 x
Chester Dale Colleation.

9035 inches. Art Institute of ( ‘hicago, extended loan from the

Every feic years thre
e ye sughouit his carver Picasso icti
maotives and problems of a ywhol i Picasso has had the contiction and energy to concentrate in one large canvas the
s “ma af a schote period of his work, Sych ** ? o e
» : i masterpicees” are Ko % b Lt aller,
s halio el B o ke i ' e not aliways as completely successful as sm

stature, above perfection they constitute important evidence of Picasso$

In the Family of Saltimban

; 1ues, the largest paingi
Cireus o : s

haruciuss who appear in seores of drawi of his first decade as an artist, Picasso assembles a number of the
: s of drawings, - o %
big, aukiard uH--\.__w_‘- of the Blus e Gt 85, prints and lesser paintings of 1905, U the

,__ i : we compare it with La Vie,
=00 we find the Family of Saltimbanques ent g

36 irely without drama or serm

by far his greatest patron from this period unsil

Z

The figures are almost unrelated psychologically and Picassa's romantic sentiment for circus people is restrained, Reticent,
1o, the muffled color, the subtle drawing and the sensitive placing of the figures.
It is not surprising that the haunting poetry of sucla painting should have moved the poet Rainer Maria Rille who knew ” e
Picasso and like him was held by the mystery of the iﬂfﬁﬂlﬁﬂmﬂ,' For years the cansas hung in the collection of Hertha =
lw',:,_\.,\',,.-"ig in Munich. During the summer of 1915 Rilke lived in her house "beside the great Picasso™ which inspired the
ﬁ.ﬂh aof his Duino Elegies. The poem lated by J. B, Leisk and Stephen Spendert b 8
But toll me, who are they, these acrobats, even o little
maore fleeting than we ourselves,—so urgently, ever since childhood,
wrung by an (oh, for the sake of whom?)
never-contented will? That keeps on wringing them,
bending them, slinging them, swinging them,

throwing them and catehing them back. . . .

During the course of 1905 Picasso’s mood
changed. Early in the year the gloom and obiions
tension of his work of 1902 to 1904 had yielded
to the half-light of the Circus Period. A trip to
Holland in the summer of 1905 seems to have
increased his interest in material weight and
substance. He disliked Holland, but one or two
puintings such as the Dutch Girl have about
them a sensual solidity which served as a tran-
sition to the more classic style of the following
nwelve months.,

The increasing relaxation and calm of
Picasso’s art throughout 1905 may have been a
reflection of his improving circumstances. He
started to have a moderate success. Not only was
he surrounded by brilliant and sympathetic
Jriends but he began to interest discerning col-
lectors such as the Americans, Leo and Gertrude
Stein and, a liude later perhaps, the Russian
merchant Sergei Shchukine, who was to become

the euthreak of war in 1914.1

Durcn Gint. Schooredam, summer, 1905. Oil.
Collection Stang. Repro. from Zervos, bibl
524,
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PRINTS J

In 1905 Picasso made a series of some sixteen drypoints and etchings which spitomize his work of that year. Only a few
of each were printed by Delétre and signed by the artist, Late in 1913 the plates were acquired by Vollard, who steel-faced and
reprinted them, together with The Frogal Repast of 1904, in an edition of 250 copies.® They-are by far the best known and
most widely distributed of Picasso’s prints.

The earlier prints in the sequence parallel the puintings and drawings of circus peaple on and off stage. The Salomé comes
fate in the series. It is classically elegant in drocing, and the legendary subject matter is’ properly move timeless and remote
in treatment than the circus pictures—vt Salomé is acrobatic rather than seductive and Herod is first cousin to the fat clown
ar "understander’ who appears in the Family of Saltimbanques and other compositions of the period.

Sarosf. 1905, Drypoint, 1574 x 133{ inches; proof before steel-facing (G. 17a). Private collection.
Inscribed to Monsieur Delitre, the original publisher of this series of prints.

JEsTER. 1905 (Z). Bronze i
3 (Z), Bronze, 161 4 mmches high, Phillips Memorial Gallery, Washington

SCULPTURE

In 1905 the deater Ambroise Vollard rug a
series o

the manner of Rodin, This Hea,

instance the cap of the for

f
f bronzes by Picasss, some

e of them modeled with rutigh rich surfaces i
ited ta i
'* paintings of actors and clowns of the same year; compare Jor

altimbang e :
1ues. After this period, with o few isolated exceptions. Piceess
* than twenty yoqrs, *

clown in the Fam;
v mily of §
teq 4 .
& not o take up sculpture seriously again f,
! for mu
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; During the classic period wwhich

extends roughly from the latter part
of 1905 through the summer visit to
. Gosel in 1906 Picasso must also
Jave becn aware of strong net cur-
rents in French painting, of the ris-
I ing interest in Cézanne among the
younger artiss, and the expression-
I.'.; freedom of line and color de-
weloped by the fanves painters such
as Matisse. But his own art except
Jor @ cortain increased boldness in
drawing seems to have been litde
affected at first (unless we accept the
custamary but improbable 1905 dat-
ing of <o radically advanced a work
as the Composition, p. 49). Picasso
was still somewhat isoluted as an
artist: ho never exhibited at the Salon
des Indépendants or the Salon
d'Automne as the fanves had just
done; his friends were mostly little
knoun Spaniards or French poets or
! foreign collectors, though he recalls
that e met Matisse in 1905.%
~_ The vigorous drawing and heavy
contours, the calculated structure—
compact and  pyramidal like a
Raphael Holy Family—make La
Coiffure  remarkable among  Pi-
casso’s paintings of the winter of
1905-06.1

Lo Comrure. 1905062 (Paris,
;‘:‘05. ) Oil, 6874 x 391§ inches.
1 " . New
York, given anonymously,
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oppasite: La Torerre. Gosal,
1906 (P, 1945); previously |
dated 1905. Oil, 5914 x 3014 H
inches. Buffalo Fine Arta |
Academy, Albright Art Gal.
lery, Buflalo.

| L

A At - |
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Fensasoe Ouvien, Gosol, summer 1906 (K). Ol 3924 x 317§ inches. Private

3 b s o S 750 i :
L - collection.
. v/ @, . 1
GOSOL: summer 1906 b A \.ﬂfjdl A"-‘! CG A O 92 {\.Aﬁ
Bl i,
During the summer of 1906 Picasso spent several months at Gosol & = ik Pyrences. There his

early clussic style came to a culmination in such works as La Toilette and the portrait of Fernande Olivier whose statuesque
beauty may well have confirmed the tranquillity of his art at this time.*

The serenity and easy pose of the figures in La Toilette seem directly inspired by Greek art of the classic period. Such
gracious demi-goddesses posing against an abstract backgr i are far | from the stiff, fragile, "Gothic™ naturalism
of The Harlequin's Family in which a woman makes her toilet in a circus tent while her husband holds their baby (p. 34).

Alang with his new classic forms Picasso bogan to use pinks and tans, occasionally contrasted with ochres, olives or pale
blues, but often with such a reddish monochromatic effect that the latter part of 1905 and much of 1906 have been called his
*Rose Period.” At Gosol the terra cotta monochrome became almost as pervasive as the blue of the Blue Period. Even late in

1906 the Two Nudes (p.52) is painted entirely in a strong reddish tone,

15
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ite: Wosman winn Loaves, Gosal, mm
:.i:?.“s'i‘ll\r late "1905" beneath the signatire jy
ervor. Oil, 30 x 274 inches. Philadelphia M%
of Art. bt

LA™

.. »
PEASANTS mo@ Gosol, summer 1906, ik
2274 x 1314 inches Art Institute of Cllir.".uso. of

obeary | L

| \
v ( 2 1951
/ 7‘.‘&
/
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ch
" baw dunie at Gosol probably late in the summer of 1906,* are among the first to show a new character which

reat importance in Picasso's art during the revolutionary winter of 1906-07. 'J"Jm gentle, m:::
the Woman with a Fan p H), or La Toilette begins in these pictures to take on « certain severity. m,mﬁ,,g,
frrmer, the modeling more definite and sculptural, especially in the Woman with Loaves. T.‘!f‘fdﬂh& look :ﬂz =
: : event the pose of the figures, par ticulurly in the Peasamts from Andorra is stiffer, a little a

be passing, in teems of

: ity which was 1o
sculpture, from a seductive, Praxitelean style toward an archaic nm::‘r;f’ S2 oll a0
wrked in such works as the Gertrude Stein, the Self Portrait and the Two Nudes (pages 50, 51,

e
b2 isclles ' Avignon
1 six months aftec his return from Gosol, and to culminate toward mid-1907 in Les Demol
opp: p. 54

iint
- i . - influenced by anct
The archuaistic aind sc wlptural character of much of Picasso's work of this period, the artist SAYS, WS infl

juainted as early, probably, as the spring of 1906 (pages 50'5:;'; soquence
lopment in the crucial years of 1905.07 it would be convenient to k“.f’ & is ot subs
thereby lead with reasonable logic to the Demoiselles d*Avignon, But Picasso’s ﬂ‘. iy
Joct to logical ecolution. Sometimes it growes through a series, step by step; at other times it changes mddm{)f. as if calor, OF
fron, rather than gradual evolution, For months or even years he may seem obsessed by a single problem, or idea or ’ "
he may paing fferent styles during the same period, even on the same canvas or sheet of 'WWM

ugly or in pairs side by side, in a style which %M'
mare archaistically rigid angd isolated, Yot occasionally during this time, he tried his hand at @

© composition surh as 1.y Coiffure (P 43) or the ( :nmlmr.iliurj (p. 49).
16

Therian seulpture swith which the artist became e

In sketching the stor vof Picassa's dere

of pictures jiust outlined and

i twoo or mare radically di
S0, during 1905.07 he concentrated on Painting figures, si
maore sculptural,

plex, architecton



NFLUENCE OF EL GRECO

Altogether exeeptional in Picasso's wark of this period is

np hing seulpiur
al, nothing static. The drawing is froe, cursive, lively—
one of the few early paintings in which Picasso both por-
trays and expresses movement. And the distortions of the
fignres are far more violent than in any previous work of
Picasso, or for that matter of Matisse, at that time teader
of the vanguard fauves. The immensely tall, tiny-headed
man, the bulging exaggerations of his forearms and far
leg, the pinched-in, elongated waist of the girl, the plastic
i lay of figures and drapery, all seem more or less in-

the Composition ( ite). Herv therei

Ispimf. not by Iberian sculpture but by the pictorial and
!

highly sophisticated mannerisms of El Greco.

Since 1904 Picasso had shown litle if any interest in
El Groco but in 1906 on his way to Gosol, he passed through
Barcelona where in that very year the first Spanish mono-
graph on El Greco was published by Picasso’s old friend
Miguel Utrillo. Back in Paris Picasso may also have seen
one e!m illustrated magazine articles on El Greeo pub-
lished during the fall. Utrille's book and both French
magaszines*® reproduced El Greco's St. Joseph with the
Child Jesus which bears a remarkable resemblance to Pi-
casso’s Composition of the peasans awith the linde girl,
thoaugh in the El Greco the flowers are borne by angels and
there are no cattle.t (The El Greco is reproduced on p. 255.)

ALY ti'-i‘}'“" k.
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Somewchat similar in style and probably Spanish in sub-
Ject is the preliminary drawing for the figures in the Com-
position. The drawing (above) suggests that Picasso origi-
nally had in mind, or actually saw, a blind flower seller, his
eyelids closed, his mouth open singing or calling his wares
while a liule girl leads him and offers a bouquet. In the
Composition itself e turns the o figures into a rather
improbable flower-carrying peasant and his daughter
hurrying along beside two catle. A youth with two cattle
first appears in a gouache (left) done at Gosol in 1906.

The Compasition is particularly important becaise
more than any previous Picasso it looks forward to Cubism
both in its free deformation of nataral forms and its flicker-
ing angular planes which tend to spread throughout the
whole canvas thereby creating an all-over unity of design in
a way doubtless suggested by El Greco and, probably,
Cézanne.} The Demoiselles d'Avignon will later combine
these plastic el with the archaizing tendency which
we take up again on the following puges.

4 Composition (PrAsaNT
Anp Oxex). Paris, 1906
(1905—Z), 0il, 86% x 51
inches, Barnes Founda-
tion, Merion, Pennsyl-
vania.,

apposite;
Peasants, l‘)(l()i (Paris,
1905—Z). Ink and water-

oc]lnr. Repro. from Zervos,
bibl. 524,

por Wit Carrie. Gosol
Z, 1906, Gouache, 2314 x
ifl!vﬁ inches. Columbus
Gallery of Fine Arts, Co-
lumbus, Ohio,




PICASSO'S ART: 1905.06
Not explicitly affected by these events, Picasse’s onn n.:f
prior to the endd of 1906 had passed, an the plane of senti-
ment, from the neardathos of the Blue Poriod through the
gontle melancholy of the saltimbung s and the ingratiat-
ing detachment of the “classic” figures o the comparas
tively impersonal masks of the Gertrude Stein and Sell
Portrait; and in figure stvle this change had been parallelod
since mid-1905 by u generally i ing sculptural so-
lidity of form. The Two Nudes, illustrated on page 52,
painted very late in 1906, is the logical conclusion of these
o tendencies. Influenced probably by the heavy propor-
tions of certain late Iberion sculptures. these massive
fignres seem an emphatic expression of Picasso’s denial
bath af senti) ard af traditional or fonal beauty:
positively the Two Nudes ix an assertion of his growing
inferest in objective esthetic problems, in this case the crea-
tion of velumes and masses and their composition within
the painted space of the picture, It is instructive to turn
back o earlier teo-figure compositions, the Harlequin's
Family (p. 34) and. later, La Toilette (p. 44). The Two
Nudes is the end of the series.

In apparent conflict with the general direction of

Picasso’s art are a few pictures, notably the Composition

(p. 49), which show him working on the purely pictorial

(non-seulptural) problem of organizing the forms of nuture

inta an all-over design of angular planes resembling some-

what the paintings af El Greco or the late style of Cézanne.
This conflict was soon, though brizfly, to be resolved.

LES DEMOISELLES D'AVIGNON: 1907
The resolution and culmination of Picassos labors af 1906

is d in one v picture, Les Demoi-
selles d*Avignon, shich was painted for the most part in
the spring of 1907 after months of development and revi-
sion. Zervos reproduces noless than | Teomposition sketches
Jfor this cancas,* Of the three studies reproduced on page 56
the earliost suggests that the composition of Les Demoi-
selles was inspired by Cézanne’s ute bather pictures in
which the figures and background are fused in a kind of
relief without much indication either of deep space in the

opposite: Lus Demorsgrres p'Avicnon, Pari 7. i
acquired through the Lillic I, Bliss BWI\IML“" 1907. Ol 96 x 92 inches, The Museum of Modern Art, New York,

54
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scene or of weight in the forms.t As the painting dovelaped
it is also possible that memories of El Groco's O Py
figure pasitions and the angular | ighlights of b
draperies, rocks and clowds may have confirmed l.fn‘- sug.
gestions drawen from Cézanne.}

Each of the five figures in the final composition s the
subject of considerable study, beginning in several case i
1906 and continuing in “"postscripts™ long after the painting
was finished. Although their bodies are Jairly similar iy,
style the heads of the two right-hand figures differ so much,
Jrom the others that they will be considered separately,

What happened to Picasso’s figure style in the a-ngmﬂ-,
between the Two Nudes of late 1906 (p. 52) and the pain;.
ing of Les Demoiselles may be summarized by comparing
the lefi-hand figures in the twe canvases—figures which are
quite clearly related in pose and gesture.§

Obriously the painter has lost interest in the squat forms,

the sculj T teling and the listic curves of

the earlier nude. The later figure is drawn mostly with

straight lines which form angular overlapping planes and
there is scarcely any modeling so that the figure seems flat,
almost weightless. The faces of the two figures differ less
than their bodies. The mask-like character of the earlic:
Jace (p. 52) is carried further in the "demoiselle’s” head
and the eye is drawn in full view although the face is in
profile,

This primitive or archaic convention seems more star-
ing when applied to the noses of the central two figures of
the Demoiselles which are drawn in profile upon fronul
Saces, o device which later became a commonplace of
cubism. The faces of the central two "demoiselles’ may he
compared with that of the transitional Self Portrait (p. 51)
in which the stylized features of Therian sculpture are not
Yot so exaggerated,

The right half or, more precisely, tuwo-fifths of Les
Demoiselles d'Avignon differs in character from the rest
of the picture. The light browns, pinks and tecra cottas ot
the left are related to the colors of late 1906, the so-called
Rose Period. But, toward the right, grey and then blue
predominate with accents of green and orange. The planes
too are smaller and sharper and much more active,

The most radical difference betwoen the left and right
sides of the painting lies in the heads of the two figures @

Kb Yv pdt Jrie it

f)ul a3 H__-—_ /o -F'J:A. / 7 A
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I, fl

mnf mandeling arej  into planes—bu
some of the planes are gradod in tone so that they seem 1o
ilt a little forward or back. And some of the plunes defined
by an angle are open on the opposite side so that they merge
into others—a device derived from Cézanne and called

passage. Other overlapping planes seem I L
In terms of the subject the effect might be compared 1o a
ized anatomical chart in which transparent cross

sections of the body are superimposed on the silhouette.
Indeed Apollinaire, the chisf defender of cubism, wrote in
1913 of Picasso’s “assassinafing” anatomy “with the
! science and technique of a great surgeon.” (Bibl. 20, p.
] 37.)
Picasso spent the summer of 1910 with Derain ot the
" little Caralan coastal village of Cadagués. There, in can-
vases many of which he left unfinished, lie brought cubism

|I nearer than ever to an art of abstract design. The wll paint-
| ing, Nude, at the right, carries further the direction indi-
3 cated by the two drawings opposite. In the Nude there is
| litele sense of a continuous volume or contour or silhouctie
¢ The form is no longer enclosed but is broken and open
There is a subtle balance of teetering horizontuls cut by

ropeuted diagonals; a play of light and dark tones of grey
and tan hatehed in with oblong brush strokes; a slight lifting,
overlapping and subsiding of planes, like shingles lying
upen rippling water,

A year after it was made the drmwing (p. 7% right) was
shown in New York swhere it was nicknamed the " fire-
escape.” [t does in fuct suggest a construction or pu rhiaps
[t more accurately, plan, elevations, and sections of one strue-

ture combined in the same drawing. Writing a dozen years

Fresare Nupe Spri AN 3 - . later Jean Cocteau wuses a second stractural analogy to
inches. c"““ti::nt!slvlﬂ ) lnkandw-tereolm-.eq}-s;]_ss,,, l\UFm. Paris, spring 1910 (Z). Charcoal, 19 x 123§ inches. Col- illumine analytical enbism. He likens the original subject
TEEVOR. Uit-524- I:cl;l_'m Alfred Sticglitz. Included in a retrospective exhibition of e I“;mm forr T u-u{}m‘rh'lu P
I'b' ]L m ﬂ\m 5) ' 83 ].chﬂau drawings and etchings at Mr, Sticglitz gallery “291," 7 4 w‘" i : : & 7 X
78 ' . ot April 1911, the first one-man Picasso show in America (sec list the cubist, removes this supetficial scaffolding of apparent
of exhibitions of Picasso’s work, page 278) and probably the reality in order to receal the essential though quite different

first time Picasso was exhibited in anl\' way in this country. : structure beneath (bibl. 106, p. 227)

¥

The patch with the realistic eve in the 1913 etching (p.
89) serves to confirm Cocteau’s simile. But the synthetic
cubist drawing of a seated man (p. 94) suggests that from
1910 on cubist structure is itself o scaffolding built around
the natural Sorm which in this unique example is actually
though faintly indicated. Thus Picasso's ot wwork seems
to confirm both “skeleton™ and "scaffolding” similes for

The gradual patient analytical modulati ; :
curried forward during 1910 to such :‘j:;:“;*: " &:ﬁf the Horta landscapes and the Fernande in mid-1909 Picasso
abatraction ¢ gl et i PR T
| m one is familiar with the preceding evolutionary ::l'a“ R el rvcon Or-aion ifiabl
| bevond the Girl with a Mandolin, tioo stops X

3 The carlier drawing of a nude at the left is perhaps one step
beyond the Braque, three beyond the Fernande, The figure is still fairly legible.

ity lines roduced to straight ed, i
Iges and sim y PR 7 : wly
miodeling in the : ple curves. There is stifl a suggestion of the third dimension, achieved by pestigiol il
The right-hand drawing was done : 1
e o e it s un:;:::xqf later, in the spring of 1910. In it all lines are straight or segments of circles. Nubk (Z). Cadaqués, summer 1910 (Z). Oil, 7385 x 24
2 inthe inches, Collection Mrs. Meric Callery.

carlicr drawing, are schematically vertical or horizontal. There is litdle .

72
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SYNTHETIC CUBISM

Cubist painting from 1909 through 1911 is with good reason called analytical, since its forms scem to be fragments or dis.
sections of the forms of nature. But these three paintings (pages 81, 82, 83), with their arbitrarily varied textures and colors,
and their free combinations of quasi-geometrical shapes, are so remote in charactor from the original oliject, 50 invented, 5,
made up out of whole cloth (or whole paper!) that they have lost almast all their analytical character, For want of a batter
namie, cubism of this kind has been called synthetic. A succinet illustration of the difference between the two methods appears
in one compaosition, the collage Guitar and Wine Glass on page 84, The guitar is synthetie, the glass analytic,

The transition from analytic to synthetic cubism is gradual. Although synthetic el appear as early as 1910, it is no
perhaps until the end of 1912 that they begin to predominate. Synthetic cubism begins, then, about 191213 and reaches irs
| climax in 1921 with the Three Musicians (pages 122, 123),

Cubist interest in textures increases during 1912-14 in such complex arrangements as the still life below and the Card

I

Player composition opposite in whick u variety of actual and simulated surfaces is ined in one composition, The resul;

is not merely a surfoce envichment but an emphasis upon the sensuous tactile reality of the surface itself in contrast 1o tra.
| ditional painting which through mare or lexs realistic methods took the eye and mind past the surface of the canvas to repre.
sented objocts, such as figures or landscapes. So, while cubism destroyed the reclity or integrity of the object more than had any
stvle of the past, by the sume token it emphasized the reality of the painting itself. .

Stis Liee wita o GuiTar. Paris,
spring 1913 (dated on back). Oil
and pasted paper, 255 x 21}
in-hes. Collection Sidney Janis.
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v
Cano Prayven. Paris, winter 1913.14 (). Oil, 4214 x 354 inches. Museum of Modern Art, New York., o quired through
the Lillie P. Bliss Bequest,

Though no pasted paper is used, parts of the Card Player give the effect of collage. The varied color is still restrained and
the confetti-like stippling still sparsely used by comparison with the “rococe™ canvases painted a feie months later in the
summer of 1914 (pages 90, 91).
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CUBISM AS SURREALISM

The new forms and new technigues invented by the cubists
produced endloss esthotic speculation and debate, Popu-
larly, cubism was oftien considered a hoax or a form of
defusion or madness, Among those who liked it or were
P ded by the j lities of Picasso, Brague, and
the others, cubism was looked on primarily as an art of
Jorm with perhaps somo metaplysical or mathematical im-
plications. Colluge, teo, was easily absorbed into an esthetic
of pattern and texture, just as the paper guitors led to an
i art of pure construction. Yot the purists deplored the per.

: sistont i igial, which Picasso main-

however

tained between his art and its subject matter; or, they

ignared it or considered it urrested progress toward @ purely
b ahstract art.

| For the initiates, pure cubism gradually became a

Jamiliar method or vocabulary. They got so used to it that

they tended to forget the fantastic und grotesque character

of its systematic distortion and destruction of “reality”
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which seemed crazy to the public, schizophrenic or de.
mented to the bewildered psychiatrise,* A dozen yoars luter
the surrealists were to acclaim the "madness” of cubism
enthusiastically.

The painting above is owned by an abstract painter who
called it Composition, preferring to look at it as an organi-
zation of shapes and colors without reference to subject.
Picasso, however, when shown a photograph of it called it
Head.t

The collage, at the left, is greatly admired by the sur-
realists and is in fact owned by a surrealist artist. It too is
titled Head$ but as a head it is so fantastically far-fetched
that it easily meots the surrealist esthetic of the marvelous-
though scarcely more than the Head abore.

Both these "heads™ are austere in their madness. In the
etehing Female Nude, opposite puage, the figure as a whole

is as cubist, as remote from reality as the head abow;

above: Hean (P). 1913 (K): Paris, winter 1912-13 (£}
Oil on panel, 914 x 71 inches. Collection George L. K-

* Morris.

left: Hean; 1914 (K Pasted paper and chareoal, 1715 %
13}4 inches. Collection Roland Penrose.

but on the cubist head of this cabist nude is a white putch

and on the patch lightly drawn is a perfectly normal eye,
If this paradox is perhaps too witty and restrai d for

surrealist taste, the drawings which Picasso did at Arignon

the following summer are wildly, grotesquely outrageous,
The drawing reproduced beloiw is the same classic subject
as Titian’s Venus with a Lute Player. The lady, reclin.
ing toward the left, rests her head on her right hand. fn her
left she holds a glass. Her musician, barefooted, wearing a
striped jersey and playing a guitar, is seated at a twhouree.
Her face is like a pinched triangle, his like an elaborate
keyhole adorned by Ainu hair. The right arms of both seem
as stiff, narrow and straight-sdged as lathing: the loft arms
are as boneless and flexible as a ribbon. Thsgh there is
cubism in the handling of planes, thediscipline and geomet-
rical sobriety of eubism is flaunted. Such drawings are
searcely surpassed in extravagance by Picasso a dozen

years later in his so-called surrealist period, or by Miro.

Fesare Nuoe. 1913-14. Etching with drypoint; 615 x
454 inches, G6th state after stecl-facing (G. 35, VI b);
for Max Jacob: Le sidge de Jérusalem, Paris, Kahn-
weiler, January 1914 (see p. 276). Museum of Modern
Art, New York, gift of Frank Crowninshield.

Nupk wrri A Gurran Praven. Avignon, 1914, Peneil. Owned by the artist Repro. from Georges,
bibl. 185,
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LY x 4134 inches, Private collection

During the winter of 1914-15 Picasso abandoned his
rococo cubism. He still used pointillist dots to enliven cer.
tain passages, but returned to predominantly straight lines
and used larger and fewer forms, mostly flat rectangles
tilting slightly to left or right to form opposing diagonals,
His best paintings of 1915 and 1916 are impressive in size,
bold in their color and abstruct simplicity. The convases
reproduced here are six or seven foet high, They initioted
what might be called the classic period of synthetic cubism,
which lasts for about a decade and includes such notable
canvases as the Violinist of 1918 (p. 105), the Dog and
Cock (opposite p. 120), and Three Musicians, (pages 122,
123) of 1921 and the great siill lifes of 1924 w 1926,
Analytic cubism had had its classic phase from 1910 1o
1912, patient, modest, gradual, a littde dry and drab, but
informed by an unsurpassed ascetic intensity. Then came
the experimental period of 1912 to 1914 with its lumber
still life, its sand and sawdust textures. confetti shadows,
bronze absinthe glasses, wall-paper guitars and painted
speculations on the nature of visual reality. Picasse's
cubism from 1915 to 1925, though it had its sober moments,
was not austere, and while it grew and changel as any
living tradition should, it was never tentative or experi-
mental. Instead his synthetic cubist style grew in confidence
and magnificence. At its worst it was merely decoratice, at
its best, majestic.

But it did not hold the field alone, for the yours 1915-16
sutw the begirning of a different curront in Picasso’s art

mure radical l'fluu any since 17,

{ ik

Gurran, Paris, winter 1916-17 (2). Oil, charcoal and
pinned paper, 85 x 31 inches. Collection A. Conger
Goodyear,
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"BACK TO INGRES"; 1914-1915
Ambroise Voltard with an exquisite and precise uul.i,.m_ The Woeynerctes
painstaking care. Jiven the textures of his beard and hands, ang

REALISTIC PENCIL PORTRAITS:

with “realism™ in the popular or ordinary sense of the word,
abatract as in 1908 (pages 62-64) and 1914 (pages 90,91). Sometimes he had approacked
collés and occasionally he had flirted with it in the trompe Voeil textures of 1912 or the
mﬁ*wﬁl‘g#l?"!ﬂ'hﬂﬂ de Jérusalem (p. 89). Another and lesser known riching done in 1914 presents some
apples in  faiely objective style (b, 179, o, 38; and the tentatively penciled Seated Man (p. 261) is a whole year earlier
than the Vollard, Mare significant perbaps is the draseing reproduced below where behind a cubist structure hides a pals
penicil outline of a seated man—a swork interesting both in its relation to Picasse’s cubism of 1915 and to the drawing ap.
-
,“7:;” intimations, hawerer, scorcely. prepared his contemporaries for the shock of such works as the Vallard portrait and
the suite of drawings and paintings of friends and theatre people and, later, the neo-classic figures, which for a decade were
compete with his cubist paintings. Conservatives, and a few of the extreme avant-garde, looked on Picasso’s apostasy with
approval. Ameng the cubists naturally there was astonishment and some consternation, though a few years later many of
them took the same road. Looking back, what seoms most surprising is not that Picasso should suddenly have reversed his

Seatep Max wrrn Ams
& Crossen, Paris, 19]
meib,w.,m'ﬁ 5 (@), Tracing of the |j f i
g . L = ving
epro. from at the lefr. Cgmlf:ei':fgn‘l:}n:;m ‘i"c_wh'“ d':::::,‘ Ponriarr or Awurose VorLanp. Paris, August 1915 (dated). Pencil. Repro. from Z
1914, page 561, Man, Avignon, s bibl. 524. ' TP
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M.hﬂb! e should chﬂmﬁnﬂ“«lﬂlﬁd’ﬂﬁn

energy and power.
M:‘?:Mm s done carlier than the Mﬂ:‘;
Mdﬂcniwmwﬂ,ﬂmﬂ o}'[l':e‘
l. icusso e o cubist pel'nlinyinlhmmﬂrajl&el a
quin b-mw&vdfwmnnludumjim
Jfrom the Tratian Comedy in hiuwslyku%urhw:m
associuted with the name of Ingres, whase art Picasso
greatly wdmired.”

The influence of Ingres may swell be present in ;.lu'k A

druwings as the Vollard portrait; fllw'ﬂ"“'.‘f"‘ Same
of the distortions and contour elisions Gf(his iy figure

i and drawings of the ling decade. Picasso's
;nmm-iu the ballet and his trip to Rome in 1917 also
doubtless contributed to the formation of what is often
called his "Classic Period” which bogins ubout 1915 and
ends, except for grophic art, about 1925. What might be
called Picasso's "neo-classic™ style, however, with its
direct, vous and aften o refe to Greco-
Roman forms and subjects, does not begin until about 1920

Besides Vollard, Picasso drew the portrait of his friend
Max Jucob in the sume meticulous style (bibl. 80, p. 51).
That was 1915, the year that Jacob was baptized a Roman
Catholic, Picasse acting as his godfather.t A your luter

Guillaume Apollinaire receivced quite another kind of
baptism. Though not a French citizen he had voluntecred
for service in the French Army and had been wounded in
the head on the Western Front. He sat for Picasso in uni-
form, his bandage showing beneath his cap.

Picasso way a Soreigner and did not have to fight but
others of his friends besides Apollinaire were in the French
Army, Brague, Derain, Salmon, Cocteau among them.
His fuithful dealer, Henry Kahmweiler, was of German
birth and had to closs his gallery, yielding his réle for the
duration to generous Léonce Rosenberg. From the time
Picasso came back from Avignon in August 1914 Paris
had been o frightened and comparatively joyless capital yet
Picasso stayed there throughout 1915 and 1916, moving in
the latter year from Montparnasse to suburban Montrouge.
Only in 1917 did he leave Paris.

above: DircuiLky axp SevLissurc. Rome or Florences
spring 1917, Pencil, 2474 x 1875 inches. Owned by tht
nn'.i_n: Sclishurg was the lawyer of Otto Kahn, the
American patron of the Russian Ballet.

loft: Picasso and Massine at Pompeii, spring 1917.

THE RUSSIAN BALLET, ITALY, 1917

Although some of his cubist figures have theatrical names and costumes, P
theatre since 1905, and even then he had been concerned with the marginal theatre—circuses and traveling showes of popular
comedy, and only as a painter not a participant.

When Picasso turned again to the theatre in 1917 it was not to paint dejected and impoverished saltimbanques but to
take part himself as a designer for the most megalopolitan and elegunt of spectacles—the Russian Ballet.

Diaghilev, the great Russian impresario, had held his company tagether with difficulty during the War, principally by
touring North and South America. The Ballet left the United States oarly in 1917, arriving

icasso had shoun listle active interest in the

in Rome in February. From
Spain came Diaghilev himself, and from Paris, Jean Cocteau, the acrobatic writer, bringing with him Picasso to work on
the settings for the ballet Parade. Cocteau with some diffieulty hed persuadod Picasso to leave Paris, Picasso hatod travling,
especially in foreign countries, and besides, as Cocteau put it, “the cubist code forbade any other journey than that an the
Nord-Sud subiway between the Place des Abbesses and the Boulevard Raspail.”™*

In Rome Picasso met not only Diaghilev but also Strawcinsky, ut work on the masic for Feu d*artifice, and Massine, the
young dancer and choreographer. He dreww their portraits in rapid slashing sketches or more deliberately as in the Ingres-like
double portrait of Diaghilee and Selisburg. "' We did Parade,” Cocteau writes, "in a Roman cellar in which the troupe re-
hearsed . . . We walked in the moonlight with the dancers, and we risited Naples and Pompeii.”™*

Timee BaLierivas, 191772 Peneil and
crayon, 2315 x 172§ inches. Owned by
the artist. ‘The costumes are those of
Les Sylphides which was included in
both the 1917 and 1919 seasons of the
Ballets Russes. Picasso states that the
drawi.lg was done in Paris from a
photograph.
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Tux VoLt (7S e veex™). 1018 (dated). Oil, 56 x 3914 inches.

i
¢ : Wit de o L TTY s raned orwa i by hils Marfageilis abeliiitas onithe piarrot i
Pr s /). e 4 Lo The parallel course of Picusso’s cubist and “realistic styles is illustrated again by th ey of S SRS peen 1
ERROT SeATED. 1918 (dated), Oil, 3614 289 inch, Caslio oppasite, R
s, O e, y 105 N
104 P e

MOMA  (Lontay
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MANNERISM: Fat and Lean

The Mannerists of the 16th century in Italy, angd their
Jollowers elsowhere, in escaping elassic canons, tehethey aof |

ty or the High Renai s developed tio king, of
figure style, the one extremely elongated and elegant, the
other ponderous and bulky; and often their Sigures woere

Soreed into compact, cramped P i

Picasso had recalled both styles from 1904 to 1906 (pages i
30.33, 52). And now from 1918 to 1925 both stylistic ex.
tremes appear again. There was a suggestion of mannerism '

in the drawing of Bathers (p. 102). In the painting Beacly
Scene the figures are very similar but their mannerisic
elegance and torsion are still more exaggerated.
Quite the opposite kind of ism appears in the
Sleeping Peasants of 1919, one of the earliest and mog i

memorable af Picasso’s compositions in the “colossal™ i
style. The figures are ingeniously forced into a kind of

oblong, free-standing relief. The drawing, especially the |
head and upper part of the woman’s figure, is directly in- |
spired by the late style of Ingres, so well demonstrated in his
Bain wurque. Picasso is less sensual than Ingres and more
powerful, particularly in the construction of the com-
Jrosition.

Beacn Scexe. 1918, Oil. Owned by the artist.

SceerinG Prasants, 1919, Colored ink or crayon, 121 x 1874 inches.

Two Peasants. 1919 (dated). Pencil, 1815 x 2314 inches. Collection Wright Lodington.

This d. ing nf, 5 represent the naturalistic mean between the two extremes of mannerism illustrated opposite. The

figures are in their natural proportions wnd the details are fairly exact. The arms of the girl, the hooked lines indicating the

Jolds in the man’s trousers, even the placing of the tiwo figures suggest a coarse, vigorous translation of Ingres’ portruit draw-

ings. Yetitis Picasso's mn strong sense of stvle which pulls the drawing together, gives it strength, precision and unity.
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. Tunes Musicians, Fontaineblean, summer 1921 (dated). Oil, 80 x T4 inches Philadelphia Museum of Art
Tunrks Musiciass Fontainebleay, g 1ans, Fon 1, Summ . riladely wseam of Art,
i . s summer 1921 (dated), Oil, 801 x 8814 inche —or e e et A E G ST i
1 the Museum of Modern Art, New York. et i Y4 X G inches. Gallatin Collection.
MmoMmA
: This other version i s ; . or in color. Lacking the he side d the sense of depth g
During 1921 Picasso X r version is more complex in pattern, gayer in color. Lacking the space at the sides and the sense of depth given
onee ; - : he L ;
peinted o greay composit] m;:tfmv. o bat energies to cubism. In fact at Fontainebleay in the summer of that yedr by the perspective lines of the floor it seems a little cramped by comparison, but gains perhaps in concentration
oy, them - int y . . ' b - -
synthetic cubism, at least in iy . ’ of generally called the Three Musicians, 1chich are perhaps the high point of There is nothing particularly new about these two great paintings. Their style descends from the cubist harlequins of the
» S8 N s rectili; - o o 3 £ p v == i . :
| harlegquin and o monk, Hinear phase. In bock Paintings three over life-size figures are seated at a table: a pierrot: @ "'T‘I"’“" $ix years; their composition is remarkably similar to the large Three Banjo Play sibited in 1918 by the Polish f
| In this, the mre spaciously composed pers : '_-" vist, Henri Hayden;* and even the most bizarre motive, the arm of the pierrot at the left of the wider version, may be found .
! the effect iy sovabiry: the bt s ;n- hu‘:’"“"- a dog lies on the floor beneath the table, The color is rich and decoratives _\” ::,. a murr_ r.ufn-mr Jorm in Picasso’s own drawing done at Av |;:H-.-u in 1914 (p. 89). The Three Musicians are, rather, '
O sinister, majesty. i © strange masks and the hieratic array of the tria give the composition @ solamins authoritative and magnificent summing up of a stvle and a period. I
|5 122 123
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SWIMMING Wosay

vember 1929 (,1,‘“““
back). Oil, 5115 « 63;
inches. Owned |,
artist. 7 e

Picasso has comp used the Swimming Woman so that it may be hung with any edge up. The head is also a visual pun for a
pointing hand.

The Object with a Glove was done by the sea during the summer. The hand, made from a glove, the head of bent folt, the
hair of raveled cloth are all coated with sand. The hiead resting on the hand often appears in Picasso's art after the peasant
drawing of 1919 (p. 106) but here in one composition sbstviet head and realistic hand are piquantly juxtaposed.®

L APy ot i

AHB X1.G.10

Project yom & Moxvuest (Wosmax's Heap),
1929 (dated ). Oil.

Picasso continued 1o play with the idea of translating his
Paintings into monuments in seulpture or architecture
(above). The clouds in the sky and the tiny figures around
the base give scale to the immense head of a woman smiling
terticully like o sphinz awry.

At the right the “monument” is conceived in terms of
Bigantic, magically balancing bone-like forms, st g o
@ mowund,

Phosker yor o Moxusent (Méramonrioss). Febru
a1y 19, 1930 (dated). Oil on wood, 26 x 191§ inches.
llection Mrs, Merie Callery.
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GUERNICA: PROAND CON

In May 1937, while Picasso was painting the Guernica,
e docbared his frelings in a statement made available tuo
months later at the time of an exhibition of Spanish Re-
publican posters in New York, It had previously been
rumored that he swus pro-Franco, Picasso wrote in part:
“The Spanish struggle is the fight of reaction against
the people, against froedom, My whole life as an artist has
bwert nothing more than a continuous strugele against re
action and the death of art, How could anvbody think for u
moment that | conld be in agreement with reaction and
death? When the rebellion began, the logally clocted and
democratic ropablican government of Spain appointed me
director af the Prade Museam., a post which I immediately
acoepod, {tn the panel on which I am working which T
shall call Gueenica, and in all my recent works of art, 1
elearly express my abhorrence of the military caste whicl
has sunk Spain in an ocean of pain and death. .. "t
That Picasso felt very strongly there can be lietle doubt,
Yot the mural was painted for a public building at a world"s
Jair: it wos @ public statement intended to arouse public
feeling against the horrors of war and implicitly, at least,
against Franco and his German bombers. Therefore it has
beens asked: does Picasso in fact “clearly express his ab-

horrenc

In spite of the convulsively distraught humanity in the

Luernica it is the horse and the bull who dominate the
painting and one’s memory of it. The tuwo animals, accom-
panied anly by the woman with the lamp, appear in the
very first shetch for this mural (p. 201) and in the same role
of victim and aggressor many times before in earlier
pictures,

In The Dream and Lie of Franeo the bull is a brute
foree which defeats and then destrovs the dictator. In
Guernica the bull again appears to be the symbol of im-
placable power. To an American interviewer, Pfe. Jerome
Seckler, Picasso recently confirmend this obrious interpreta-
tian but when asked if the bull did not ropresent fascism in
a spwecific sense he roplied " No the bull is not fascism, but
it is brutality and darkness, . . . the horse represents the
people. . . . the Guernica mural is symbolic, . . | allegoric,
That's the reason I used the horse, the bull, and so on. The
misral is for the definite expression and solution of a prob.
lemn and that is why 1 used symboliam.” (Bild. 135, p. 5)

"Guernica is a groas painting, without doube™ wrote the
critic of The Springfield Republican, Elizaboth MeCans-

dand. "It speaks, however, within a limited range, to those

202

whose ears are attuned by previous experience to the fay.
guage it wses—an intelfoctual, sophisticatod idiom, re.
moved by historical events from the understanding of the
common man, What Picasso wanted was to erv ou
Words no one could fail to understand, Tnstead Je spoke,
| atheit honestly and poignantly, to those who by historical
I ctrcumstance also had come to use a language unintelligibl,
_to popular ears.” (Bibl, 27
Vernon Clark believes the Guernica to be “the culming.
tion ad absurd of all the trends, artistic and psyveho.
logical, that the artist has developed in the past™ He
argues that Picasso has used his art to mute and “de.
emotionalize” the passionate impact of the subject. Instoad
of expressive color he has used back, white and grey:
instead of a natural union of form and subject such us
Govatachieved in his Horrors of War etehings, Picasso has
combined various _,I’rarmrri' devices such as cubism and ex-
pressionism to obscure the subject; instead of representing
the subject directly, Picosso hns used an elaborate symbol-
ism; and even his symbols seem contrary to the avowed
purpose of the mural for “the bull, villain of the piece, is
the only figure in the mural that has any dignity” while his
victims are “scarecrow figures” with eves set awry and
“stuffed and clumsy” hands, “a warrior whose decapita.
tion reveals the hollow body of a mannequin,” and "o
shich in the bull ring

is o comic symbol “of the decrepit, the broken doun, the

bemuttressed, disembowded horse”

ridiculously outworn.” Clark concludes that Picasso is
mare concerned about the destruction of his own ivors
tower than about the “ruin of a Basque town.” (Bibl. 104)

The Guernica has also been attacked from the conserca-
tive right as well as from the lefe. The Director of the Metro-
politan Musewm of Art for instance cannot forgive its
"banality of overstatement" and compares it to Tennyson's
Charge of the Light Brigade. {

The Guernica has in general, however, been greatly ad-
mired§ and to such a degree that hostile criticism is ulmost
drowned out. Yet not even enthusiasts would deny that
Picasso has spoken of world catastrophe in a language not
immediately intelligible to the ordinary man. For better
or for worse Picasso has used his own language which is
neither traditional nor journulistic nor demagogic. And,
if this work of art does not entirely explain itself, it van be
defended very easily: let those who find the Guernica inade-
quate, point to a greater painting produced during the past

terrible decade or, for that matter, during our céntury.

Detail of Cuernica,
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Such u portrait as the Gicl with Dark Haie (opposite) is remarkable not so much for its Jormal metamorp hosis as for its
peyehological intonsity, The redistribution of features is far less radical than in cortain heads of 1928 (p. 154), After one has
et usedd o them, these dislocations, which in actuality would be unbearably monstrous, seem to reveal a personality, or at loase
fa create a presence, with uncanny insistence. Actually the portrait resembles the subject sufficiently 1o be a recognizable fike.
ness but the fascinating almost hypnotic power of this mask springs not from the brunette charm af Mademoiselle . M, but
from the dark magic of the artist.*

Although the dislocation s, which imply a time element, are inherited from cubist simultaneity (p. 68), the rich, strong color,
the sensuality of painted suurfuce and the emational character of the distortions brings Picasso’s work of this kind within the
general area of expressionism, perhaps more than of cubism or aof surrealism. However, the grotesque extravagance of the full-
length portrait of the same lady (p. 223) and its systematic quasi-cubist style far exceed the spontaneous and usually more
naturalistic bounds of expressionism, :

The fived staring eves of the portrait opposite tend to stabilize the total impression of the mask in spite of the contrifugal
Seatures. But in the portrait of the poet Sabartés, below, the axis of the head is ambiguous, the contours plastic and fluid,
The spectacles turaed toward the right pull against the sharp-nosed profile which faces left and slightly downwards, The
realism of the modeling and of the eyes behind the thick lenses increascs the tension of ﬂn'nj’u:mrlnm.‘ -'alm' disquieting and

rertiginous portrait.

opposite: Gme witin Darg Ham
(Powrmarr oF 1), M.), Paris, March
29, 1939 (dated). Oil on wood, 2334
by 1774 inches. Private collection.
Powrmarr oF Sapartés. Royan,
October 22, 1939 (dated). Oil.
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ROYAN: 1940

In the most serions and characteristic paintings of 1949
Picasso eliminates the linear elaborations of the figuro on
the previeus page and, for the first time since 1937 (p. 199),
produces simple, sculpturesque, sharp-edged voltmies by
vigorois modelling and cast shadows, The m-mm-m'n;.'
clarity of the Head (left) and the powerful forms of the
Nude Dressing Hee Hair (opposite) contrast wigh the fla
arabesque of the Stll Life with Ecls (below). This silt life,
like that shown on page 269, roprosents the casual, paty.
ralistic style to which Picasso returns from time 1o tirme,
perhaps for refreshment and relaxation.

Ul three of these canvases were painted in the ligls sod-

port of Rovan in March, 1940, The large

hoad of a mun
shown in the photograph of Picasso on puge 2484 ix i

parently of about the same period.

Heap. Koyan, March 3, 1940 (dated). Oil on paper,
2514 x 1815 inches. Collection Pierre Loch,

below: St Live wirn Egvs. Royan, March 27, 1940
(dated). 03il, :
Praris.

Y4 x 37 inches. Louise Léiris Gallery,

AHB

X1.G.10 [
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Nupk Daessing Hex Ham. Royan,
Cahiers d” Art, bibl. 80.

March 5, 1940 (dated on back). Oil, 5114 x 384 inches. Repro. from

225




PARIS UNDER THE NAZIS: 1940-1944

Picasse had been urged to seek safety in the United States
ar Mevico but instead he decided in October to return to
Paris to bis ancient many-roomed studio on the rue des
Grands Augastins, There he lived for the duration of the

war,
Picasso's life in Paris during the German occupation
has been embollished by journalistic legend, Al the faces
are nat yet available but it is cortainly true that for many
reasons e could scarcely have been persona grata to the
Nazis. Ho was not a Jew nor at that time a Communist but
he weas reported to be both, His art was anathema to Hiter.
For many years he had been the most resowned and for-
midable master of “degenerate™ art, the Kunstbolschewis-
mus which Hitler hated and feared; he had mercilessly
lampooned Hiter's faithful ally in his Dream and Lie of
Franco (p. [197), had given money to the Spanish Republi-
can catse, and had puinted Guernica on the occusion of the
destruction of a Spanish town by German bombers, thereby
ereating the most famous of all anti-Axis propeganda
pictures, Yet the Germans permitted him to return to Paris
and live there wnharmed for almost four years, Why? A
precise, detailed answer cannot vet be given, but several
interrelated factors contributed to Picasso’s safety: his
stature and world-wide fume as an artist gave him o certain

immunity in the eyes of the Nazi officials who were coger

A Connmon 1 Sonpin's Horer, Picasso's sketeh for the
fieat scenc of Act 11 of his play Le Désir attrapé par la
guena”. In Picasso’s words the seene opens with “the
of each guest in front of the door of their re :
with pain. The feet of Room No,
chilblaing my chilblains.” The fe No. 5: "My
chilblains my chilblains,' ™ :"[::‘" et Mo

226
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3: "My chilblains my
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as a matter of policy to win eredit in the eyes of the worlid
by soma show of solicitude for the cultural values, worky of
art, and distinguished artists of the conquered COuntrins
Several Nazis came to see his pictures but they seem g, have
made no successful overtures to him as they did o several
other well-known artists of Paris. Indecd they forbade hig,
1o exhibit publicly in spite of the fact that so advanced o
painter as Brague was permitted to hold o large one.man

show,
Though Picasse was personally unmolested during the
German he was maliciously attacked,} not 3o

much by the Germans it now appears as by the French {and
American) collaborationist critics and artists, some of
them reactionaries s old as Pétain, others Jealous con.
temporaries of Picasso who were pleased to foin in the
chorus which denounced him as a charlatan, a Jew,§ a
decadent pornographer, or a psychotic. André Lhote ioho
had been & cubist before 1914 and always an eloquens
champion of French classicism, lived, like Picasso, through
the Occupation. " Never," he wrote after it was over, "never
was independent art . . . exposed to more idiotic annoy-
ances or ridiculed in terms more absurd . . . *Into the ash
can with Matisse!" and "To the booby hatch with Picasso!”
were the fashionable cries™ (bibl. 312, p. 6).

Ficasso made no reply to these cacklings which were
nothing new to him, though the German victory had greatly

i their intensity. Th / the )

& ]

period he lived quietly, sharing the common difficulties of
cating and keeping warm (which he refers to in a neo-dada
play called Le Désir attrapé par la quene®). With Vichy
and Berlin he made no compromises; at the same time he
made no overt gestures against them, unless one may count
his reputed handing out postcards of Guernica to German
visitors|| or his attendance at the funeral of his old friend
Max Jucob who died in 1944 in a concentration camp. He
did not take a military part in the Resistance movement, yet
as the sad, confusing, humiliating, heroic years of the
Occupation passed by, Picasso, because he stayed in Paris
gradually d-a rile of
great symbolic importance which in the fall of 1944, after
the Liberation, approached apotheosis.

—and d Picasso-

PAINTING: 1940.-44

During the occupation years Pieasso worked with his usual
incredible energy which he was able to canalize into his
painting and sculpture with less interruption or diversion
than in peace time.

To judge by the paintings which have been rrpmd"m!

Seaten Wosax. Paris, Sep-
tember 1941. Oil, 5114x 3814
inu:hee.‘ﬂwml--brﬂ:nmiﬂ.
Repro. from bibl. 135,

Picasso soon gave up the strong three<dimensional effect of
such works as the Nude Combing her Hair done at Royan
in 1940, Possibly the sculptural character of some of his
best Royan paintings had served as a substitute for seulp-
ture itself which may have been impracticable in his tem-
porary quarters in the litthe town. Once back in Parisin the
fall of 1940 he wwas able to work at his sculpture in the large
studio which he set aside for that purpose (p. 239).

In any case Picasso returned to a flat, two-dimensional
made in his painting during the winter of 194041 and has
continued dowen to the present to keop his pictures fairly

near the surface of the canvas with the exception of a fere
rather eonventionally modeled portraiss.

It appears that the paintings of 1940 and early *41 are
Jairly subdued in tone but as the yoar wore on Picasss
painted a number of figures und still lifes of cxceptional
gaiety both in color and pattern. The cirelo-dotted Mus dress
oftheScated Woman is spread against angalar quarterings
of the brightese green, red, white and blue-violet. The in-
sistent angles of this and many other canvases of Picasso's
past five yvars recall synthetic cubism, though the images
are never so abistracs as the harlequins of 1915 (p. 92).

287
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Powrnarr or D.M. Paris, October 9, 1942 (dated on back), Oil, 361 x 2834
inches. Louis Carré Gallery, Paris.

The simplifications and slight dislocations in this Portrait of D. M. heighten the vivid intentness of the image without
obviously departing from natural appearances,
The impact of Picasso's obsessive concern with distortion and dislocation is perhaps strongest or, at least, purest when the

woman’s head for instance, When he turns loose the dynamics of
his recent style on a subject such as the Fiest Steps (opposite) the effect is ambiguous for the distortions then seem to enhance
the ariginal subject rather than destroy it. In a sense the get of the child taking its first steps is funny or touching; but for the
child himself it is a moment of crisis in which eagerness, determination, insecurity and triumph are mingled. Through
his drawing, composition und magiified seale, Picasso suggests the momentous ﬂ'ﬂn‘llﬂ of the scene, not its charm. In this
large cunvas the child is well over life sizo so that his raised oo, his face puckered with effort, and the over-arching figure of
character as well as the intensity of @ Romanesque mural, The human and

arkable, and so is the continuous flat shape formed by the mother's face it
cssa’s most notable recent paintings,

subiject in actuality might n'arn:!lu’:rrl'i-ﬂm”_\'prrlﬂ'. @ Young v

the mother take on something of the monumental
Sormal relationship betwoen the oo heads is rem
nape. In design and foeling this is one af Pi

232

e

Finst Sters. Paris, May 21, 1943 (dated on back). Oil, 5114 x 38} inches. Repro. from Cahiers & Art,
bibl. 80,

233
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Worax wirn i Stuirkn Bopie is, S or
3 § 1CE. Paris, S, s
-~ Laptiin Cavee Gall = Pacis, eptember 20, 1043 (dated on back), Oil, 40 x 3214 inches,

'f'hrfutvoflhe Woman with the Sy odi nostrils and
Striped Bodice resomibles .
i s P 1ce resembles an uhuml’)’hﬂrﬂn’d three-plined slab in which eyes, nostrils a

AHB
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Wosax 18 o Wicken Cuam. Paris, September 24, 1943 (dated on back). Oil, 40 x 3214 inches.

Louis Carré Gallery, Paris.

In the Woman in a Wicker Chuir Picasso wses the insistont eyes to establish a rigidly frontal axis from which he unhinges

S wE r Jike
mm““‘”}' profiles, complicating the result by contradictory cast shadows. The bodica Il::l:!‘u its Arcimboldn texture
and pattern from the wicker chair; chair and bodice merge ut the shoulders. (See note to p. 219.)

235




These four canvases stiggest the variety and strength of
Picasso’s still life composition during the last two years af
the Occupation period. All show some vestiges of cubism in
the angular cutting of shapes and shadows, the free handling
of perspective and the extension of profiles into space (for
example, the curve of the back of the chair in
reproduced above). Hewever, as in most of his recent still
lifes the charactoristic shapes of shjects are noc disinge.
grated as in cubism, but are JSortified by the use af heapy
dark contours,

the picture

SkuLL axp Jue. Aogust 15, 1943 (dated
inches. Louise Léiris Gal lecy, Paris,

236

). O4l, 20 x 2414
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CuatR witn Grapionas.
Paris, September 17
(dated on back). Oil, 3
46 inches. Owned by the
artist.

AHB XI.G.10 [

St Liee witn Canove. Paris, April 4, 1944 (dated

on back), Oil, 2334 x 3614 inches. Louise
Léiris Gallery, Paris,

Tomaro Prant. Paris, August 4, 1944, Oil, 201 x 37 inches. Owned by the artist.




Pricues aso Canoie, Paris, February o, 1945

opposite above: Panis. Paria, Fe bBrvary 26, 1945 (dute

apposite below: Sttt Live WITH A SKuLL, Paris

How would it be possible to forl no interest iy other people

and by virtue of an iy ory indifference to degu

h yourself
Jrom the life which thivy 3o Copiouny bring you?

No, paine.

ing is not done to decarage Oparvaents. It is an instrumeng

of war for attack and defense againsg the enemy," "
Pleassa has been trye 10 his words, Since the

Liberation
his senddio has boen e Evory tower bug .

I eonter of ¢ L T
activity. For a while he cordially e

feomed eraigry and
Journalists, epen opening hiy

studie atice o woek in crowdy

of bevildered G.1.y and other allion troog,
bours. He served on Conmitioes
artists, to help
intelloctuals

o1 sightseeing

clivose Froneh wur
his refugoe country TN, o or

nize Fropel
Jor the sapport of Repudiicgn

pain. MHe ge.

248

dated on back). O4L, 3314 x 43 inches Louis Caref Gallery, Paris

il on back

v March 14, 1945 dated ). ORL Owned by the artist
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H, 32 x 48 inches, Lowis Carre Gallery, Paria

' us -
cepied his rile as a public figure, though not without on
ing his friends some misgivings,

tnd he continued to paing,

PICASSOrS PAINTING: 1945

Early in the fummer of 1965 an echibition of thirty can-
ises painted by Picayso since 1940 supplemented o
larger Sulon show of the previous Jall, The paintings of
1945 suggest no dissipation of his energies as an artist
though, with pne impartant exception, they mark no ma’ll
cully nmg departures, The Still Life with a Skull "'r"-”'?"k g
s one of tioo Paintings Picayso exhibited at the Salon
2" Automne of 1945,

XI.G.10
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Notes to pages 117

PAGE 14 .

* This condensed account of Pieasso’s early years in
Spain (1481-1904) is based on Miguel Utrillo (bibl.
478); Merli (bibl 293); Rafael Benet (bibl. 43);
Guillermo de Tarre (bibl, 171); Ramén Gémez de la
Serna (bibl. 195); Profossor José Lopes-Rey of New
York University and Smith College (conversation and
earrespondence): and Picasso himselfl (questionnaire,
Octaber 1M5). If, as is reported, Picasso’s old friend
Juime Sabartés is at work on a biography, a more
complete and dependable story of Picasso’s youth will
be available. All the Spanish publications, especiully
the article in the standard Enciclopedia Universal
Tustrade (bibl. 350h), seem confused and inaceurate,
Carles Junyer has elurified certain problems (ques-
tionnaire, 1945),

I The many confusions which obscurs the Picasso legend
begin with his name. There is general agreement that
his father was Busque. (Prampolini, bibl, 376, p- L,
may be right in giving his fathee's name as "Blasco
Ruiz y Etcheverria.") Most authorities aceept the

legend that his mother was Italian in origin. It is true
that Picasso is & Genoese name—in fact there was a

Genoese painter Matteo Picasso (1800—c. 1866)

whose works now hang in the Palazzo Rosss renoa;

but Pablo Picasso, according 1o Guillermo de Torre

(bibL 171), denies hi blood, explain-

ing that his ¥ " Picaz vis Ttalia o

while ane of his Spanish ancestors

Picasso is in any case an old M
Picasso’s father died May 3,

Jumur_\- 17, 1938. (Carles Juny er,

1945.)

8 living in Tt v.
nime,

: his mother,
Juestionnaire,

1 At Malaga Picasso’s father was a professor in the
Escuela de Artes v Oficios.

At Corunna where his father was professor in the
Escuela de Bellas Artes, the small artist had his first
one-man show in the doorway of an umbrella maker's
shop—Ramin Gémez de la Serna (bibl. 195, p. 39),

One Spanish biographical note states that Picasso
#peat some time during his childhood in Pontevedra, s
town in the northwest corper of Spain (bibl 171, p.99),

PAGE 15
* The story of Picasso's academie triumphs is ropeated
by Merli (hibl, 293), Zeevos (bibl, 324, 1) and others

without question. Picasso, presumably, read oyer
Zarvos' account before publication,

PAGE 16

* This briefl description of Picasso's Barcolona back-
ground is deawn in part from Merli (bibl, 203). Merli,
however, neglects the non-French jnifye
Appear so strongly in the magazine Joventy
other hand these nee greatly exagrerated
who goes so far as 1o say that the

52

es which
L On the
by Soffici
Barcelona Mg -
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zine Pal & Ploma is derived from Jugend of Mumi
when, ohviously, it is thoroughly French and
German at all in inspication (Libl, 102, p. 25), bl
Merli calls Picasso the corifen, the Jea
younger cirele (bibL 293, p. 15); Carles
members him rather as the "l!rnjnmin"
nuire, 1945).

ler, of the
Jll.lly’u- re.
(question.

{ Casas’ magazines were P3l & Ploma (Brygj nd Poy)
and Forma., P#l & Ploma, 1899-1904, with Cagas s
art editor and Utrillo as literary editor, wag at firsy o
bohemian and “artistic” weekly, then after mid-190]
a serions monthly which reviewed contemporary
Spanish art and the art of the Spanish past includine
carly articles in praise of El Greco, Catalan Romap.
esque, ete. Forma, 1902-1908, continned and ey,
panded the rile of the monthly Pal & Plomg,

i The Enciclopedia Universal Hustrada (bibl. 350h)
gives 1900 as the date of Picasso's firat show in Har.
celona, but Merli who dates it in 1897 ix quite cir.
enmstantial in his account (bibl. 293, pp. 18-19). For
a review of the exhibition see bibl. 407a.

Concerning the pris ing: Prof; Jont
Lopez-Rey believes it to be the bust of a girl, more or
less in the Lautrec-Steinlen manner, w ich for
lay forgotten in the storerooms of the Muse
Modern Art in Madrid (letter to the author, October

inning |

1945). Guillermo de Torre confirms the picture’s
negleet, says it won a Third Medal, but does not de.
scribe it (bibl. 171). The Enciclopedia Universal us-
trada states that he painted o large and unigue picturs
in the Catalan village of Valldama (appareatly in
1900 or 1901) and with it won an honorable mention
in the Madrid Exhibition (bibl. 350b, p. 516). Sinco
Picasso was in Madrid from January to May 1901, it
seems proh

period,

able that the prize was won during that

¥ The address was no. 8 calle Conde del Asalto; the

year 1899-1900; the rent was payed largely by Angel
F. de Soto —according to Carles Junyer (question-
naire, 1045),

PAGE 17

£50's ceramics are menti
P- 22). Picasso’s frescos are mentioned Iyy Merli (bibl.
293, p. 22) and in the Enciclopedia Universal HNustrada
which states t they were done after his return
from Paris (hihl, 350b).

b Joventius was ediged by Lluis Via (literature) and Alex-

andre de Riquer (art and illustrations). Besides cons
temporary painting, sculpture and photography it
published cer older works such us a Romanesque
sculptured tympanum and a Crivelli Pietd.

Picasso's d wing for Bridgman's El Clam de las

Verges shows o half-length nude woman apparently

Collection:

f
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Picasso: Wustration for Joan Oliva Bridgman's Ser 6 no
ser. Barcelona, 1900,

dreaming of the man whose apparition emergen E.r-.nll
the background (issue of July 12, 1900, P 345). The
head is extraordinarily like that of a nude in 2 photo-
graph illustrating an earliec poem by ; Bridgman
ﬁ.—\pril 26, 1900, p. 169). For Ser ¢ no ser Picasso drew
u stormy sea with some rather medieval boats breast-
ing the ;u\-eu (August 16, 1900, p. 424); repro. above.

It was Utrillo, editor of P&l & Ploma, who gives lhl.-
rival Joventut priority in having published Pirasso’s
first drawings (bibl, 478, p. 17). ) Bl

Joventut, with the Picasso illustrations, is in
Widener Library, Harvard University.

s = Pal &
{ Picasso’s caricature of Rusifiol appears in Pél &

Ploma, 11, no. 65, December 1, 1900, p. 4. Titles of
other drawings and the issues in which they appear

are: Rastaquoéres, 111, no. 80, September 1901, p.

110; Caricature of Mir, 111, no. 81, October ::::;‘
p. 160; and Bailaora, 1V, no. 100, December i

p- 368,

Pil & Ploma did not devote a whole issue to p“.'\ﬂw’
a8 Merli states (bibl. 293, p. 10). But in its first =i
as a monthly, June 1901, Utrillo wrote a short anc
favorable article—perhaps the first s !'""“”" roped:
ducing some of his drawings and a vivid pencil Fg}
trait by Casas, reproduced on page 12 (bibl. 47 it
Later, Forma (1904, p. 374) published an -_ul |In'lrr!l
by Sebastién Junyent of Picasso standing before

La Vie (cf. p. 27).

Complete gets of Pal & Ploma and Forma are in the

Frick Art Reference Library, New York.

Merli states that "Picasso founded in B"mlnuf .

Notes to pages 17-22

PAGE 19

* Much of this account of Picasso’s life in Paris from
1900 1o 1906 is based on Zervos (hibl. 524, 1), Level
(bibl. 256) and Fernande Olivier (hibl. 325).

t Berthe Weill: I bought from Mafisch the first thres
canvases Picasso sold in Paris,  series of bull fights:
the three for 100 france. I sold them right away for
150 francs to Adolphe Brisson, editor of Annales . . ...
to M. Hue, an important painting Le Moaulin de la
Galette, sold (eh! eh!) 250 francs! ... " (Bibl. 495, pp.
65, 67)

i The longest account of Picasso’'s Madrid period is
given by Gémez de la Serna (bibl. 195, pp. 39-42). He
states that "un sefior Soler . . . del "Cinturén *;:
trico’ ™ founded & periodical Ji { the "
of which bore the name "), Pablo Ruiz Picasso™ as
art director; and that this Jusentud is not to be con.
fused with another magazine of lhr.eln:c name ?f
which only two bers app App
Gémez de la Serna confuses oue of the two with Arfe
Joven.) Gémez de ln Serna also says that Picasso
s0ld several dork-toned and fairly conventional can-
vases of Spanish life to the collector Hualin.

§ Merli implies incorrectly that Arte Joven was pflli‘
lished during Picasso’s Madrid visit of 1896 dub‘l.
293, p. 17). That Arte Joven was published in Madrid
between Janvary und May 1901 s (‘ﬂllrll“lﬂf.'dl by
Picasso himself (questionnaire, October igkf_-j. Utrillo,
writing of events which had taken place just a few
werks before, savs that Picasso "and the writer Soler
founded Arte Joven™ (bibl. 478, p 17). Professor

Lopez-Rey gives the full name of Picasso’s collab-

orator as Franvisco de Asis Soler (letter to the authoe, —=

Oetober 1945), Zervos also mentivns Picasso’s Madrid
period and Arte Joven as of the year 1901 but d.ate:
all the Madrid drawings and puil‘.{tln.{;i as of 19001
(Bibl. 524, 1, lish text, page XXIV and pl?m 1?.
18, 19) The suthor knows of no r-eutd of Plun:;hl
having been in Madrid in 1900. Carles qugl_:’ld.
that Ramon Reventos of Barcelona was a thi
laborator (questionnaire, 1945).

Soffici Yeaseo in Paris in 1900 or
Ardengo Soffici, who met Picasso in
-bl:mor':'l‘\E after, reports that they dte;dcnmmmd
cach other in muscums “where they upon good

painting, old and new.” In the Luxembourz, Picaso

ionists; at the
jed in the room of the lmpuim n ¢
!li.r“f\lr":. Soffici recalls that Picasso liked Lg_;gum and
Phoenician antiquities (bibl. 446, pp- 365-66).

PAGE 22 i various and
o tions” of the blue period are va
e o heei suggeated: that Picaseo used

review entitled Renacimiento” in which, in

of Ramén Casas, "he was his own unique m:::l:‘:;
tor” (bibl. 293, p- 25). Picasso ufr.lln never it
beard of this venture (questionnaire, October

i ight by &
A rome because he painted at nghl‘
::::B:mnmﬂl made it difficult to use m.d that
he was 100 poor to buy & vanety of colors M—m




Notes to pages 2243

fore used only one; that he was, perhaps uioon-
sciously, influenced by the prevalence of blue prints
which were widely used at the time by amateur pho-
tographers as a cheap substitute for other and more
permanent positives, Geetrude Stein says the ‘bll‘ir
period was the result of Picasso's return to Spain in
1902 when the monotony and sadness of Spanish
eoloring influenced him after his Paris sojourn (bibl.
458, English edition, pp. 5-6). She, like Merli, ignores
the fact that Picasso began to paint blue pictures in
Paris in 1901 before he went back to Barcelona,

I Nonell and Picasso: During the mid-90's Lsidee Nonell
painted landscapes in an impressionist style. He was
in Paris from 1897 10 1899 and showed at Berthe
Weill's and Vollard's. He returned to Barcelona in
1899 having changed his style under the influence
of Daumier and, apparently, van Guogh and L
Oredinarily, he painted single fi
men or desperate, poverty

oe.
igures of gypsies, mad-

cken women with
hunched, shawled shoulders and emaciated profiles.
His colors were dark reds, greens and blges,

Some of his figures and his method of eross hateh-
ing in draperics and background resemble Picasso's
blue period pictires but his date ngs which

socm closest 1o Picasso are almost gl rels

ely late.
Merli insists on Nonell's influence on Picasso both
in fignre style and color: ™A la vista de la limitada
paleta vsaids por Nonell, soncibe Picasso sus cuad
en los que predoming la gama azul.” (Bikl, 293, p- 35)
Rafael Benet statos that “one of the glorics of Nonell
i his influence on Picasso,” (See "lsidro Nonell com
a bandera,” Art [Barcelona), 1934, no. 10, pp- 291.
316, with many illustrations, ) Benet elsewhere speaks
of the effect on Picasso of Nonell's paintings of the
idiots of Bohé (ef. the drawing reproduced on page
29). He adds that Picasso began his blye period in
Barcelona (bibl, 45, PP- 3-4). This is searcely trye
since the blue canvases reproduced on pages '.53. 24,
25 of thie book were painted in Paris, ag well as the
transitional picture, Page 22; that is, if Zeryos® dating
of these paintings is correct, Carles Jun
influence of Nonell upon  Picasso

5

ver denies the
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stamps his borrowings with his
character.

PAGE 30

* Questionnaire, October 1945,

WO nmiypy i

PAGE 31

* Fernande Olivier, Picasso et ses amis, Parjs, 1933,
P 25. These memoirs are the liveliesy and mogp g,
tailed account we have of Picasso's life d“l‘iﬂs the
years 1904 to 1914. She attests to the very real dis.
tross of his life at the time they first met, Yor Iookins
back, she asks, "was the work all cerebral, as [ have
understood it since, or did it record a profound and
desperate love of humanity, as T thought 4l
(Ibid., p. 325)

PAGE 37
* When asked if he had known Rilke. Picassoy replied
yes (questionnaire, October 19 13).

en?"

{ Leishman and Spender analyze the relation between
poem and picture in some detail (bibl. 406, American
edition, pp, 101-04). Rilke saw in the giant letter D,
0 clearly composed by the group of ac obats, "des
Dastehine grosser Anfangsbuchstab . , " (ihe great
initial letter of Thereness , . 2 ]

% Shehukine bought fifty of the fifty-three Picassos now
in the Museum of Modern Western Art, Moscow.
Many of them were large oils, including those illus-
trated on pages 61, 62, 64, 68, However, according to
Gertrude Stein, Les Demoiselles d"Avignon was too
difficult for him (bibl. 458, English edition, p, 18),
Fernay ier notes that it was Matisse who first
brought Shehukine to Picasso (bibl. 325, p. 143).

PAGE 38

* The two most important exceptions are a bronze
cubist head of 1909 (p. 69) and the painted bronze
Glass of Absinthe of 1914 (p. 90). There were, of
course, many constructions in paper, wood and metal,
done from 1013 on, which are sometimes elassified as

1945), Junyer knew both artists well. h '
PAGE 29
* The mannered pose of The Old Guitarist hns been com-
Ppared to the bearded, croas.legred vigl Players of the
12¢h century Gloria Portal of the church o’f Sqntingu
de Compostela (hibl. 276, pl I1).
Much remains 1o he studied in the firs dozen years
of ‘I'il-nsau'l art, The mannerisms ang archaisms
£ain seem derived from
many sources—Egypt, Greece and its provineia)
tradition in Spain, l!amunmpm and Gothie art, 16ql
century Spanish Painting. In varigus combinations
lhc?' are fused with contemporary influences, directly
or indirectly from Paris, But after 190 l‘imu,;.
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Ipture (cf. also p- 86).
PAGE 39
* Geiser, |
PAGE 43
* Picasso says he met Matisse in 1905 (questionnaire,

{‘h"tulurr 1945). Gertrude Stein says the two artists
i‘_rsl met in the fall of 1906 after Picasso's return from
Gosal (bibl. 458, English edition, p. 22), The memory
of neither js dependable,

sibl. 179, reproduces the whole series.

! La Coiffure seems g0 advanced in style when com-
pared with La Toilette (p. #4), for instance, that the
author woyly e inclined to put it in 1906, perhaps
8ter Gosol. Picagao, however, supports Zervos® date

of 1905 f""“"’““"““ﬂ October 1945).

Collection:

X

PAGE 45 livier speaks of the summer at Gosol as a

A ]‘tcﬂﬂ“::r?l’imm. improved in health and spirits,
U o with great regularity (bibl. 325, p. 116). She
wark: the trip to Gosol was financed by the sale of
says

h',- v canvases to Vollard for 2000 francs, about
thirty

§400 (ibid., p- 58).
r,J'LF;L if & been considerable confusion about the de-
g t af Picasso’s work during the crucial years
"h:fu“:l:lnd 1906. Zervos (bibl. 524, 1), for instance,
u_f s e fourteen works as done at Gosol in 1905,
.Iuefr E:": La Toilette, the Woman with Loaves, the
l;.:r:nnn‘:aml the Boy with Caule (p. 48). But Picasso
was never in Gosol in 1905 and has l..'nuﬁrmrd the ti"'
that he went there only in 1906 in a conversation
with Kahnweiler (letter to the uu.:l_h_nn l}rleevmlm-
1939). Kahnweiler believes that La Toilette, ."rm:mdr
(certainly), Woman with Loaves were all done at Gosol
i.n the un.mm-_-r of 1906 (letter to the anthor, Nn\":u:,
ber 1944). Through Paul Rﬂse‘nhm'g, Jllk]_v 1 1}_._
Picasso himself has l:nll:lrlllfl] Gosol, 1906, as the
ac of La Toiletee.
I.L'.I‘I:;;::;it:]-nl“cl{l.’f n{: the Woman with Loares wos an
error .mnde. by Pieasso when he ﬁignr.il the riulni-l.n
vears after it was painted. It is sometimes Iun.v- “r,
an artist to remember the precise year when a I”llll.“.r.'
was painted, but easier to ember .1h1- .|; .ulu .
Doubtless because of this, Picas e 1o f.vrl\ s |I|:—_
right provenance for other Gosol n;:.«l, li!:.l ;,.]l
wrong date. Picasso has recently o nfirmec 'tl. ; |. o
that the Woman with Loaves w.‘la—p.\ullnd in Gosnl
1906 (questionnaire, October I.'}iaJ. e
The Gosol paintings range in al:vll.'_ from .1. m-| %
soft classical manner to the beginning of archai
severi awing and modeling.
"‘:ll:lr:"\-::ii? I.'l'lni{:‘\'l‘i the following were 1[..'?" at
Gosol in the earlier part of the summer of l“\llfn. .
Standing Nude, govache, Cleveland  Museum
7 il 146) s
;:t::;:.a (’I:I.‘ l.mn:ﬂi C. Hanna, Jr., Cleveland
Zervos 1, pl. 147) .
f:s ;In'ak-,«rz:wrs. oil, (Zervos I, pl. 150) 3
La Toilette, Albright Art Gallery, Buffalo, o
;‘ll-:'rf:t!}ldc Olivier, oil, private collection, Cam-
bridge, Mass. (p. 45) .
and the i::lkawing during the 1:11»;' ];a;l}uf the summer
Nu Couchét, oil (Lervos 1, pl. 1
"'uﬂg:‘:l with u(Krn'flin. gollucl-ll‘; T. Catesby
Jones, New York (Zeevos 1, l)l- 143) Py
Bay with Cattle, gouache, Columbus !

(p. 48)
'\

: ; m
Woman with Loaves, oil, Philadelphia Muscs

(p- 47) Topeester
Two Women, drawing, on loan to W

| Museam, (Zervos I, pl 159)

Notes to pages 45-46

Peasaits from Andorra, deawing, Art Institute of
Chicago (p. 46)
Standing Woman, drawing, Mrs. Mary Bullard,
New York
In the author’s opinion several other paintings now
dated 1905 should, on the evidence of the Gosol pie-
tures, be dated 1906 though the chronology of many
paintings of this period is still unelear, particalarly as
Picasso may well have carried on two parallel styles
simnltancously.

Jusus, 1597-99.
Toledo.
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Notes o pages 56-39

The painting secms to have been publicly ?shnblfﬂl
for the first time in 1937 at the Petit Palais during
the Paris World's Fair. That was after the death of
the collector Jacques Doncot who years before had
had it set like a mural painting into the wall of the
#tairwell of his house,

| An amalytical comparison of Les Demoiselles o Avig-
maon with Matisse's Joie de Viere woulid be rewarding.
Both were completed in the year 1907, the Picasso
probably later than the Matisse, Both are very large
compositions of human figures in more or less absteact
settings, the Picasso a draped interior, the Matisse a
tree-borlered meadow. In both, color is freely used
with a broad change of tone from left 1o right. The
Picasso is compact, rigid, angular and austere, even
frightening in effect; the Matisse open, spacious,
composed in fowing arabesques
Picasso was the boginning of cubism; the Matisse
was the culmination of fauvism. The Picasso lived
a "private life” for thirty years; the Matisse made a
sensation at the Salon des Indépendants in 1907 and
has been famous ever since. Both canvases were
epoch-making.

PAGE 57

* For earlier compositions of nudes which point toward
Les Demuiselles d' Avignon see Zervos, bibl. 524, I,
plates 147, 160, 165. As already noted Zervos illus.
trates altogether fourteen compaosition studies besides
the three reproduced on page 56.

¥ in spirit. The

t According to Zervos, Picasso recalls that André
Salmon gave Les Demoiselles d Avignon its title
(Zervas, bibl 524, 11, p- 10). Kahnweiler, in a letter
of 1940, writes that the title was given the picture
shortly after the war of 1914.1918, possibly by Louis
Aragon who was at the time advising the colletor
Jacques Doucet 1o whom Picasso sald the painting.

In his Der Weg zum Kubismus, 1920, Kahnweiler
calls the painting simply “a large painting with
women, fruit and curtaing,’™ but gives it no title, an
omission which confirms his opinion that the name
is post-World War L. Fernande Olivier writing of
the perind 1904-1914 docs not mention the picture

by name in her memoirs first published in 1931

(bibl. 325). The painting was reproduced for the

first time with its present title in Lo Révotution Sur.

réaliste (Paris), no. 4, July 15, 1925, André Breton,
the editor of this magazine, says that it was he who,
around 1921, persuaded Doucet to buy

but he eannot recall who invented the it

the picture,
le.

1 “"Postscripts” of this figure are roproduced in Lervos,
bibl. 524, 11, nos. 44, 45, 47,619, 621, 623, 664, 671-76,

PAGE 58
* For a general account of the "discovery” of African
Negro art in Paris see Goldwater, hib), 193,

258
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PAGE 59
* For Picasso’s aceount of his own llilmvcry 860 firgy
note to page 56.

Kalmweiler, who began to buy from Picasso i 1907
and became his dealer in 1908, knew him well ang
kept photographic and chronological records of Mgl
of his work. Kahnweiler deseribes in some detail
Picasso’s development during 1907-08, including f .,
Demoiselles, but does not mention Negro apy until
he comes to early 1908 (bibl. 240, pp. 17-23), Oy the
other hand, Kahnweiler does not mention Picassg’y
interest in Iberian sculpture at all, nor, apparently,
does any other historian or artist, including Picasso
himself, until 1939,

Warnod quotes Henri Matisse in a discussion of
Montmartre in the days of the "bateau-lavoir™s

"Warnod—C'est vous qui avez apporté li-haug

art négre?

"Matisse—Je passais allors souvent rue de Rennes,
devant la boutique da pére Sauvage. Dans son étalage
il y avait des statuettes nigres. Ietais frappé de lour
caractire, de la pureté de leur lignes. C'etait beau
comme de art égyptien. Alors j'en ai acheté une ot
la montrai i Gertrude Stein, chez qui j'allais co
jour-li. Voili que survient Picasso. Toute de suite
il en a été cnthousinsmé, Tous se sont mis alors i
chercher des statuettes nigres. On en découvrait
alors assez aisément.”

André Warnod, "Matisse est de retour,”
Arts (Paris), no. 26, July 27, 1945, p. L

Gertrude Stein confirms Matisse's story and indi-
cates the date, although her chronology is often
uncertain. She writes: “Upon his return from . . .
Gosol, he became acquainted with Matisse through
whom he came to know African sculpture.” (Bibl
458, English edition, p. 22) That would have heen the
fall of 1906,

t Picasso’s account of the purchase of this painting is
reported in Florent Fels, Propos d" Artistes, Paris, La
Renaissance du Livre, 1925, pe 144

"Rousseau . . . represents perfection in a certain
category of thought. The first work of the dowanier
which I chanced 1o purchase obsessed me from the
moment I saw ir. I was walking along the Rue des
Martyrs. A second-hand dealer had piles of canvases
arranged along the whole store-front. A head stuck
oul, & woman's face with a hard look, [a work] of
French insight, of decision and clearness. The canvas
was immense. | asked the price of it. "Five francs,’
said the I!.Il)llvl\l:rllgr‘ ‘you can paint over it."

"It is one of the most revealing French psychologi-
eal portraits.”

1 Oneof the carliest and most complete accounts of the
quq.ufcl. is Maurice Raynal's "Lo Banquet Rous-
seau,” Les Soirées de Paris, II1, no, 20, January 15:
1913, pp. 69.72,

Collection:

'-x.G.m.

o
AncestraL Fieure. Gabun, BaKota. Copper over wood,
223 inches high.

PAGE 60

* 1. J. Sweeney (bibl 464, p. 17) was probably the first
to point out the relation between the Dancer and
Gabun grave figures such as that reproduced above.
Zervos reproduces a study for the Dancer which is
even closer in certain ways to the Gabun figures (bibl
524, 11, no. 666).

PAGE 62
* Years later in 1931 Picasso told his friend, the
ught iron sculg Gonzalez, that in 1908 he
has been particularly interested in e-:ulpr.ura.l \fllln:._f
in hig paintings. "Ces peintures, me disait Picasso, il
su firait de les découper—les couleurs ||'étari|l somme
toute, que des indications de perspectives d.;Em'r.}llec.
des plans inclinés d'un c6té ou de 'autre,—puis les
assembler selon des indications données par la cou-
leur, pour se trouver en présence d'une 'S.clllplum :
La peinture disparue n'y manquerait point. I en

Notes to pages 60-66

Reulﬁn;thhpuioddﬁlwkl’hm-l'l
bave never been 5o happy.” (J. Ganzalez, bibl. 197,
p.189)

PAGE 63
'mwwd"mhiqm"pmhnblyﬂmwh int
in the spring of 1909 when Vauscelles nsed the phrase
"Peruvian Cubism™ in discussing two paintings of
Braque in hi-revh.—wufﬂnsnhndulnd!ymdaun
in Gil Blas. Vauxcelles had ales first pablished the
epithet faures in deseribing the paintings of Matisse,
Derain, Rouault and the others when reviewing the
Autumn Salon of 1905 (bibl, 240, pp. 15-16).

PAGE 66

* The fact that the Woman with a Book was painted
before the summer in Horta de Ebro is confirmed by
Picasso (questionnaire, October 1945), The painting
has been dated late 1909 by some anthorities.

{ Princet lived in the "batean-lavoic™ (p. 31) and is
often ioned as a source of matk ical infl
upon cubism (Lemaitre, for instance, in bibl. 255,
p- B0). André Lhote goes so far as to quote s "famons
and legendary question” addressed by Princet to
Picasso and Brague:

"Vous représeatez i I'aide d'un trapéze une table
telle que vous la voyez, déformée par la perspec-
tive, mais qu'arriverait-il o'il vous prenait fantaisie
d'exprimer la table type? Il vous faudeait la redresser
sur le plan de la toile, et, du trapiee, revenir au rec-
tangle véridique. Si cette table est recouverte d'objets
également déformés par la perspective, le méme
mouvement de redressement devra sopérer pour
chacun d'eux. Clest ainsi que P'ovale d'ua verre
deviendra le cercle exact. Mais ee n'est pas tout: e
verre et cette table considérés sous un autre angle ne
sont plus, la table qu'un platean horizontal, de
quelques centimétres d'épaisseur, le verre, qu'un
profil dont la base et le faite sont horisontaux. D'od
nécessité d'un autre déplacement . . . ™ (bibl. 234a,

. 216).

i The question though imaginary is suggestive, but
Picasso when asked if he had discussed mathematies
or the fourth dimension with Princat replied that he
bad not {questionnaire, October 1945). Concerning
the somewhat mysterious Princet, Picasso asid that
he was an actuary; Lemaitre states that he was an
accountant. Mareel Duchamp recalls that Pdmu‘
was a school teacher and could scarcely be considered
an expert in higher mathematies. Duchamp remem-
bers that Metzinger, influenced by Princet, et, was par-
ticularly interested in the fourth dmmnn. Braque
rather little and Picasso aumn;dy a:‘lﬂ. an:.z
inks, certainly influenced Braque by proposing

:.j]ng:uq idea of painting the face and profile simul-

ly on a flat surface—the principal idea pre-

etait si convainen qu'il a exéeuté quelques sculp
parfaitement réussies.”

sented by Lhote (above). Picasso, Dochamp con-
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Notes to pages 195-202

% 1. J. Sweeney has suggested that the figure of Franco
might have been inspired by Jarry's famous charac-
ter, Ubu. When asked about this possibility Picasso
replied—with Jarry's voca bulary—that he had been
“inspiré par Uétron” (questionnaire, October 1943).

PAGE 1%
* This interpretation of the etching owes much to the
careful analysis of W, 8. Licherman.

PAGE 200

* J. L. Sert, one of the architects of the Spanish Pavil-
ion, recalls that the mural was commissioned in
January 1937 but he believes Picasso took no steps to
begin work until after the news of the bombing of
Guernica reached Paris on April 28, A few days later
Picasso showed Sert the “little blue sketchies,” dated
May lst, one of which is reproduced on page 201,
left. Sert cannot vemember whether Picasso spoke of
naming the painting Guernica at that moment but he
docs recall that Picasso like many others was deeply
moved by the massuere,

The precise date of the completion of Guernica is
not known to the writer. J. L. Sert thinks that it was
finished toward the end of June, Dora Maar's photo-
graphs of the work in progress are undated but
the last one, which shows the painting very near
completion, suggests that no studies dated later than

June 4 were used in the composition (seo p. 205) and
that the painting was finished by the end of the fiest
U:l‘i‘L in June, Picasso, when asked whether the
Cucrnica was finished five weeks or eight weeks after
he began work on it, was noncommittal
naire, October 1945).

(question-

PAGE 201
= ‘l."lu- lines in the upper corners, the open door at the
right, the lines of the Roor tiles below, the electric
bulli, all of which Buggest an interior space fl‘k{‘ W
chg_!. were added as Picasso was nearing the com.
pletion of the canvas, in fpite of the fact that they
mnﬂic_l with the indications of exterior space am'hl.ll‘
Mf.lll.cu‘ animals, Saming buildings, This & nl"?
nmln_ugully is related to cubigsy 5in'.1uanrilr of pmi:l‘l
u;( \'n!\\-l——l.n.ll'. in the Guernice it appears that I‘ilrass:.
ged his conception from exterior 1 interior space

as tl_.e actual painting progressed. i
W. 8. Licherman, who has wrillen a
of |_.hr. Guernica, first pointed out
curious change of scone from: autd

PAGE 202

* This parageaph is tak
Picasso in May o June 197 s ™4

long analysis
0 the writer this
0ors 1o indoors,

N
cmocricy, [t way reprinted

wl in the Springfield Republi.

B . o

Hua
it

e

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY |~

can, July 18, 1937 and in bibl, 272,
of Picasso’s statement follows;

“The ridiculous story which the fasei.
have circulated throughout the rwp{m h:‘,f};:ef"’“&'mﬁm
complotoly many times by the great number of ﬂme‘:
intellectuals who have visited Spain lately, A:;a
agreed on the great respect which the Spanih ﬁ“‘"
arms have displayed for its immense ariisy, ‘:’“Nem
and the zeal which it had exhibited in saving ‘;:'M
store of pictures, religious paintings and tapestrioy Breat
Jascist incendiary bombs. Jrom

" Everyone is acquainted with the be,
ment of the Prado Museum by n'i»:&::;;.,t:bud-
everyone also knows how the militiamen auw:‘f?‘?d
saving the art treasures at the risk of their lives T X
arc no doubts possible here. On the one hand, !h;- Nﬁ:;:
throw incendiary bombs on museums. On the ather, g
people place in security the objectives of these fmr:ih:
the works of art. In Salamanca, Milan Astray criq;
out, "Death to intelligence.” In Granada, Garcia .l:,,m, 1i
assassinated, :

P- 21. Thyq e

"In the whole world, the purest representatives of uni-
versal culture join with the Spanish people, In 1 wlencia
I investigated the state of pictures saved from the Prado
and the world should know that the Spanish pﬂlpk'
have saved Spanish are. Many of the best works will
shartly come to Paris, and the whole world will see who
saves cultures and who destroys it.

"dAs to the future of Spanish art, this much I may say
to my friends in America. The contribution af the ,)m
ple's struggle will be enormous. No one can deny the
vitality and the youth which the struggle will bring to
Spanish art. Something new and s.‘mfxg which the con-
sciousniess of this magnificent epic will sow in the souls
of Spanish artists will undoubtedly appear in their
works, This contribution of the pun-‘s.l human values to

a renascent art will be one of the greatest conquests of the
Spanish people.”

Half a year later the New York Times of Decem-
ber I.'}. 1937 published a second st on the
oceasion of the meeting of the American Artists’
_"l gress in New York:

1 am sorry that I cannot speak to the American
""f“m' Congress in person, as was my wish, so that [
might assure the artists of America, as director of the
a.‘.’nm‘n Museum, that the democratic governument of the
Spanish Republic has taken all the necessary measure
fo protect the artistic treasures of Spain during this
cruel and unjust war, While the Rebol planes have
dropped incendiary bombs on our musewms, the people
and the militia, at the risk of their lives, have rescued
the works of .

Rk art and placed them in security.

Itis my wish at this time 1o remind you that I hawe
olways. bolieved and still belioce, that artists who live
and |_mrJ.' with spiritual values cannot and should n%
::::mm J'mhiﬂw-v_m w a conflict in which the f'ﬁw‘

tes of humanity and civilization are at stak.
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2 eral other eritics Clark (bibl. 104) ealls
1 L‘?‘::,f"pmmn of War to discredit Guernioa. Hepr
ever inadequate Picasso may appear in the eyes of
those who wish him 10 be a pmpug.{mul or a social
commentators he at least npnlfe out in a moment of
erisis in 1937 and later held his ground in the midst
of the enemy during 1940-44. Goya's Disasters of
War, however, never reached the public at all wll
Jong after the conclusion 0}‘ the Spanish War of Libera-
tion, that is, after the time when they might have
Deen effective; and Goya himself was so compromised
during the Napoleonic occupation that the term "col.
Jaborator” might justly have been applied to him.
Delacroix's Massacre at Chios (Salon of 1824)
puinted in protest aguinst a Turkish slaughter of
Greek patriots is o closer analogy to the Guernica than
js any work of Goya.

+ " . But what we cannot forgive is the banality of
: oyerstatement, or the projection of irrelevancies into
the foreground with the stamp of ereative originality.
The romantically Victorian mural of the Spanish
Civil War, Guernica by Picasso, is a case in point.
Sitting before it, one seems to hear a faint refrain of
Tennyson's Balaklava: "Forward the Light Brigade’;
‘Rode the Six Hundred.” A contemporary said of the
poem, "Glorious. But is it war?' Brilliant as the paint-
ing may be, Picasso, too, has failed 1o evoke the
heroism of Guernica itself. He has only substitutes
Gertrude Stein for Florence Nightingale.”—Francis
Henry Taylor, Babel's Tower, New York, 19 15, p. 40.
Mr. Taylor confuses events in British military and

literary history—at least.

§ Herbert Read has analyzed and elogquently defended
Guernica (bibl. 396). He calls it ""a monument o
disillusion, to despair, to destruction™ and explaina:
"It was inevitable that the greatest artist of our
time should be driven to this conclusion. Frustrated
in bis creative affirmations, limited in scope and scale
by the timidities and customs of the age, he can at
best make a monument to the vast forces of evil
which seck to control our lives: a monument of pro-
testation. When those forces invade his native land,
und destroy with caleulated brutality a shrine pecu-
liarly invested with the sense of glory, then ll‘:’:
impulse to protest takes on a monumental grandeur.

He then rejects the eriticism that the mural is
obscure and concludes: It is not sufficient to com
pare the Picasso of this painting with the ‘_30?“ of
the Desastres. Goya, too, was a great artist, and
8 great humanist; ’i:u{ his reactions were individual-
istic—his instruments irony, satire,
i more universal: his symbols are b
#ymbols of Homer, Dante, Cervantes.
when the widest commonplace i8 infused
ntensest pagsion that a great work of art t

ridicule. Picasso
anal, like the
For it is ooly
with the
ranscend-

Notes to pages 302.217

ing all schools and categories, " r
lives immortally.” o nd g b
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* Many writers, Fernande Olivier especially, have ob.
served Picasso's love of animals (bibl, 325, Pp. 98-
99). His dog Kasbek takes an important réle in one
of Picasso’s conversations with Juime Sabartés (bibl.
88, p. 34). And very recently Picasso appeared in a
eeries of photographs with a pet pigeon (bibl. 340a,
pp. L, 4).

PAGE 211
* Una Johnson, bibl. 236, pp, 46, 111.

PAGE 212

* The American sculptress, Mary [Meric] Callery, a
friend of Picasso and the owner of the Girl with a
Cock, recalls that either Picasso or Zervos explained
to her that this painting symbolized the d i
of helpless humanity by the forces of evil. Sho points
out that the picture was painted during the Spanish
Civil War and adds that Picasso esteemed the picture
highly and reluctantly sold it to her only because be
wanted to raise money for Spanish relief. Picasso was
later reported to have insisted that none of his paint-
ings was symbolic except the Guernica (p. 200), but
almost in the same breath he stated that the bull's
head in the still life reproduced on p. 217 did in fact
wymbolize “brutality.” )

" Meyer Schapiro suggests that the head of the giel
rescmbles o other female head by Picasso so much &5
it does his own head seen in left profile, with the lock
of hair combed down over the temple.

PAGE 214

* From a typescript in the Library of the ’dmuua of
Modeen Art. Gonzales published mmI:L[ 1;;;’6&“!&-
i f Pi in the New Masses (bi S
R et een the cock here illnstrated

The resemblance betwi
and American weather vanes is much less strong rh;
in the pastel deawn on the same d?_v and now mm
Walter P. Chrysler Collection (bibl. 405, no.

illustrated).
PAGE 217 ) 1)
* Bunerfly Hunter a gell portrait: see Seckler’s inter-
view with Picasso, page 247 and notef. o=
illustral
! the Bogpn Rocks by Rousseau el
Be"’.l::’ﬂwsmu s Child with a Doll (bibl. 313, ‘::ig
&n“\- hc compared with Pionmm; two child poc
f 1938, Of course BM\I s influence et
‘iJI any, ié probably quite unconscious in thomant-m
+ o Womanina Ganden (p-

=

ings as well as in th

may be comp and bis

length |;url.rlill of women sk, Honri Raussont,
: (repros in D. C. B

Brgmte 1942, p. 5%
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Statement by Picasso: 1935

Christian Zervos put down these remarks of Picasso
i fiately after a rantion with him at Boisge-
loup, his conntry place, in 1935, When Zervos wanted
to show Picasso his notes Picasso replied: “You don’t
need 1o show them to me. The essential thing in our
period of weak morale is to create enthusiasm. How
many people have aetually read Homer? All the same
the whole world talks of him, In this way the homeric

legend is created. A Jegend in this sense provokes a
1 kil {) 1 Fnth

is what we need most,
we and the younger generation.”

Zervos reports however that Picasso did actually go
over the notes and spproved them informally. They
were published under the title Conversation avee Picasso
in "Cahiers d'Art,” 1935, volume 10, number 10,
pages 173-8. The following translation is based on one
by Myfanwy Evans.

We might adopt for the artist the joke about there being
nothing more dangerous than implements of war in the
hands of generals In the same way, there is nothing more
dangerous than justice in the hands of judges, and a
paintbrush in the hands of a painter, Just think of the
danger to society! But today we haven't the heart to expel
the painters and poets from society bocanse we refuse to
admit to ourselves that there is any danger in keeping them
in our midst.

It is my misfortune — and probably my delight — to
use things as my passions tll me. What a miserable fate
Jor a painter who adores blondes to have to stop himself
putting them into a picture bocause they don't go with the
basket of fruit! How awful for a painter who loathes apples
10 have to use them all the time becatse they: go o well with
the cloth. I put all the things I like into my pictures. The
things — s0 much the worse Sor them; they just have to
put up with it

In the old days pictures went forward tasard completion
by siages. Every day brought something new. A picture
used to be a sum of additions. In my case a picture is a
sum of destructions. I do a picture — then [ destray it In
the end, though, nothing is lost: the red I ook um;y_,from
one place turns up somewhere clse,

It would be very interesting to preserve photographically,
not the stages, but the metamorphoses of a Ppicture. Pouii:l_y
one might then discover the path followed by the brain in
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materializing a dream. But there is one very odd thing —

to notice that basically a picture doosn’t change, that i,

first "vision”" remains almost intact, in spite of appear.

ances. [ often ponder on a light and a dark when | have
put them into a picture; I try hard to break them up by
interpolating a color that will create a different effect.

When the work is photographed, I note that what I putin

to correct my first vision has disappeared, and that, after

all, the photographic image corresponds with my first
vision before the transformation I insisted on.

A picture is not thought out and settled beforchand,
While it is being done it changes as one’s thoughts change,
And when it is finished, it still goes on changing, according
to the stute of mind of whoever is looking at it. A picture
lives a life like a living creature, undergoing the changes
imposed on us by our life from day to day. This is natural
enough, as the picture lives only through the man who is
looking at it.

At the actual time that I am painting a picture I may
think of white and put down white. But I can’t go on work-
ing all the time thinking of white and painting it. Colors,
like features, follow: the changes of the emotions. You'"ve seen
the sketch I did for a picture with all the colars indicated
on it. What is left of them? Certainly the white I thought of
and the green I thought of are there in the picture, but not
in the pluces I intended, nor in the same quantities. Of
course, you can paint pictures by matching up different

parts of them so that they g quite nicely together, but
they'll lack any kind of drama.

I want to get 1o the stage where nobody can tell howa
picture of mine is done. What's the point af that? Simply
that I' want nothing but emotion 1o be given off by it.

Work is a necessity for man,

A horse does not go betwoen the shafts of its own accord.

Man inveated the alarm elock,

When I begin a picture, there is somebody who works
with me. Toward the end, I get the impression that [ have
been working alone — without a collaborator.

_ When you begin a picture, you aften make some protty
‘*'-‘m-_"ffﬂ- You must be on guurd against these, Destroy
the '-”_'"H- do it over several times. In each destroying of @
::‘:*:{ﬂ::‘ﬂwy- the artist does not really suppress it

nsforms it, condenses it, makes it more sub-

stantial. J¥ hat comes out in the end is the result of discarded
Sinds, Otheryige,

you become your owun connoisseur, I sell
myself nothing,

Collection: Series.Folder:
- AHB X.G.10

Artually, you work with fow colors, But they seem like o
Jot more when each one is in the right place,

Ab t art is only ing. What about drama?

There is no abstract art. You must always start with
something. Afterward you can remove all traces of reality.
There's no danger then, anyway, because the idea of the
object will have left an indelible mark, It is what started the
artist off, excited his ideas, and stirred up his emotions,
Ideas and emotions will in the end be prisoners in his
work. Whatever they do, they can’t escape from the picture.
They form an integral part of it, even when their presence
is no longer discernible. Whether he likes it or not, man is

the instrument of nature. It forces on him its character
and appearance. In my Dinand pictures and in my
Pourville pictures 1 expressed very much the same vision.
However, you vourself have noticed how different the
atmosphere of those painted in Brittany is from those
painted in Normandy, because you recognized the light
of the Dieppe cliffs. I didn’t copy this light nor did I pay
it any special attention. I was simply soaked in it. My
eves saw it and my subconscious registered what they saw:
my hand fived the impression. One connot go against
nature. It is stronger than the strongest man. {t is pretty
much to our interest to be on good terms with it! We may
allow ourselves cortain liberties, but only in details.

Nor is there any " figurative” and “non-fignrative” art.
Everything appears to us in the guise of a "figure”
Even in metaphysics ideas are expressed by means of
symbolic “figures.” See how ridiculous it is then to think
of painting without “figuration.” A person, an object, a
cirele are all "figures”; they react on us more or less
intensely, Some are nearer our sensations and produce
emotions that touch our affective faculties; others appeal
more directly to the intellect. They all should be allowwed a
place because I find my spirit has quite as much need of
emotion as my senses. Do you think it concerns me that a
particular picture of mine represents (o poople? Though
these two people once existed for me, they exist 1o ftmtgen

Statement by Picasso: 1935 (cont'd)

looks serong in a picture, I draw the curtain and shut it,
Just as [ would in my own room. In painting, as in life,
you must act direcdy. Certainly, painting has its con-
ventions, and it is essential to reckon with them. Indeed.,
you can’t do anything else. And s you alicays ought 1o
keep an eye on real life.

The artist is a receptacle for emotions that come from
all over the place: from the sky, from the corth, from a scrap
of paper, from a passing shape, from a spider’s web.
That is why we must not discriminate botween things.
Where things are concerned there are no cliss distinctions,
We must pick out what is geod for us where we con find
it—except from our ovon works. [ have a horror of copying
myself. But when [ arn showun a portfolio of old drawings,
for instance, I have no qualms about taking anything I
want from them.

When we invented cubism we had no intention whatever
of inventing cubism. We wanted simply to express what
was in us, Not one of us drew up a plan of campaigs, and
our friends, the poots, followed our efforts irely,
but they never dictated to us. Young puinters today wften

druwe tp @ program to follow, and apply themarlves like
diligent students to performing their pavks.

The painter goes through states of fullness nndnuf‘

atian. That is the whale seeret of art, 1 g0 for a walk in the
forest of Fontainebleau. I get “green”™ indigestion. [ must
get rid of this sensation int a picture. Groen rules it.
A painter paints to unload himself of feelings and risions.
People seize on painting to cover up their nakodness.
They get what they can wherever they can. In the end 1
don’t believe they get anything at afl. They've simply eut a
cout 1o the measure of their own ignarunce. They make
everything, from God fo a picture, in their own image. That
is why the picture-hook is the ruination of a painting—a
painting which has aliways a cortain significance, af least as
much as the man who did it. As soon as it is bontght and
hung on a wall, it takes on quite a different kind of vignifi-
cance, and the painting is done for.

lcademi "Dinbmmybnnhm.riiwhﬁ

The "vision” of them gave me a preli Y
then lietle by linde their actual presences became blurred;
they developed into a fiction and then disappeared alto-
gether, or rather they wore transformed into all kinds of
problems. They are no longer tiwo peoplt, you sev. bus
forms and colors: forms and eolors that hare mkm_ on,
meanwhile, the idea of two people and preserve the vibra-
tion of their life. -

1 deal with painting as I deal with things, I pe_uﬂl @
windew just as I look out of a window. If an apen window

deceived, but so well deceived that we can senreely get back
even @ shadow of the truth. The beauties af the Pnniaalwl.l :
Venuses, Nymphs, Narcissuses, are so many lies. Art is
not the application of a canon of beauty bug what the
instinct and the brain can conceive beyond any canon.
W han e love a woman we don't ctart measuring her limbs.

We loe with our desires — although everything has bosrt

done ta try und apply @ canon ecen to love. The Parthenon

is really odyu{m&mwﬁi& someone put o roof:
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Hiustrations by Picasso (cont’d)

F1940 Mamiie, Poenmg. Lo miroir de merovillewy.
Paris, Sagi Haire. 19 copies contain 1 etching.

1942 Conrs or Buyron (Georges Louis LeClere). His-

toire naturelle. Pacis, Fabjani. Tliustrated with 31
int issioned by Ambroise Vollard.

{see p. 210)

1942 Hueser, Gronces, Non vouloir. Paris, Jeanne
Bucher. Contains 4 wood engravings.

1943 Grédce ot mouvemont. Fdited with an introduction
by Louis Grosclaude. Zurich, Louis Groselaude.
14 poems by Sappho accompanied by 14 engrav.
ings after drawings by Picasso.

1943 Huoner, Gronces, La chévre-feuille. Paris, Gaodit.
Containa 6 wood engravings. 25 copics contam

Exhibitions of Picasso’s Work

1897 Bancerosa. Reviewed by Rodrigues Codold, bibl
407a

1901 Paris, Ambroise Vollard Gallery. With Tturrino,
Reviewed by Fagus, bibl 156

1902 Panis, B. Weill Gallery. Catalog preface by Farge,
bibl 157

1902 Panrs, Ambroise Vollard Gallery

1909 Pants, Ambeoise Vollard Gallery

1909 Musicn, Thannhauser Gallery

1911 New York, Photo-Secession Gallery. Catalog pref-
ace by De Zayas, bibl 136

1911 Muxicn, Thanohauser Gallery

1912 Bancerosa, Dalmau Gallery

1912 CoLocne, special room in Sonderbund exhibition

1912 Loxpox, Stafford Gallery

1913 Mumicn, Thanohauser Gallery. Bibl 469

1913 Pracue

1913 Benuix, Neue Galerie

1913 Benuiy, Seression Galerie

1913 Covocxe, Rhcinische Kunstsalon

1914 Benvix, Neue Galerie

1914 Dresoes, E. Richter Gallery

1914 Municn, Caspari Gallery

1914-15 New Youx, Photo-Secession Gallery

1919 Pams, Galerie de 'Effort Moderne (Léonce
Hosenberg)

1919 Pamis, Paul Rosenberg Gallery

TN 1920 Pams, Paul Rosenberg Gallery
|"- 1920 Rosx, Valori Plastici Gallery

1921 Loxvon, Leicester Gallories. Bibl 253

1921 Pams, Paul Rosenberg Gallery

1922 Musien, Thannhauser Gallery

1923 Cuicaco, Arts Club. Duwing’a Bibl 20

1923 New York, Wildenstein Galleries, Hibi 507

1923 Pracue, Mines Art Society

1924 Pawms, Paul Rosenberg Gallery

1926 Paris, Paul Rosenberg Gallery

1927 Benvis, Flechtheim Gallery, Bibl 165

1927 Pams, Paul Rosenberg Gallery. Drawings, Bibl 413
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Exhibitions of Picasso’s Work

the 6 engravings in three printings and in addj.
tion 1 etching.

1914 Preasso, Panvo. "Le désir atteapé par la quene,”
in Messages, no. 2. Paris, Risques, Travaux e
Modes, Hlustrated with reproductions of 4 draw.
ings including a sell portrait. (see pp. 226 and 220)

1945 Eruvann, Pave. Au rendez-vons allemand. Geneva,
Editions des Trois Collin Contains reproduction
of | portrait drawing of the author.

.. Janny, Avsnen. Podmes, Paris. 30 copies printed
st the expense of an amateur. Contains repro.

duction of 1 portrait drawing of the author,

N.D. Svanis, Axong. Héldne chez Archimdde. Paris,
Ambroize Yollard ( blished). Tustrated with
1 etching and reproductions of 50 drawings.

1927 New York, Wilde

1928 Ciiicaco, Arts Club, Drea

1928 Pawis, Pierre Gallery

1928 New York, Wildenstein Gallerics. Drawings.
Bibl 500

1930 Cmcaco, Arts Club. Bibl 31

New Yonx, John Becker Gallery. Drawings and

gonaches, Bibl 40

1930 New Yonk, Reinhardt Gallery. With Derain. Bibl
100

1930 Pams, M. G. Aron Gallery

1931 Casarmce, Mass.,, Harvard Society for Contem-
porary Art. Bibl 213

1931 Loxpox, Alex. Reid & Le Bikl 309

1931 New Yorg, Demotte Gall . Bibl 133

1931 New Youw, Marie Harriman Gallery. Ovid illus-
trations

1931 New Yorg, Valentine Gallery. Bibl 479

1931 Pams, Percier Gallery ;

1931 Pamis, Paul Rosenberg Gallery

1932 Camprmce, Mass., Harvard Society for Contem-
porary Art. Ovid illustrations. Bibl 212

1932 Haxnover, Kestner-Gesellschaft. With Schlem
mer. Bibl 209

1932 Musicn, Graphische Kabinett. Ovid illustrations

1932 Pari Gearges Petit Gallery. Bibl 316

1932 Zu . Kunsthaus, Bibl 530

1933 New Yomrk, Valentine Gallery. Bibl 480

1934 Busxos Ames :

1934 Hanrronn, Coxx,, Wadsworth Atheneum, Bibl 211

1935 Pamis, Pierre Gallery. Papiers collés. Bibl 370

1936 Loxpox, Zw iy

1936 ‘! A Amigos de las Artes Nuevas. Bibl 15

1936 New Youk, Jacques ann & Co. Bibl 438

1936 New Youx, Valen ery. Bibl 484

::;;: ::'""’-" Cahiers d"Art Gallery, Seulpture

H P':z"- [ECDI'N & Colle t;fllcr_\'. l)l’f‘lw‘illg&

Yair ‘.-m'_S- Paul Rosenberg Gallery. Bibl 418

s caco, Arts Club

T N r -
1937 Loxnox, Zwemmer Gallery. Drawings. Ribl 532

alleries. Drawings

. Bibl 30

Collection:
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4 1945 Panis, Louis Carré Gallery. Bibl 89

.G.10

Lospox, Zwemmer Gallery. With Chirico, Bibl 531

1937 LONDON, Rosenberg and Helft, Bibl 416

1937 NEW Yong, Juce o8 Seligmann & Co. Bibl 139

1937 NEW Yonrk, Valentine Gallery, Bibl 431

1987 Pamis. Kate Perls Gallery. Bibl 342

1938 BosToN, Museum of Madern Art. With Matisse,
Bibl 62

1938 LoNnox, London Gallery. Drawings and eollages

1938 [D,‘il}:;a\é". New Burlington Galleries. Guernica,

Bibl
1938 !_\'g:.w Yok, Valentine Gallery. Bibl 483
1939 New Yonk, Marie Harriman Gallery. Hibl 210
1939 LoNpos, London Gallery, Catalog in bibl 266
1930 New YORK, Perls Galleries. Bibl 343
1039 LONDON, Rosenberg & Helft Gallery. Bibl 415
1939 Panis, Paul Rosenberg Gallery. Bibl 412
1939 New York, Perls Gallery. With Lam. Drawings
1939 New Youx, Westermann Gallery. Prints. Bibl 498
1939 Ciicaco, Arts Club, Drawings. Bibl 32
1939 New Yonrk, Yalentine Gallery. Guernica. Bibl 482
1030 New Yorg, Bignou Gallery. Bibl 53
1939 Los AxcELEs, Stendahl Art Galleries. Guernica
1939 Sax Francisco, Museum of Fine Arts. Guernica
1930 Cricaco, Arts Club, Guernica
1939 New Yors, Museumn of Modern Art. Picasso,
Forty Years of his Art. Bibl 320 (sce also below)
1940 C

1937

1cAGo, Art Institute. Picasso, Forty Years of his

1940 iE::lli. Mai Gallery. Drawings and watercolors

1940 New York, Buchholz Gallery. Drawings and
watercolors. Bibl 71

1941 New York, Bignou Gallery. Bibl 52

1941 New Yok, Museum of Modern Art

1941 Camprinee, Mass, Foge Muse um of Art, Guernica

1941 Coruvssus, Gallery of Fine Arts. Guernica

1941 Cmicaco, Katherine Kuh Gallery. Watercolors
and drawings

1942 New Yok, Paul Rosenberg Gallery. Bibl 411

1942 Camprince, Ma Fogg Museum of Art. Guernica

1942 Havana, Lyceam Club

| 1942 WerLesLey, Mass., Wellesley College

1943 New Yok, Paul Rosenberg Gallery. With Brague

1943 Camprines, Mass., Foge Museum of Art. With
Wright and Maillol. Bibl 83

1943 New Yonk, Paul Rosenberg Gallery

1943 New York, Pierre Matisse Gallery. Bihl 284

1944 Wasmncros, D, C., Phillips Memorial Gallery.
Bill 491

1944 Mexico Crry, Sociedad de Arte Moderno. Bibl 444

5 sculp-

1944 Pams, Salon d’Automne. T4 paimtings.
tures. Bibl 432
1944 Ngw Yomk, Paul Rosenberg Gallery.
Braque and Matisse
1945 Pimpaperema, Philadelphia Museum oINS,
With Léger. Bibl 348
1945 New Youk, Buchholz Gallery. Bibl 70
4 1945 Losxnox, Modern Art Gallery
1915 Pumapgcents, Philadelphia Museum ar:e
With Braque

With

E ith
1945 Losnow, Vietoria and Albert Museurn._ Wit

Matisse, Bibl 266a

Exhibitions of Picasso's Wark leont"d)

The exhibition Picasso: Forg
i on I : y, Y is
hibm:ﬁ:lmwu in New York and Gnﬂ::;uo{f:n:::n.fx
¥ the Museum of Modern Art. The ecomplete sehedule,
with the approximute number of items shown, follows:

New Youk, The Museum of Modern Art—N, o
a 15, 1939 to January 7, 1940 (344 im;‘ 4l
“u1caGo, The Art Institute of Chicago—F,

Marck 3, 1940 (236 incmay T ReREH 08

Sr. Lovis, City Art Museam of St Louis—

April 14, 1940 (236 items) g

Bostox, Museum of Fine Arts {under auspices of i
tute of Modern Art}—April 26 10 May m‘;mj:';_;ﬁ
items) .

Sax Francisco, San Francisco Museum of Art—June
25 to July 22, 1940 (236 items)

Crxcinnati, Cincinnati Museum of Art (under auspices
of Cincinnati Modern Art Society |—September 28 1o
Oetober 27, 1940 (170 items )

Creveraso, Cleveland Museum of Art—November 7
to December 8, 1940 (170 items)

New Onveaxs, Isaac Delgado Museum (under auspices
of Picasso Exhibition O i 1—D i 1
1940 to January 17, 1941 (170 items)

Mixsuapotss, Minneapolis Instituto of Arts—Feben-
ary 1 to March 2, 1941 (170 items)

Prrrsaunci, Carnegio Institute—March 15 to April 13,
1941 (170 items)

A much smaller exhibition of about 30 items from the

orieinal show was sent on tour during the season 1941~

42 to:

Uries, M. Y. Munson-Williams-Proctor Institute—
November 1 1o November 24, 1941

Dewnas, N. C., Duke University—November 29 to

ecember 20, 1941

Kassas Ciry, Mo, William Rockhill Nelson Art Gal-
lery—Ja v 24 o Fehroary 14, 1942

LAt . Milwankee Art Institute—Febru-
ary 13, 1942

Guaxp Raros, Mo, Grand Rapids Art Gallery—
March 23 to April 13, 1942

Haxovea, N. H., Dartmouth College—April 27 o My
18, 1942

PouGHKEEPSIE,
15, 1942

N, Y., Vassar College—May 20 to June

bout 10 items from ithe

A second small exhibition of admm e 0T

original show was seut on tour
43 o i
WELLESLEY, Mass., Wellesley College—September I3
to Outober 18, 1‘”_2
Swret Buian, V., Sweel
November 18, 1942 : j
Wi % sperown, Mass., Williams College—November
S to December 19, 1942
BroomineTos, IND., Indiana Univensity—January 1o
Juary 43
January 22, 19 3 ) -
ArtoN, ILL. Monticello l,tnlkgc—}.thrﬂl“,\' 5 1o Febru
"~ ary 26,19 7
P:;{‘-n,mm OREGON, Portland Art Muscom April | 1o
April 30, 1943

Briar Colloge—Octaber 28 10

inchided
- i e from the 1930 show were 12
e ’Ew:::mmm. organize m;:;.ihr m::
n the F e of Modera Art by the
l;hndcnm. Mexico City, June :
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(1945).
Bavrisong, ManyLasp, Baumimone Museus ok Ant
>4 Twe Nudes. 1905¢ Watercolor, 13 Lx17"
=) Abstraction with a Table and Blus Screen. 1921, Pencil and pastel, 1212 x 934"

! e Abstraction. 1924, Oil, 143 x 17}
P ; I Also threo drawings, extended loan from Philip Perlman

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Works by Picasso in American Musenms

A page number in purentheses follows each item illusirated in this book. The list may not be complete. The titles are thase
wsed by the oveners. Prints are nol included. This list was prepared by Dorothy C. Miller (1939) and William S. Licberman

. Extended loan from Mrs. Saidie A. May
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Burraro, New York. Burvaro Fixe Arts ACADEMY, Arsricur
Famille au Souper. 1903-04. Watercolor, 1244 x 177
La Toilette. 1905, Oil, 5915 x 39147 (p. #4)
Artequin (Project for a Monument). 1935. Oil, 2414 x 20° (p. 191)

Trs. Foce Museos oF Ant, Harvann UXIvERSITY

Campripcr, Mass,
Portrait of Fonte. 1900 or before. Crayon and wash, 2014 x 12747
Portrait of Rocarod, 1900 or before. Crayon and watercolor, 19 x 13"
Maother and Child. 1904, Crayon, 1334 x 1024" (p. 29)
Standing Neude Man. 1904, Ink (reverse of ]lrocci{irl;." item}
¢ Her Hair Combed. 1905. Crayon, 2414 x 19}3"
Bathers. 1918, Pencil, 936 x 124" (p. 102) ;
A Philosopher, 19 Pencil, 133 x 1034"
Pencil, 1325 x 934"
Nude. 1923, Pencil, 10}4 x 133"
Weeping Woman (Guernica “postscript”). 1937, Ink and watercolor. 1634 x 1034*

Woman Havi

Cmicaco. At InsTirore o Caicaco

On the Upper Deck. 1901, Oil, 1514 x 2414" (p. 20)
Woman with Cats. 1901, Oil on cardboard, 17} x 16"
The Old Guitarist. 1903. Oil on wood, 473§ x 3214° (p, 28)
Aw Cabaret. Crayon, 415 x 81"

4 Girl and Man, Ink, 95§ x 1254"
Nude Man. Peneil, 12 x 8"
Pousants from Andorra. 1906, Ink, 2274 x 13147 (p. 46)
Two Nudes. 1906, Charcoal, 2414 x 17147
Still Life.  1907-08. Ink and watercolor, 13 x 20*
Head of a Woman. 1909. Gounche, 2504 x 19°
W oman with Mirror. 1909, (il, 2
Musical Instruments. 1916, Gouache, 5%
Large Standing Nude. 1923, Ink and watercolor, 425§ x 2814+

ExtexpEp Loas Frnoy Tie Cuesten Dave CoLLecrion
The Gowrmet. 1901, Oil, 36 x 27 I
The Tragedy. 1903, Oil on panel, 4114 x 273" 1t
Study for the Juggler. 1905% Drawing, 1034 x 74 [
| Juggler with Seill Life. 1905. Gouache on cardboard, 383 x 273 * N
fllh‘t Youths. 1905, Oil, 5914 x 363;" i
Family of Saltimbarques. 1905, Oil, 84 x 90%4° ( 36)
Seill Lifo. Mandolin, 1918, Oil, 35 x 513" "
Classical Head. 1922, Oil, 24 x 193"
f-'orwif of Mme Picasso. 1923, Oil, 3934 x 32°
The Lovers. 1923, Oil, 50 x 38 L
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Ants CLus oF Cincaco
Head of a Woman. 1923, Red chalk, 2314 x 1714°

C"";gcn.

CiscINNATI, OHIO. Crwemnnam Ant Museum

Head of @ Woman. 1922, Oil, 39 x 3114"

CLEVELAND. Omo. CLevetasn Muskus oF Anr

Standing Nude. 1905, Gouache, 2534 x 193"
La Vie. 1903. Oil, 773 x 5074" (p. 27

Corumpus, OHIO. Covumaus GaLLery of Fine Ants

The Appetizer. 1901, Watercolor, 17 x 1314°

Boy with Cattle.  1905. Gouache, 2334 x 1814°,(p. 48)
Figure with words ""J'aime Eva.” 1912, Oil, 38% 1 257
Seill Life. 1915. Oil, 25 x 314

Abstraction. 1916, Watereolor, 1734 x 133"

DerroaT, Micmgan, DETROIT IxsTrTuTe oF Fisg ArTs

Portrait of E. Forert. Chareoal, 193 x 7"

Hantrorp, CONNECTICUT. WADSWORTH ATHENEUM
Sketch for setting of Le Tricorne.  1919. Ink, 5 x 734" (p. 108)
Standing Nude. 1922, 0il on woo ¢ x 544" (p- 125}
Two Ballet Dancers Resting. 1925 Ink, 1336 x9%"

HoxoLury, HAWAD. ACADEMY OF ARTS

Pierrot. 1927, Oil, 22 x 18°

Los AxceLes, CaLirornia. Los ANGELES Cousry Muszod

1908-11. Watereolor and pencil, 18 11
1934, Watercolor and crayon,

- 5"
Figure. "13% . 034°

Woman at Mirror.

Menion, PENNSYLVANIA. BARNES FOUNDATION

Girl with Cigarette. 1901 0il, 2834 = ?‘J}ﬁ' ,
Baby Seated on Chair. 1901 i, 2519 x 2156’
Mo Seated at Table. 1903. Oil, 463 x 31X

Acrobat, *'Blue’ period

Harlequins. 1905. 0il, 75 x]-ifié; o

Figures and Goat. 1905 0il, 5 x - (o, 49
Cogsupmition (Oxen and peasants). lwﬁ? oil, “;’f: 517 (p 49)
Nude Standing in Red Arch. 1905. Oil, 1034 x 7%
Standing Figure. 1905-08

Three r'\f,mfef.‘ 1006. Oil, 934 = 11147

Punch. "Negro” period

Judy, ""Negro” period

Still Life (Cubist)

Still Life (Cubist)

Violin and Boule (Cubist) )

Music. 1014-15. Oil, 1926 % 16
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I are not at present available:

and the following works the dates of w

Basket of Vegetables with Jugs. 0l with gouache
Still Life. il

Nude Seated on Bed,  0il

The Loge. il

Sull Life. il

Woman Seated,  Oil

Jar and Three Pieces of Fruit.  Gounache
Three Figures. Oil, 3% x 4"

Group of Men, (4l

Two Figures. Oil, 4 x 5"

Man Seated. 0l

Glass and Lemon, il with gouache
Seill Life. il

and sixteen drawings, mostly of the “acrobat™ period, about 1903

New Yonk. Anr or Tirs Cextuny

The Poet.  1911. 0], 5114 x 3514

"Lacerba.” 1914, Collage, 2814 x 23°

L Avelier. 1928, Oil, 64 x 51! ¢’

Girls with o Toy Boat. 1937, Oil and chareoal, 5114 x W (p. 1o9)

New Yons. Memnovrormay Museus oF AT

Woman's Head. "Blue™ period (1901-03). Oil, 155¢ x 14, Extended loan from Miss Adelaide M.
de Groot

New Yourk. Museus or Mopenx Aur

Le-Coifferre—1905. Jil, 657 <39 ¥ (pr13)
How .[M_;:)gu Horse. 1905, O, 86155 51" Extended-domfrom-Witiam-8.Pales (colos plate
opp pedd . I
Hercules. 19057 Ink, 634 x 414"
Les Demoiselles d’ Avignon. 190607, Oil, 96 x 02* (
Fernande: 19092 Ol 2434 x-163¢“: Exrendt loun-from Fenry Ehe -
oo 3 35+, Fy € ottt
Fruit Dish. 1909, (%], 2914 x 24" {p. 65) S ] e
Woman's Head. 1909, Bronse, 1614" high (p. 69)
Head. 1909, Gouache, 24 x 187 (p. 66) :
“"Ma Jolie,” 1911-12. Oil, 393 x 2584« (p. 76)
.ﬁrua{vf-_-r @ Construction, 1912-13. Ink, 634 x 474" (p. 86)
Cubist Study. 19127.13, Ink, T4 x5
Man with « Hat, 1913 Callage, charcoal, ink, 241
Card Pla 1914. O, 4215 x 354" (p. 83)
Groen Still Life. 1914, Ol, 2314 x 313{" (p. 90)
Seated Woman. 1918, Gouache, 51 i x 414°
“bog.and Cocke— 1921 Oik 6130 “feator i
¢ - : 5 . te-opppi- —
W oman in White. 1923, 0il, 39 x ;1 14* [p.];'."JJ o i
Seill Life with a Cake. 1924, Qil, 3814 x 5114 (p- 134)
Four Ballet Dancers. 1925, Tak, 1315 x 107 (p. 110)
Seatod Woman. 1926:27. Oil, 5104 x 3835* (. 140,
The Studio. 192728, Oil, 59 x 91* (p. 152) a
f,'m' Ingcw a Mirror, 1032, 0il, 6334 x 51 14" (color frontispies
Tiew Figures on the Beach. 1933, Tk, 153 x 1954+ G Jf;'f;'"'"}

Head of & Woman, 1941, Ink, 1035 x 8" (p. 228)

color plate opp. p. 51) (p. 55)

& x 184" (p. 80)
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o YORE. Museum oF Nox-Onjeerive Pamvrixgs
P Fruit Boel. 1908, Oil. 253¢ x 2g14

Accordionist. 1911 Oil, 513 x 3534* (5. 75)

Landscape, Céret. 1914, Oil, 2514 x 1934

Musician. 1914, Oil, 25 x 1915*

Abstraction.  1916. Collage, 1815 x 2416"

Abstraction. 1918, Oil, 14 x 117

-ffampr;st'fim. 1918. Oil, 1314 x 101"

Lemon. 1927. Oil, 7 x 514"

o, MassacnuserTs. Swrrn Contece Musgum or At
2 The Table. 1919:20. Oil, 51 x 2934” (p. 113)

Ougniay, Omo. Tng Duptey PErer ArLey MesoriaL Arr Museoy
Woman with Peplum. 1923, Gouache, 8 x 634"

PuinapkLeiia. PHILADELPHIA Muskum oF Art
Woman with Loaves. 1905, Oil, 39 x 2714" (p. 47)

A. E. Garvamiy CoruectioN
1 Self Portrait. 1906 Oil, 36 x 287 (p. 51) . . .
Composition study for Les Domaiselles &' Avignon. 1907, Watercolor, 63 x 83" (p. 56)
Bawls and Jug. 1908. Oil, 32 x 25147 (p. 64)
Pipe and Vielin. 1911, Oil, 2215 x 18"
Drawing. 1912, Chareoal, 18 x 237 § )
Still Life with Fruit. 1913, Collage and chareoal, 2515 x 19}
Guitar and Boule. 1913, Pencil, 12 x 153"
Composition. 1914 W uh‘rm!}:..r and pencil, 714 = 114"
still Li 914 Oil, 12 x 1644"
;;.‘:if::}”!bi::lll;wu 1914. Painted bronze, H’_‘.(" high (p. 90
Open Window. 1919, Watercolor, 13 "' x de .
Three Musicians. 1921, Oil, 80 x 747 (p. 123)
Composition. 1922. il ll?ﬁ; lij q"
Seill Life. 1923. Oil, 32 x 2955 ; "
;:;: ;‘-:;I :"J:!i. Conté crayon with ofl \t‘n‘lﬂll, 9'}? x 634
1926. Ink and pastel, 1234 x 184

Composition. P
Dinard, 1928, 0il, 9} x ﬁl_:;
Study for Lysistrata illustrations

1034, Ink, 934 x 134"

T axn Scnoot oF DesieN
Provinexce, Riope Istasn. Musgus or Aut, T Ruope Tsta

Standing Nude. 10057 Pencil, 2414 x 1845

Two Nudes, 1923, Tnk, 814 x 4"

Huuu.earm, New Yors. MEMORIAL ART GALLERY 17 < 18147
o Y 4
Flowers in a Blue Vase. 19042 Gouache, 2434 *

3 * T ARl
SAN Fraxcisco, Caprorsia. Sax Fraxeisco .\lL-.«xl.u1 oF o
Mather and Child, *Blue” I,wrimi-; -Ull:l f? i
Still Life with Jug. 1937. Oil, 195 %=

*_ Extended loan

ST Lovis, Missovns, Ciry At Musgust ,r
The Mother, 1901, Oil, 2932 ‘12'}!‘?“6'
Nude. 1907. Oil on panel, 1125 % 572

. 1,32 x 3924
g Mandolin and Vase of Flowers. 1934 Oi
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Bibliography

This biblograph wvised and much enlarged ver.
sion of the one published in four editions of the log
Picassw, Forty Years of His Art, 1939. The origioal com-
pilation was made by Beaumont Newhall, then Liliea-
rian, who used as basis the works of the bibliographers
Bazin (37), Grohmann (200), Torre (171), and Scheiwil.
ler (525), editing these and adding to them much new
material. The bibliography, as it appears here, has all
the original entries, sugmented by an almost equal
number of new references which round out the list and
bring it up to date. Omitted are brief exhibition notices
ical statements that have appeared in
American, European and Latin American newspapers
and magazines. Every item, with the exception of
thirteen marked f, has been examined by the compiler.

The arrangement is alphabetical, under the name of
the author wherever possible. Unsigned magazine arti-
cles are listed under title with cross-reference from the
name of the periodical. Catalogs of exhi in public
museums are listed under the name of the city where the
museum is located, while private exhibition galleries are
listed unider the name of the gallery.

Asnneviations. Ap April, Ag August, col color(ed),
D December, ed editor(s, edition), ¥ Felbruary, front
Srontispiece, il illustration(s), Ja January, Je June, J1
July, Me March, My May, n.d. no date of publication,
m.p. no place of publication, n.s. new series, O October,
P pagels), por portrait, pseud pseudonym, pts parts,
8 September, sec section, ser series,

Samere Extay and explanation for magazine article:
Lewis, Wysomas., Picasso. 5il Kenyon Review 2:196-
211 Spring 1940, Exeranamion. An article by Wyndham
Lewis entitled "Picasso,” including 5 illustrations, will
be found in Kenyon Review, volume 2, pages 196
through 211, the Spring 1940 issue,

* indicates material in the Museum Library.

Dogoruy Simmons

Statements by Picasso

Note: These fall into the following four eatagorics:

a. Statements presumably written by Pieasso him.
self. See 2a, 2b, 4. ‘

b. Statements said 1o be approved by Picasso in
interviews written by others following conversa-
tions with him. See 1, 3, 3a.

€. Statements apparently not reviewed or confienie
by Picasso following interviews. See 2, 3a,
196, 201, 379, 468.

. Starements said to be rejected by Picasso us false,
See la.
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1 Picasso seeaks. The Arts 3:315-26 My 1923
Forbes Watson, former editor of The Arta states (1930)
that this interview was given in Spanish to Marius De
Zayan, il that Picasso approved the manuscript before it
wranslation into English. This interview is reprinted in
Picasso, 2 statements. pd-21 New York, Los Angeles, Armi.
tage, 1036, A French veesion, with additional paragraphs
dealing with “Douanier™ Roussean, negro art, and litera-
tare, appeared in Florent Fele. Propos dartistes. pl39.45
Paris, Rensissance du Livre, 1925, German tranalations are
to be found in Weltku:
Kilnstlerbekenntni
1925, A Caech vers
For a Spanish trans|
Hiahi in 194,

Reprinted in this volume, page 270.

Volué Swdry 24:278 1025.20.
n soo 9 and 44h Reprinted in Eng.

la [Lerrer ox ant] Ogoniok (Moscow) no20 My
16 1926

Pulilished without indication of source. Picasso says (1939)
that the letter is spurious. It has been republished in the
folbowing: Formes nol:2-5 1930; Deatsche Kunst und
Dekoration 38:277-84 1926; Creative Art 6:383.5 Je 1930;
Picasso, 2 statements. p23-49 New York, Los Angeles.
Armitage, 1936; Earope, an American monthly F 1936,

2 CONVERSATION AVEC

10:173-8 1935
An interview given to O
in Myfanwy Ev

Jahiers d'Art

an Zervos. English translation
eil. The painter’s object. pB1-8 London,
Howe, 193 lation in Gaceta de Arte (Tenes
rife) me no3T:00-13 Mr 1936; Ars (Mexico) Inot:213 Ap
1942; and 444 Reprinted in English in 194, Danish transla-
tion in 54a.

Reprinted in this volume, page 272.

Za [STATEMENT REJECTING THE FASCIST POSITION OF
THE FrAxco resecs| J1 1937
Made at the time of the exhibition of Spanish war posters
sponsored by the North American Commitiee to Ald
Spanish Democracy and the Medical Bureau to Aid Spanish
Democracy. Repeinted i 272,

Reprinted in this colume, pages 202 and 264.

2b [Prcasso ro Avenicas awrists coxcress] New
York Times D 18 1937
Statement relayed from Switserland by telepbone. He-
printed in 372,

Roprinted in this volume, page 264,

3 PoumQuor 3'at AbuERE AU PARTI COMMUNISTE.
lil L'Humanité (Paris) 41n061:1-2 O 2030 194
An interview given tw Pol Gaillard at the request of the
magarine New Masses. English condensation of Picassa’s
slatement in New Manses 53n08:11 O 24 1944, Hepeinted in
Angry Penguine (Melbourne) pt 1945, Quoted in part |

Art Digest 19:11 N 1 1944,

Reprinted in this volume, page 267,

.

34 Preasso EXPLAING. 3il New Masces S4noll:4.7
Mr 13 1945
Tnterviews given to Jerome Seckler, the first of which was
read and approved by Picasso hefore publication. Frepels
Iation in Fraternité {Paris) inaf6:2 § 20 1945, Manu.
giving & fullee account of both inteeviews, in the
Museum Library,

tra

4 Picasso NEST PAS OFFICIER DANS L'anMEr
Frangaise, lil Lettres Francaises (Paris), Mr 24

1945.
| sterview given to Simone Téry, including a statement
written by Picasso, Written ment regeinted in Plerre
Courthion, Bonnard, plo6 Lausanne, Margoerat, 1945; and
in BE.
Reprinted in this volume, pages 247,248 (English),
page 260 (French).

4a EN PEINTURE TOUT N'EST QUE SIGNE, ¥OUS DIT
Picasso, 1il Arts (Paris) no22:1,4 Je 29 1945
An interview given 1o Andrd Warnod.
Reprinted in this volume, page 241,

Poetry by Picasso

wits p Anrr 10:185-91, 225-38 1935
Commentary by André Bretar
1i G

5 C

19 1936,

6 Camrgrs p'ARrT 13n03-10:156.7 1938
Faesimile of a manuscript.

2 CoxTEMPORARY PoEmy axp Prose (Lowpox)
Inod-5 Ag-S 1936

*"Picanss gI':&em. Numbee.” § posms translated by
Reavy.

George

Dieam AxD LIE OF FrRANCO. Sea 10, 355
8 Loxpox Buriemy no 15.16 My 15 1939
‘With English rranslation.
9 Picasso, POEMAS ¥ DECLARACIONES. 45p 4l
México, Darro y Genil, 1944

SUER N rwANcD, [Paris] 1937
10 Sueso ¥ MENTIRA DE FRANCo. [ 19 )
Facsimile of manuseriphy Spanish In|m:r|1i:;u\n. :-;Iench
? in folio wi f the etclings.
blished in fulio with proofs of
mmhhm;.::.:.u: inserted. Etchings reprodaced in

5 5 i in 355,
Graphis (Zurich) 1 noll:12:385-5 0. 1945, and in ¥
English translation reprinted in 272
page 190

Ruprinted in this colume,

Play by Picasso

T
10a Lk DESIR ATTHAPE PAR L4 QUEUE- b.rr TL::;,.-..
Gallimard, 1945 (Callection Méamory
XXIII) o,

First published in
'[‘.:\ anz & Modes, 1044 Teat dated

1, [p1-30] i) Paris, Risques,
Jan. 1941,

Bibliography (cont'd)
Literature on Picasso

*11 Awmsorr, Jeme. An abstract painting by Picssso
[La table, 1920 5il Smith College Museum of Art
Bulletin nol4:1-6 My 1933

* Ma Amnrr, Masver, De la naturalezs sl espiritu,
p153-6 1il Madrid, Espasa-Calpe, 1935.
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OF HIS ART :

L"'-‘-&m
Charnel House, 1044 © 1046 A photograph of the completed state is needed.
Probably Kahmweiler has one,

Femmw A 1'dohelle ot aux mulyimtﬁlmn‘othtmu
Olgeanx, 1936 far as I kmows M¥adame Cuttoli's colleotion.
1Mu11hhrﬂ;hnvn1ﬁom-

Callers of wall ine Very large. Maybe Salartés knows photographer
tended for a design, .
1987

I bedly need photographs of representative work by Piomsno = pain
soulpture, craphie arts = dmme during 1948, 1949 and 1950« I have
nothing of the past two years exeept 1ithographs.

Photographs of drevings used by Zervos in his Dessins Inddit de Ploasso"

Fumbers (not mage m.) l, &, 100-105. 11s, 131. 123, 1zs, 165, 1“. 1".
190, 199

If Zervos has a corner an thess, he could be reminded that we are
sendine hi= et some expense nnd a gzood deal of trouble a long series
of l1tallan Futurist photographs. :

Photographs E Miohal Sim ﬁgm in "Piessso & Antibes" (intreduction by
8a 8

Pages 37, 49, 01, 92, 118 (these show Ploasso at work on the Antibes sories)

wwathhhmhhm“mtm#hmm

4An important and very large composition, but apparently has not
been reproduced,
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